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Euxapiotieg

To KMZT, n dielBuvaon Kal ol UVTEAEOTEG TNG 5ng MmievdAe ameuBUvouy EexwpPIoTEG EUXAPIOTI-
£G oTov Pdedpo Kal Ta HEAN Tou amepxduevou AloiknTtikoU ZupBouAiou, ol ortoiol BornBnoav ta
uéyiota otnv MP6odo tng S10pyAvWoNG, Kal CUYKEKPIUEVA GTOUG K.K. MIATIGdN MamavikoAdou,
redpylo Baoihakdkn, Aéomoiva TooUpka-Mamaotddn, Osopdvn BdpBoyAn, Apcév Kaidayidy,
MatBiAdn Kapdooo-KaBRaoiddn, ANikn Kwotdkn, Mewpyio Toakipn, Tpaiavd XatZndnuntpiou.
MoAUTiun ATav n BorBeia TNG VOUIKAG cupuBoUAou Tou KMXT, Avva Agomiotidou, yia ta 8€éuata
VOUIKAG KaBodrynong. ZwTikAG onyaciag yia Tnv dieEaywyn tng MmievdAe ritav n Bonbeia tou
YTMOMAI® kai e1d1kdTeEPa TWV KK. Mavayidtn AoUpou kai Aikatepivng MamavikoAdou amé 1o Mpa-
deio YmoupyoU KaBwG Kal Twv ouvepyatwv amd tn fevikA Alelbuvon ZUyxpovou MoAitiopou,
TOUG oTToioug euxaplotoUue Bepud.

O1 Bepuég euxapiotieg ameuBuvovtal emiong MPog GAOUG TOUG CUVTEAEOTEG, KAANITEXVEG, OUVEP-
VATEG, UTTOOTNPIKTEG, XOpNyoUg EMKOIVWVIAg, eBeNOVTEG Kal diAoug Tng MmievdAe. I181aitepa oToug
£0eNOVTEG TIOU 0 apIBUAG TOouG au&dvetal KABe xpovid. ZUYKEKPINEVA, EUXAPIOTOUUE yia TN OUVEP-
yaocia oto MAQicio TNG TPAKTIKAG Toug doknong: Kheomdtpa AhayidAoyAou, daidpa BaoiAeiddou,
Mapia Kupidkou, Mdyda Poura, Eiprivn TaiaoUaon - ANIME Mouaceiohoyiag, AN, Kwv/vo Saiaumndon
lwavvivwv, Mapidven NoUtoou, AyyeAiki Mamadomodiou - Mav/pio ®Adpivag, Kuplakn
vayiwtidou - MNav/pio Matpwyv, KABWG Kal Toug BeAovTEG: Xpiotiva AZomouAou, lwdvvn
idn, KAaipn Kahootdvou, Zodia Namayewpyiou, Avdpovikn Mamatépmou, Bavéoa SoUAn,
dateoidou, lwdvvn XaAd, @avdon XpucoBaAdvn.

epn xpovid ta Eevodoxeia Domotel Les Lazaristes, Capsis Hotel Thessaloniki City Hotel,
xcelsior Hotel, Holiday Inn Thessaloniki, Mediterranean Palace Hotel, Vergina Hotel avtamokpi-
Bnkav oto kdAeopd pag yia tn dieukdAuvon TIPOG TouG GIAOUG-EMIOKENTEG TNG dlopydvwong. Toug
€UXapPIOTOUUE Kal EATTICOUPE N CUVEPYACIA AG VA CUVEXIGTEI.

Ma tnv emiluon TOIKAWY ZNTNPATWV OXETIKA Ye Tn Slopydvwon, Tn Xpnuatod4Tnon Kai Tnv mapa-
ywyn tng, 6a BEAaUE va euxapioTACOUUE TOuG €ENAG: ANunTpa AeAndnuntpn, XpuooUAd Kaparava-
yi®Tou, Avi®dvn KpuotaAAidn, Mapidven Mamaotddn, ®paykioko MAatr - Evdidueon Alaxeipioti-
4 Apxni / Mepidpépeia KevipikAg Makedoviag | HAlootdhaxtn lwavvidou - Tapeio Mepidpepelakng
TuEng | Avva BoUAyapn, Avva Kwvotavtivou, Smipo Méyka, EAévn Twtnpiou, MNwpyo Mma-
n - Afgog Ogooahovikng | Anpo EAsucivag - ®eoTIBAA «AIZXYAEIA» | ANEEN Ta&lpAn,
n Mpappévo, Euotabia Zidépn - AEO-HELEXPO A.E. | Ayvri ArootoAidou - Apxaiohoyikd
Qeooalovikng | Mapidven Mdoxou - FaAAIKOS IvoTitouto Oeocaiovikng | Apn KaAdynpo -
titut @eooalovikng | Adrian Blanco Paradelo - MpeoBeia lomaviag otnv ABriva | Mapia
kn, Koota Pdmn - Edopeia Apxaiothtwv NMéAng Osooarovikng | Mapaockeun Mavdkou,
oroUAou - Anpotikn MivakoBrikn Ogcoalovikng | MnAitoa Xaodmn, MNopyo-Epygavouni
néotoAo Avopid, Mavayidtn Kouvtoupn, Mpddpouo Movaotnpidn, Mapia PoSokaAdkn,
apéwg - Opyavioudg Meydpou Mouaikng @ecoalovikng | Hpw MouAiou, Kupiakn Ntdka
AgpoAlipévag Osooahovikng KMAKEAONIA» | Oeddiro KipkuaAri - Opyavioudg Aot
oIvwVIRV @gocoalovikng | AdZapo Kwvotavtividn, EAévn Mavvélou - OeoTIBAN Movig
@v | Cyprus International Performance Art Festival | Kyota lepdpdo - Studio Vis Motrix
'Aaveldto - @éatpo Avdpéa Boutoivd | Mdvvn BolUpo | Améotolo Pico - Les Yper Yper |
NtovémouAo - Donopoulos International Fine Arts | AAikn ToipAidykou - Nitra Gallery | Tidvvn
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olhomoUAou, EuayyeAia Mpévtla - yia tov umoTITAIoNS Tou ¢IAy tou Ulay | Adumn Tayuatdpxn,
lwdvva KaBaAAiepou - EPT A.E. | AdZapo Oeodwpakidn, Bacihn KovtoyouAidn, Aloyévn MapyidAa,
®iAio ZTdyko - Anpotikn Etaipeia MAnpoddpnong, Oeduatog & Emkoivwviag | ‘Avva Mmavtoupd-
kn - KAOHMEPINH | ®&tn lewpyeAé, Ztépavo Tortadmouro - ATHENS VOICE | KaAAiérin AAmiton,
BapBdpa >apPidn - ehculture.gr | Kwota Mapyapwvn, Mapidvva Mamdkn - culturenow.gr | Mapia
dapdéNa - EEQSTHS | Katepiva MkaBommoulou, Kwvotavtivo MiaoUAn, Nektapia MamadouAn, Mévu
ToupméyAou - CAT ADVERTISING A.E. | MeAiva MaAtaidou, Nikn Tapmdkn - Pad Advertising | An-
untpn Mépunyka, Nektdpio Mmaodékn, Mdvvn Zipo - Studio 43 | Kwvotavtivo BAdxo | Niko Aoon,
Xprioto Anuntpdmoudo - GSH | Eudyyelo Kaddon, NikoAéta Néotopa, EAévn Te€dkn, Avaotacia
TpikaAidn, Mapia Xapitou - ALPHA BANK | Anpritpio MouAd, Mapia AyyeAomoUhou, NikdAao Zapidn
- MouAdg Anpntpiog kal ZIA E.E. | ouepi AplototéAloug | restaurant Ayhan.
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implementation of the 5th Thessaloniki Biennale of Contemporary Art, we would like to

extend our thanks to the following: Dimitra Delidimitri, Chryssoula Karapanagiotou, Antonios
Krystallidis, Marianthi Papastathi, Frangiskos Platis - Intermediary Managing Authority / Region
of Central Macedonia | lliostalachti loannidou - Regional Development Fund| Anna Voulgari, Anna
Konstantinou, Spiros Pengas, Eleni Sotiriou, Yiorgos Basmadelis - Municipality of Thessaloniki

| Municipality of Eleusina - Aeschylia Festival | Alexis Taxirlis, Aristides Grammenos, Efstathia
Sideri - TIF-HELEXPO S.A. | Agni Apostolidou - Archaeological Museum of Thessaloniki | Marianthi
Paschou - Institut Francais de Thessalonique | Aris Kalogiros -Goethe-Institut Thessaloniki | Adrian
Blanco Paradelo - Embassy of Spain in Athens | Maria D. Kagiadaki, Kostas Raptis - Ephorate

of Antiquities, Thessaloniki | Paraskevi Manakou, Alexia Xafopoulou - Municipal Art Gallery

of Thessaloniki | Militsa Hasapi, George - Emmanuel Lazaridis, Apostolos Andrias, Panagiotis
Kountouris, Prodromos Monastiridis, Maria Rodokalaki, Kallia Kerameos - Thessaloniki Concert
Hall Organisation | Iro Pouliou, Kyriaki Doka - International Airport of Thessaloniki “MAKEDONIA"
| Theofilos Kirkmalis - Organization of Urban Transportation of Thessaloniki | Lazaros
Konstantinidis, Eleni Giannelou - Moni Lazariston Festival |Cyprus International Performance Art
Festival | Kostas Gerardos - Studio Vis Motrix | Panos Danelatos - Theater Andreas Voutsinas |
Giannis Vouros |Apostolos Rizos - Les Yper Yper | Makis Donopoulos - Donopoulos International
Fine Arts | Aliki Tsirliagou - Nitra Gallery | Yannis Androulidakis - Tabya | Thomas Charelas - Black
Box | Vaggelis Gerovassiliou, Argyris Gerovassiliou, Vassiliki Gerovassiliou, Magdalini Livadioti

- Gerovassiliou Estate | Thouli Misirloglou | Alexandros Plomaritis | Katerina Gouleti, loanna
Artemis Sigouni, Eleftheria Vassilopoulou, Evangelia Prentza for subtitling Ulay's film| Lambis
Tagmatarchis, loanna Kavallierou - ERT S.A. | Lazaros Theodorakidis, Vassilis Kontogoulidis,
Diogenis Mariolas, Filios Stangos -Municipal Organisation for Information and Communication of
Thessaloniki - DEPTHE | Anna Bandouraki - KATHIMERINI | Fotis Georgeles, Stefanos Tsitsopoulos
- ATHENS VOICE | Calliope Alpitsi, Varvara Savvidi - elculture.gr | Kostas Margaronis, Marianna
Papaki- culturenow.gr | Maria Fardella - EXOSTIS | Katerina Gavopoulou, Konstantinos Miaoulis,
Nektaria Papadouli, Penny Touboglou - CAT ADVERTISING S.A. | Melina Maltsidou, Niki Tabaki -
Pad Advertising | Dimitris Mermigas, Nektarios Basdekis, Yiannis Simos - Studio 43 | Konstantinos
Vlachos | Nikos Asfis, Christos Dimitropoulos - GSH | Evangelos Kafasis, Nikoleta Nestora, Eleni
Xexaki, Anastasia Trikalidi, Maria Charitou - ALPHA BANK | Dimitrios Moulas, Maria Aggelopoulou,
Nikolas Saridis - Moulas Dimitrios & Co. LP. | ouzeri Aristotelous | restaurant Ayhan.



H MmievdAe ZUyxpovng Téxvng O@eooalovikng eykaividZetal yia méumtn ¢popd ue Slopya-
VTN To Kpatikd Mouaoeio ZUyxpovng TExvNg Kal Tn cUVepyacia Tou Anpou Oecoalovikng,
™ng Kivnong Twv 5 Mouaoeiwv ©@eooalovikng, kal TOAADY AAA®V TTOAITIOTIKWV Kal EKTTAIOEU-
TIK@OV popEwv Kal I8pupdtwy. Na100 nuépeg n Oecoalovikn yivetal KEVTPO TNG oUyXxpovng
€IKAOTIKAG dnpioupyiag e 14 onuavTikEéG EKBEDEIG, 0TIG omoieg TTAvw amd 100 KAAMTEXVEG
am'’ 6o Tov KOoUo TTapouacidlouv ta €pya ToUuG, ME ouumdaia Kal EKONAWOEIG Adyou yid Thv
Téxvn, €va SnUodINEG PeoTIBAA TeEpddpuavg ye peydAn diacmopd otov dnNPACIO XWPO,
epyaotApia VEwV KAANITEXV®V, TIPORBOAEG TaIVIQY, Eevaynoelg Kal ekmaldeuTikd mpoypdp-
yata.

Y116 tov yevikoé Titho «MaAiég AlaoTaupwoelg - Make it New IlI» n 5n Mmevdie @sooalovi-
KNG pag BupiZel mwg n olyxpovn TEXvn UTTopE va 8Woel anmpdoUeVES, akOUN Kal AUTPWTI-
KEG amavINOEIG O€ Pia oelpd amd EpWTAUATA TTOU OXETICOVTAl JE TNV KOIVWVIKA adikia Kal
Tnv pooTddeia Tou avBpwmou va utiepBei ta eumddia Kail va del To HEAAOV.

EmmA€ov, evioxUel emtuxnuéva tov didAoyo yia Tnv T€Xvn, TNV €MKoIvwvia avdueoa oe
SnUIoUPYIKEG ouddeG Kal KAAMTEXVEG amd TTOAAG d1adpopeTIKG uépn Tou KOGHUOU, KABWG Kal
n SIKTUWON YE AVTIOTOIXEG S10PYAVWCEIG TOU EEWTEPIKOU.

OTIYUN n Oeccalovikn amodelkvUel yia yiav akéun ¢opd éti €ival pia méAn 1ou
OAa Ta xapakTnploTIKA TTou Ba ummopouaoav va tnv avadeifouv o€ eUpwTIATKA TOAN
ou ToAItiogoU. Akéun Kal ta omoudaia Bulavtivd yvnueia tng gival {wvtavd Kal
TOAAG amd autd mpoodEpovtal yia va pIAoEevioouv €pya TEXvNG TNG MrmievdAe.
w Bepud Aoug 6001 EpyAoTNKAVY YIA TNV EMTUXNUEVN TTPAyUATOToinon Tng 5ng
mEVAAe ZUyxpovng Téxvng Oeacalovikng.

Niko¢ £uddKng
AvanAnpwtig Ymoupydg MoAitioyou

This is the 5th Thessaloniki Biennale of Contemporary Art, to be organized by the State
Museum of Contemporary Art. Our collaborators include the Municipality of Thessaloniki,
the 5M Thessaloniki Museum Movement and numerous other cultural and educational
institutions and foundations. Over the space of 100 days, Thessaloniki becomes the

focus of modern art, with 14 important exhibitions, featuring works of more than 100
artists from around the world. Also included in the Biennale are conventions and events
concerning art, a popular performance festival which transforms public spaces across
the city, workshops for young artists, film screenings, guided tours and educational
programmes.

Under the general title "Old Intersections - Make it New II1", the 5th Thessaloniki Biennale
reminds us that art can offer unexpected, and often redeeming answers to a long line of
questions about social injustice and man's struggle to overcome obstacles and see the
future.

Furthermore, the Biennale succeeds in encouraging and promoting dialogue about art,
forging links between creative art collectives and individual artists from across the world,
and establishing networks with similar institutions abroad.

As for Thessaloniki, it proves once again that this is a city possessing all the
characteristics of a major European city of modern culture. Even the city's renowned
Byzantine monuments are still very much alive: indeed many of them are ideal to host art
productions of the Biennale.

| wish to warmly congratulate all the people who worked and contributed in the success of
the 5th Thessaloniki Biennale of Contemporary Art.

Nikos Xydakis
Alternate Minister for Culture



H ©@eooalovikn kaAwoopiZel Tnv 5n MmigvdAe ZUyxpovng Téxvng Kal aykaAidZel 100 pépeg
oUyXpovNnG dNUIOUPYIKNAG EKpaong.

Me kevtpikd dEova tn Meodyelo ouvexiZel kal $€T1og o Ta&idi tng, Ye yeVvIKS TITAO «MaAIég
Algotaupwoeig - Make it New Ill», yia va dnAwoel péoa amd tn olyxpovn KAANITEXVIKA
UaTId eKEIVA TA OTOIXEID TTOU EVWVOUV Kal ekdppdZouv dnpioupyols amd 6Ao Tov KOOUO, Kal
onpatodotolv Tov moAITiopd kal tnv aévan avtaAAayn I9ewv Kal KouAtoUpag oTny TMopeia
Tou xpévou.

H ©eoocalovikn mapapével dlaxpovikn Kal akpaia. KouBaAd tnv 1otopia TG Kal Tnv pe-
TOUCIVEI 0€ GUYXPOovN TPAYHATIKOTNTA YEoa amd TNV WoUwaon Kal avddelén ekBEcewV
oUyxpovng téxvng, amd 100 kaAMITéxveg d1eBvoUg BEANVEKOUG, GE OUVEPYAOIa UE Ta onua-
VTIKOTEPA Pouaoeia, ekBECIaKOUG XWPOUG, YKAAEPT Kal GopEei§ TNG TTOANG, ONUATOd0TWVTAG
€101 T0 MPOodIiA TNG, OTWG autd ocuvexws eEehicoeTal Kal MpooapudleTal 0Ta véa TTayKo-
opla KaANITEXVIKA dedopéva Kal evdladpépovta.

H 5n MmievdAe ZUyxpovng Téxvng pag KaAei GAoug va mapakoAouBncoupe TIG eEAIPETIKES
KAl TTPWTOTTIOPIAKEG I0EEC WG TNV KAANITEXVIKA Kpauyn cUyXpovwv SNUIoUpY®Y, va yivouue
KOIVWVOI 0g pia véa mpaypatikdTnTd, EVAAAGKTIKA, AVOIKTA KAl QVEKTIKA 010 51adopeTIKS,
AGEoupE EIKOVEG KI EUTIEIPIEG.

® Kal ouyxaipw amd kapdidg Toug KAAAITEXVEG via Ta €pya Toug aAAd kal dAoug
oédepav otnv opydvwaon Tng 5n¢ MmievdAeg, kal elxoual KG0e emituxia Kal otn
lopydvwon.

rdvvng Mmoutdpng
Anuapxog @ecoalovikng

The city of Thessaloniki welcomes the 5th Biennale of Contemporary Art and embraces
100 days of modern creative expression.

The Mediterranean is once again the central theme of this year's Biennale under the
general title "Old Intersections - Make it New III.” Through the eyes of contemporary art,
the Biennale presents the common elements that unite and represent artists from around
the world, defining culture and the endless exchange of ideas through the course of time.
Thessaloniki remains a timeless and thriving city. Proud of its history, but also able

to transform it into a contemporary reality through osmosis and the promotion of
contemporary art exhibitions featuring more than 100 internationally renowned artists,
in collaboration with major museums, exhibition venues, art galleries and institutions

in the city, thereby outlining its profile, as it constantly evolves and adapts to the latest
developments and interests in the art world.

The 5th Biennale of Contemporary Art invites us all to enjoy a celebration of the arts with
exquisite and innovative ideas and works that represent the cry of modern artists. The
Biennale invites us to partake in a new reality, one that is alternative, open and tolerant,
and to exchange images and experiences.

| would like to extend a heartfelt welcome and congratulations to all the artists for their
work, and also to all who contributed to organising the Biennale, and | wish every success
to this year's event.

Yiannis Boutaris
Mayor of Thessaloniki



‘Exouv mepdoel mdvw amd okTw xpdvia and téte mou 1o Kpatikd Mouaoeio TUyxpovng Té-
xvng oxediaoe kal diopydvwoe yia mpdTn dopd tnv MmevdAe ZUyxpovng Téxvng Oscoalo-
VIKNG w¢ éva yeydho S1€0VEG PeCTIBAA EIKACTIKWY TEXVAV TTOU ATTAOVETAI 6€ OAN TNV TTOAN,
o€ KBEOIAKOUG XWPOUG Kal yvnueia aAAd kar o dnpdaoioug Xxwpouq. Xuvepydletal e ta
dANa pouoeia, Ta MAVEMOTAYIA, TOUG TOAITIOTIKOUG POPEIG Kal TTPORAAAEI dNUIOUPYIKES
10€€G, VEEG KAl TTEIPAUATIKEG EIKACTIKEG TPOTAoEIG, epddpuavg, Spdoelg Kal €pya TEXVNG
amé Ao tov KGopo. PETOG £XOUUE Tn Xapd va S10pyavwvoulde Tnv 5n MmievdAe ZUyxpovng
Téxvng ©@ecoaAovikng. H peydAn Kevipikn €kBeon pe TitAo « Amté tnv amaiciodo&ia Tng von-
ong otnv aiclodofia tng mpd&Eng» dépel tnv empélela tng Katepivag Mpéyou, eva yia ogipd
amé dANeg onuavTikéG ekBEaelg, dpdoelg, peoTIBAA mepddpuavg, EpyacTtripid, cuumoaoia,
OUVAVINOEIG, EEVAYNOEIG Kal eKTTaISEUTIKA Tpoypdupata ouvBEtouv To mpdypauua tng de-
TIviAig dlopydvwaong.

‘Onwg KGBe dopd, €101 Kal PETog ZnToUuevo eival va dwWooupe Bripa og dnuioupyols Kal
o€ KAAMTEXVIKEG ouddeg Kal va avtiAndBoUue, yéoa amd tn SIKA Toug Katdbeaon, TNV To-
Aupopoia TOV aIoONTIKOV HECWV Kal TOV KOIVWVIKO pdA0 TNG €IKAGTIKAG dnuloupyiag. Ma
va amoteAécel n MmievdAe €va onpavTtiké Kal HeyAAng euBEAEIAG KAAMTEXVIKO YEYOVOG
Kav moAAoi dvBpwrol amd SladpopeTIKoUG £pyaciakols ToPeiG: amd TIG HeTado-
aoddAion, TIG KATAOKEUEG, TIG NAEKTPIKEG KAl NAEKTPOVIKEG €yKATAOTAOEIG, TO
, Ta Eevodoxeia Kal ta Ta&ISIWTIKG MPaKTopeida, Tnv kaBapidtnta, Tov ypadIoTi-
laoud, TG ekddoelg, TIG yeTadpdoelg. Mpdkeital yia €éva kateEoxnv opadiko €pyo
OAITIONO, VI' auTd euxapiotolpe Bepud dAoug aveEalpéTws Toug ouvepydTeg yag,
EVTOG Kal eKTOG Tou Mouoeiou, KaBWG Kal To vuv aAAd kal To amepxouevo A.X. Tou KMIT,
10 Yroupyeio MoAitiopoy, Naideiag kal ©pnokeuPdtwy, Tov Ao @ecoaiovikng, Tnv MNepi-
dépela KevIpikng Makedoviag, Tnv kKivnon Twv 5 Mouceiwv ©ecoalovikng, TOUG UuTTogTnpl-
KTEG pag, Ta mpo&eveia kal ta E€va ivotitouta Kal 1Idpuuata, Toug xopnyoug EMKOIVWVIAG.
IS1aiTEPa EUXAPIOTOUHE TOUG KAANITEXVEG Kal TO PIASTEXVO KOIVS TTOU yia pia akdun ¢opd
amédei&av 0TI n @ecoalovikn gival éva KEVIPO TTOU UTTIOGTNPIZEl TOV 6UYyXPOoVo TTOAITIONO.
5n Mmevdie ZUyxpovng Téxvng Oecoalovikng ival n teAeutaia diopydvwon Tou TpI-
UG omovOUAwTOoU mpoypdupatog mou Eekivnoe 1o 2011 pe tov yeVIKO TiITAO «MaAiég
Upwoelg - Make it Newy» kal uhomoleital yéow tou EmixeipnoiakoU Mpoypduuatog
via-Opdkn 2007-2013 tou EXMA mou cuyxpnuatodoteital amd tnv Eupwnaiki’Evw-
naiké Tapeio Nepipepeiakng Avdamtuéng) kai tnv EAAGSa, pe diopyavwtn to Kpa-
€fo XUyxpovng Téxvng. Tn SielBuvon autoU Tou TPIYEPOUG TTpoypduuaToS eiXe
Kookivd kal mpaypatomoIindnKke Je TN GUPPETOXN Kal ouvepyaaoia tng «Kivnong
oeiwv Ogooalovikngy kAl GAAWV MONITICTIKOV Kal EKTTAISEUTIKWV GopEwy, IVOTI-
110pupdTwy TnG MOANG Kal ue Tn othApIEn Tou Yroupyeiou MoAitiouoy, Maideiag
cupdtwy, Tng Mepidépeiag Kevipikng Makedoviag kal Tou Afpou @eooalovikng.

Mapia ToavtodvoyAou
AlguBuvTpia tou Kpatikol Mouceiou ZUyxpovng Téxvng

It has been more than eight years since the State Museum of Contemporary Art (SMCA)
planned and undertook the first edition of the Thessaloniki Biennale of Contemporary
Art, an ambitious, international festival of the visual arts, hosted in exhibition areas,
around monuments and other public spaces across the city. Collaborating closely with
other museums, universities and cultural institutions, it showcases creative ideas,

novel and experimental artistic proposals, performances, actions and art works from
around the world. For 2015, it gives us great pleasure to be organising the 5th edition

of the Thessaloniki Biennale of Contemporary Art. The large, main exhibition, titled
"Between the Pessimism of the Intellect and the Optimism of the Will" is curated by
Katerina Gregos, while a series of other important events are taking place on this year's
programme including exhibitions, performance festivals, workshops, symposia, meetings,
tours and educational programmes.

As in previous editions, the 2015 Thessaloniki Biennale has one major objective: to give
individual artists and art groups a platform on which to present their work and allow the
audience to understand and appreciate, through that work, the diversity of art forms

and the social role of artistic creation. Many people from a great number of fields have
worked tirelessly to ensure that this Biennale represents an art event of the highest
order and resonance. These people include transporters, insurers, construction workers,
electricians and IT specialists, hoteliers, travel agents, cleaners, graphic designers,
publishers and translators. As this is in essence a cultural team project, we wish to offer
our warmest thanks to all our museum staff and outside partners and contributors; we
would also like to thank the current and outgoing SMCA board of directors, the Hellenic
Ministry of Culture, Education and Religious Affairs, the Municipality of Thessaloniki, The
Regional Government of Central Macedonia, the 5 Museum Movement, our sponsors, the
foreign consulates, institutes and foundations of Thessaloniki, and our media sponsors. A
special thanks goes to the artists and art lovers who proved once more that Thessaloniki
is an urban centre that actively supports contemporary culture.

The 5th Thessaloniki Biennale of Contemporary Art is the last segment of a three-part
programme which started back in 2011 under the general title “Old Intersections - Make

it New", funded under the NSRF's Operational Programme Macedonia-Thrace 2007-2013,
co-financed by the European Union (European Regional Development Fund) and Greece
and organised by the State Museum of Contemporary Art. The three-part programme was
directed by Katerina Koskina and was realized through the participation and collaboration
of the “Thessaloniki 5 Museum (5M) Movement” and other cultural and educational
bodies, institutes and foundations of the city, with the support of the Ministry of Culture,
Education and Religious Affairs, the Regional Government of Central Macedonia and the
Municipality of Thessaloniki.

Maria Tsantsanoglou
Director of the State Museum of Contemporary Art
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Katepiva Kookivd,

MmievdAe SUyxpovng Téxvng
@eooalovikng 2011-15: O1 gTdXo0l,
n d1adpoun, 0 AamoAoyIoUAdG, n
TPOOTTIKA.

KENTPIKH EK©EXH

A6 Tnv amaiciodo&ia Tng vénong
otnv aiciodo&ia Tng mpd&ng

36 Katepiva Mpéyou,
Mpog pia aioiodo&ia Tng vénong
44 KaANITEXVEG

130

EKOEXEIX KAl APAXEIX
KENTPIKOY MPOTPAMMATOX
132 O Kaliuyip MaAéBitg Kai ol
puadntég Tou. 100 xpdvia amd 1o
Madpo Tetpdywvo. Epya pwaIkAG
mpwTomopiag amd tn uAioyn
Kwotdkn tou KMZT

144 I xeTIKEG KIVAOEIG: EuayyeAia
Kpavi®tn - Julien Prévieux

152 TautoetepdTNTA

172 Hel(l)as! Navtou!

176 Ta&1delovtag oTnV avatoAikn
Meaodyelo péaa amd 1o Wnoiakd Apxeio
EAANVIKOU MoAiTiopoU tou ©. Koppé
(A.1.0.)

180 A®pPa ING yng Pe avioxn

010 Xpdvo

184 40 ®eoTIBAA MNepdpdpuavsg
©ecoalovikng

196 50 Epyaotripio Néwv
KaAAiItexvwyv: Romance

206 Zuumdolo: O poAoG Twv MrievAAe
oth Meodyelo ofipepa

210 Love Difference Table /
Michelangelo Pistoletto

2]

MAPAAAHAQO MPOTPAMMA

216 Xpdvng NexAiBaviong -’Eva ta&idi
0TOV KOGUO TOU Xoudiouol

220°Edn ZaBPidn: Transplantation

224 Avvn KaAtoidou: EIKaoTIKEG
5100TaUpWoel§ otn Pwuaikn Ayopd
NG OE00AAOVIKNG

228 10 AlEBVEG cuumdcio BepaTmelwyv
PEOW TEXVNG «Zwh Kal TEXvn gival évay

232 Nikog Mavayi®wtémouAog -
MnveAémn Metoivn
Aufarbeitung: The wall

236 Anpioupyikd otepedTuTIa

2

EKTTAIAEYTIKA FNTPOTPAMMATA

246

BIOTPA®IKA

2/2

MAPAXQPHXEIX-MAPATQIEX
EPFTON / ZYNTEAEXTEZ-
YMNOZXTHPIKTEX
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Katerina Koskina,
Thessaloniki Biennale of
Contemporary Art 2011-15:
The goals, the journey, a final
assessment and the prospects
of the institution.

MAIN EXHIBITION

Between the Pessimism
of the Intellect and the Optimism
of the Will

37 Katerina Gregos,
Towards an optimism of the intellect

45 Artists

130

MAIN PROGRAMME
EXHIBITIONS & EVENTS

132 Kazimir Malevich and his students.

100 years after the Black Square.
Russian avant garde works from the
Costakis Collection of the SMCA
144 Relative motions: Evangelia
Kranioti - Julien Prévieux

152 Identalterity

172 Hel(l)as! Everywhere!

176 Travelling in the eastern
Mediterranean through the Digital
Archive of Greek Culture of Th. Korres
(A.U.Th.)

180 Earth's enduring gifts

184 4th Thessaloniki Performance
Festival

196 5th Young Artists' Workshop:
Romance

206 Symposium: The role of the
Biennales in the Mediterranean today

210 Love Difference Table /
Michelangelo Pistoletto

2]

PARALLEL PROGRAMME

216 Chronis Pechlivanidis - A journey
into the world of Sufism

220 Efi Savvides: Transplantation

224 Anni Kaltsidou: Visual
intersections at Thessaloniki's Roman
Agora

228 1Ist International symposium of art
therapies “Life and art as one"

232 Nikos Panayotopoulos -
Penelope Petsini
Aufarbeitung: The wall

236 Creative stereotypes

2

EDUCATIONAL PROGRAMMES

246

BIOGRAPHIES

2/2

COURTESIES-PRODUCTIONS
OF THE WORKS /
CONTRIBUTORS-SUPPORTERS



MmievdAe Z0yxpovng TéExvng OecoaAovikng 2011-15: O1 gt6xol, h d1adpoun,
0 ATmOAOYIGHOG, N TIPOOTITIKA.

Na mepioodtepo amd pia meviastia n Mmevdle Tuyxpovng Téxvng Oeooalovikng €Beoe
OTO KEVTPO TNG €PEUVAG KAl TWV EKOINADCEWV TNG TNV KAAAITEXVIKA TTPAYHATIKOTNTA TNV
meploxn TNG Meooyeiou. H «d1aotalpwaony 10TOPIWY, TEMOIBNCEWY, IBEONOYIWY, apnynoe-
vV, Tapaddcewy, ol ogoIdTNTES Kal o1 81apopEg, TOoo HAAAOV UTIO TO TIPICHA TNG PEUCTAG
Kal aBéBaing onpepiviig katdotaong mou amd TG apx€g TG deKAETIaq EMOEIVOVETAl OU-
VEXWG OE KOIVWVIKS, 0IKOVOUIKS Kal KUpiwg avBpwmioTiké enimedo, ekppdlovtal 6xi pévo
otov TiTAo Tng, «MaAiég Siactaupwoeig - Make it New», aAAd opiZouv kail To eVVOIOAOYIKO
Kal apnynuatiké Tng mAaicio.

Mia MmievdAe téxvng dev €ival yévo pia YeydAn €kBeon téxvng, 660 ONUAVTIKO KAl av
eival autd, mou eikovoypadei Tn cUyxpovn KAAMITEXVIKA KAl TIVEUUATIKA mapaywyn evog
TOTIOU N pIag eupUTtepng eploxng. Odeilel va eival Tipiv amd otidnAmote dAAo, cuvSiaAAa-
yA apxwv, oeBacpdg tng eT1epdTnTag, diakivnon kai d1actalpwon ISEWV Kal dNPIOUPYI®Y,
mapaywyn mMoAITIogoU, cuvdvinon Snuioupywy, yoviuog didhoyog, diackédaon Kal avdta-
Tpédela Kal avdmtuén, MpoBoAn oKEPEWY Kal TTPOTACEWV IKAV®V va odnyfAcouv
ewpnoelg, dpdoelg akdun Kal mpotdoeig. Mpémel va AauBdvel uméyn Tnv 10TOPIKA
a ka1 evéexouévwg va avabewpei B€oeig mou Aeitolpynoav wg otepedtuma. Eidi-
OUYKEKPIMEVN, TTOU avadEPETAl 0€ AUTAV TN oUVBETN KAl €UAiGONTN YEWTTOAITI(-
eploxn, opeilel va emaveEetdlel ta 16eoloyikd dimoAa mou dixacav yia yeydio
1d0TNUa Tn Meodyelo. TT6X0G TG £ival va Ta EVIOTIOE, va Ta emaveEeTAOEl, aKOUN KAl va
Ta audIoBnTACEl, HETATPETOVTAG TA OE YEVVATPIEG GUOXETIOUWY, AAANAOCUUTIANPWOEWY,
dlactaupwoewyv kal diaAdyou. Mia MmievdAe, mépa amd tnv mpoodepOUEVN EVNUEPWON
kal maideia, opeilel va oupBdArer otnv avdmtuén Tou témou, 6xi gévo mveupatikd aAld kai
0IKOVOUIKA, va ¢€pel KOOUO, va EMITUXEI CUVEPYIEG KAl EKTETAPEVN OUUUETOXA TWV TTOAI-
TV Kal EMOKENTWV oTI§ 80pdoeig Ttng. Na umodeikvUel, va katayyéAAel, va avadeikvUel,
TPOKAAEN HE TN YADGGA TNG TEXVNG TTOU €ival eUPEwG TIPOOAAUBAVOUEVN, AVEKTIKNA OE
0p£€G, eMOEKTIKA SlaAdyou.

alovikn gival pia kate&Eoxnv peooyelakn moAn, évag témog amnd tov émoio SiInABav
ENacav, €Znoav Kal £€6pacav S1apopeTIKEG EOVIKEG KAl BPNOKEUTIKEG KOIVOTNTES,
ovTdg tnv o€ éva ZwvTavo MaAuPnoto MOATIOHIK®V S1a0TPWHATOoEWV. Mapd tn
NG eAANVIKAG TNG TAUTATNTAG Yia MAvw amé TpeIg XIANIddeg xpadvia, Ta 1diaite-
NPICTIKA TNG, APXITEKTOVIKA Kal I8100UYyKpaciakd, yaptupouly, 1600 GTOV AoTIKS
0 Kal 6Th MANBUGOUIaKNA Tng cUoTtaon, TNV adpopoiwon eBiywy, Mapaddcewyv Kal
V TTOU TNG EMITPEMOUV va S1aTtnpel Tov TITAO TNG UNTPOTIOANG KAl TNG KOGUOTTO-

vénto OTi pia pikpn opdda atéuwy, émwg auth Tou KpatikoU Mouoeiou XUyxpo-
G KAl TWV OUVEPYATWYV Tou, dev Umopeil -mapd ta y€oa Tou TG TIAPEiXE N Xpnua-
n Tou EXMA, n akduatn SoUA&ld TnG d10pydvwoNg Kal TwV EMIUEANTWY, N TTApousia
MTEXVQOV KAl TwV BEWPNTIK®Y, N 6TAPIEN TG TomKNAG Autodioiknong, n epyacia
EXVIKQV KAl TWV €BEANOVTAV, N oUVEPYAOia TV GANWV TOAITIOTIK@Y KAl EKTTAISEUTIKOV
€WV TNG TTEPIOXNG KAl 01 TPOOPOPES TWV PIAWVY KAl TWV XOpNYy®V- va eEaVTANCEI Ta TTE-
10WpIa piag PooTdbelag TETOIOU XWPIKOU Kal TTOAITIOUIKOU S1aueTpRpatog, oUTe va Ka-
tali&el oe adiaudioBAtnta cuumepdopata. O1 TPEIg, OUWG, CUVEXOUEVEG S10PYAVWCEIG TNG
MmievdAe ZUyxpovng Téxvng tng Osooalovikng mou €6eoav oto eMiKeVIPO TOUG Tn Meod-
y€l0, T6T0 Snuioupyiag geydAwv UAIK@V Kal GuAwV €pywv, Témo-oUpuBolo amapxnig, Aikvo
€VOG MOAUTTPOOWTIOU TTOAITIONIKOU ISIOUATOG, X®WPO dlakivnong ayadwv kal mapabepiopou
aAAd kal medio paxwv kai uypd yalikd tdoo, cuvicToUv Pia coBapn €IKACTIKA TTPOGEYYIon
evOG Béuatog mou amotéleoe Kal 6a amoteAéael, avaudifola, medio MepaITEPW JIEMOTN-
HOVIKAG Kal S1a0epaTIKNG €peuvag. H 81axpoviKOTNTa KAl N TTOAITIOUIKA Kal GUUBOAIKA Ba-
pUTNTA TNG OUYKEKPIPEVNG TTEPIOXNG, TOOO yia Tov SUTIKS 600 Kal yIa TOV avaToAIkO KOGHO,
n emKaipdTnTa Kal n avatpormn dedopévwy pag emnpedlel Kal yag adopd wg JEPOVWHEVA
dtoua, WG XWPAa Kal oUCTATIKA TOU avBp@TIvou Kal YewypadikoU autol pwodikou.

H Bapid kAnpovouid Tou mapeABOvTog TnG Oecoalovikng, «mayideuoey yia kaipd tn uoi-
oyvwpia kar tn ¢rpn tng wg piag méAng pe omoudaia iotopia kal MOAITIOUIKS otiyua oto

Thessaloniki Biennale of Contemporary Art 2011-15: The goals, the journey, a final
assessment and the prospects of the institution.

For more than five years, the Thessaloniki Biennale of Contemporary Art has been
focusing its research and activity on the state of the arts in the Mediterranean region.
The Biennale's general title, “Old Intersections—Make it New" defines the institution’s
conceptual and narrative context-never more important than in these volatile and
uncertain times, as we witness the steady deterioration of conditions—which is to explore
the "intersection” of stories, beliefs, ideologies and narratives, as well as similarities and
differences at the social, economic and, primarily, humanitarian level.

A Biennale is not simply a large-scale exhibition of artworks—no matter how important
this aspect undoubtedly is—that only illustrates the contemporary artistic and intellectual
production of a country or region. It should also be a place where principles are
exchanged, diversity is respected, concepts and artworks are presented and interact,
and culture is produced. It should be a place where artists meet, a place of extroversion
and development, where thoughts and ideas travel freely, leading to revisions, actions
or even concrete proposals. As an institution, a Biennale needs to take the historical
context into consideration, potentially allowing us to revisit positions that have slipped
into stereotypes. This Biennale especially, whose reference point is such a culturally
complex and geopolitically sensitive region, should critically examine the ideological
dichotomies that have long been fuelling divisions in the Mediterranean. Its goal is to
identify, reexamine, and even challenge such stereotypes, turning them into sources

of new associations, interrelations, intersections and dialogue. The role of a Biennale

is not limited to informing and educating its audience; a Biennale should also strive

to contribute to the wider intellectual and economic growth of the country, to attract
audiences, to achieve synergies and the widest possible participation of citizens and
visitors in its events and actions. Its goals also include presenting concrete suggestions,
correcting failures and shortcomings, highlighting praiseworthy elements, and using

the language of art-which is universal, tolerant and open to dialogue—-to challenge
established norms and beliefs.

Thessaloniki is the definitive Mediterranean city; a place where a multitude of national
and religious communities have thrived, passed through and advanced from. This history
has turned the city into a living palimpsest with its many layers of cultural history. While
maintaining its Greek identity for more than three thousand years, the city's unique
architectural and idiosyncratic characteristics provide ample proof-manifest in its urban
tissue and the composition of its population—of the assimilation of customs, traditions
and norms, that have allowed the city to retain the title of a metropolis and a true
cosmopolitan centre.

Our small team at the State Museum of Contemporary Art clearly could not have
exhausted the potential of such a grand spatial and cultural project, despite the support
provided by EU funds, the tireless work and effort of organisers and curators, the
presence of artists and art theorists, the help of local authorities, the work of technicians
and volunteers, the cooperation with other cultural and educational institutions and

the support of friends and sponsors. Nor would it ever be possible to reach definitive
conclusions. Nevertheless, the three consecutive editions of the Thessaloniki Biennale
of Contemporary Art constitute a seminal artistic approach to a subject that inspires
and will, no doubt, continue to inspire interdisciplinary and cross-curricular research

and investigation by focusing on the Mediterranean—a birthplace of major material and
intellectual works, a region that is a symbol and the cradle of a multifaceted cultural
idiom, an area that has long served as a crossroads for commerce and a vacation

spot, and at other times, however, as a battlefield and a mass watery grave. Given the
timelessness and cultural and symbolic importance of this region for both the Western
and the Eastern worlds, the current juncture and reversals afflicting the Mediterranean
affect us all as individuals, as a state, and as constituent parts of this human and
geographic mosaic.

For a long time, the rich heritage of Thessaloniki's past had “condemned" it to have



mapeABdy, tnv apxaidtnta, Toug Bulavtivolg Kal Toug 00wpavikolg xpdvous. Ouwg, n
©eooalovikn amoteAel pia odyxpovn, Zwvtavi mMOAN, Tn geyadAUTEPN TTAVETIOTNUIOUTIOAN
™ng EANGSaG Kal pia amd TIG onpavIIKOTEPEG GTNV TIEPIOXN. ‘EXEl, AoITdv, TTOAU VEo TTAN-
Buoud Kal Katd ouvémela duvapikn kKal duvapiopd. H Mmievdle npbe va mpooteei, ou-
olaoTikd amé 1o 2005, emionua amnd to 2007, 0TIG GNUAVTIKEG S10pYAVWOEIG TNG TTOANG,
Tmou tovidouv To oUyxpovo TNG TTPOOWTTO, SIEKSIKOVTAG Yia auTny, éoa amd pia SUoKOAN
Kal ekteTapévn diopydvwon, pia B€on otn d1gBvn eIkaoTikiA oknvA. Mapouaidovtag €pya
MPpWTATUTIA KAl EUBANUATIKE, INOEEVOVTAG EKATOVTADEG KAANITEXVEG UE S1ADOPETIKEG KA-
TaBOAEG, TTOPEieg, KOOUOBEWPIEG, avalNTAGEIG Kal TTEIpAPATIoNoUs, TapdyovTag Kal EKBE-
TOVTAG €pYa, CUPMETEXEI OTNV emavavakdAuyn piag moANg, ye mapeAbSv aAAd kal péAAov.
Maykoouio Kal autéxBov, KEVTpo Kal TTepIdEpela, Mpo€Aeuan Kal eEENIEN, eyyeVEG Kal €M~
KTnTo, MaAld Kal véo, eival yepikd amd ta B€uata mou diétpe€av TiIg MmievdAe 3, 4 ka1 5 amd
10 2011 €éw¢ onpepa. Ta €pya kai o1 5pdoelg TG ekTeivovTav og oAdkAnpn Tnv MOAN, TIPOE-
BaAav Ti¢ diadopeTIKEG TEPIGSOUG TNG Kal eMIBeRaiwvav 4TI mpoékuyav amé audiopnTol-
UEVEG KAVOVIKOTNTES KAl YEWYPADieS, eyeipovTag amopieg HeTAEU MaykOOUIOU Kal TOTKOU.
01 dnpioupyoi Toug ta&idelouy, ouvdiaiéyovtal, Siapwvoulv, ouvepydlovtal, evidoooval
Kal avtimapatiBevial oto mePIBAAAOV TOUG, OTOV XWPO Kal 6ToV XpOvo, Snuloupy®vtag
€va Suvapiko diKTuo, KATIOTE YVWOoTO Kal 0patd Kal KATIOTE KPUUUEVO, TTOU TTIEPIJEVET TNV
KATAAANAN OTIVUA yIa va EdavicTel Kal va B€oel epwTANATA.

Méoa oT1o BoAG, audionuo kal dpapatikd onpepivo Tomio Twv aAAaywy, emavampoadiopi-
oUWV Kal SIEKSIKNCEWY, 0 310G BePaTIKOG dEovag Kal opyavwTikA Soun Tou mMpoypduuaTtog
™G 3ng Kal 4ng MmevdAe kabdpioav kai tnv 5n diopydvwon, yetatpénoviag Eavd tnv
OAN o€ éva epyacTApio Mapaywyng ISEWV kal ekBeThApio €pywv Téxvng. Agv Ba umopouaoe,
O¢g, va Bpebei kaAUtepo BewpnTikd TMAaicio anmd ta TeTpddia TNG GUAAGKIG TOU TTOATIKOU
diavooUpevou Antonio Gramsci, Tou emeAéynoav EUMVEUCPEVA A6 TNV EMPEAATPIA TNG
KEVTPIKNG €kBeoNG K. Katepiva Mpéyou wg TITAOG TG yia va meplypadei KaAltepa n katd-
otacn otn Meodyelo kai €1dikétepa otnv EAAGSa. O1 pdoeig Tng 5n¢ MmievdAe gumAou-
Tioav tnv MAAQTPSpUa SIATOUEAK®Y GUVEPYACIWY, EVAANAKTIKAG EKUABNONG, KOIVWVIKAG
5146paong kal CUPPETOXIKOTNTAG, TTPOTEIVOVTAG TN Meadyelo wg «1d€a» Kal TOMo PE YV
ploua Kal, iowg, mpovépio TNV aotabn aAAd evdiadpépouoa taldvieuon YeTa&u KolvoU Kal
e1epddo€ou.

YApepa, o péAog TNG TéXvVNg G’ €vav KOOUOo d1apKWG PeTaBaAAduevo, mou aduvaTtel va
UP®OE! TN VN ToU evAVTIA 0TNV KOIVWVIKNA adikia, Tnv nBIknA Kpion kal odnyeital otabe-
pd mpog TN aiyacn Tng MoAUdwviag Tou, amoktd Bapuivoucoa onpaacia. O KAAANITEXVEG TTOU
OUUUETEIXAV OTIG TPEIG TeEAeUTaieg MmievdAe ZUyxpovng Téxvng @ecoaAovikng KANBnkav
va amodeiEouv kal va avadeifouv €k VEOU TNV oUCIACTIKA AgIToupyia TNG TEXVNG GE Yia
OAN TTou éxel yvwpioel og BAOOG xpOvou cwpeia TONMTIOHIKWY, EBVIK®DY, BPNOKEUTIKWV Kal
KOIVWVIKQOV EMIPPOWY, cuvuridp&ewyv Kal mévou. «Emoiknoavy tnv méAn, «katéAapavy ta
yvnueia, Ta youceia aAAd Kal Toug dnudoIoug XWPOou§ NG, diekdiknoav TNV MPOgoxn, TNV
avtidpaon kai tnv emadni Pe Toug MoAiteg. Mia tétolou €idoug «ueTavdoTeuany amoTeAel
avtioTiEn autoU mou mapakoAouBolue kabnuepivd ota MME kal mpoBdAel d1akpITIKG Tnv
alfBela kal, fowg, pia Avon.

Emxelpwvtag évav amoAoyioud Twv TpIOV TEAEUTAIWV S10pYaAVOCEWY TNG Mmievdle XUy~
xpovng Téxvng tng Ocooalovikng, 6a mpémel va emonudvoude 61l To OAo eyxeipnua ou-
viotoUog, Tautéxpova, mMpokAnon Kal mpdtacn, oTnv omoia TPOoTIaBNoaUe va avIarno-
Kp1BoUpe e CUVETEIQ KAl 6TPATNYIKG 0XedIAoud, £XOVTAg YVWon TV SUCKOA®Y Kal TwV
avTIE00TATWY aAAd Kal Ydxvovtag TpOTouS yia TNV UTEpBacn toug. H @eooalovikn, €yive
TOTIOG CUYXPWTIOUOU Kal avTaAAayng améWewyv eKaTovIddwy KAAATEXV®V amd oAdKANpo
Tov KOGUO, o€ pia dlopydvwan, TToU €3WGCE TTPOOTITIKA 6TOUG VEOUG EAANVEG Snuioupyoug
Kal TomoB€Tnoe TNV TMOAN GTOV XAPTN TNG TAYKAOUIAG EIKAOTIKAG OKNVAG. O1 KAAMTEXVEG
TOVIoav TNV MPWTAPXIKA TNG A&IToupyid, autiAv Tng emKolvwviag.'Epya, cUyxpova Kal du-
vatd, ue O€épata mou ekteivovTav amd TIG oUYXPOVEG TTOMTIKEG, OIKOVOUIKEG KAl KOIVWVIKEG
TPaypaTIKGTNTEG, TNV KPion Kal TNV avaykaoTtikA petavdoteuon, Tn Bia, kal Tov TOAENO,
TOUG $avatioyoug Kail TIG dIaxXwPIoTIKEG YPAPMES, TOUG TPOadiopIopols TNG TauTéTNTag
Kal TnG KolvétnTag, wg tn B€on Kal TIG CUUTIEPIPOPEG TOU avOpwou o€ €va PeUoTd, YE-
taBatikd Kal ouxvd ex0pikd mepIBAAAov, avédeiEav TNV KATdppeUOn TwV ISEOANOYIWV Kal
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the reputation of a city with a great and colourful history that stretches across ancient,
Byzantine and Ottoman times. Thessaloniki, however, is also a modern, living city,
hosting the largest university in Greece and one of the most important campuses

in the region. It is a youthful city, whose young population gives it great energy and
dynamism. The Biennale was added to the lineup of important events that take place in
the city (essentially in 2005 but formally in 2007), highlighting its contemporary and
modern character. The Biennale, a complex and large-scale event, helped Thessaloniki
claim a place on the international art scene. By presenting both original and iconic
works; by hosting hundreds of artists from different places, on different career paths,
and expressing different worldviews, interests and experiments, through creating and
exhibiting works, it has contributed greatly to the rediscovery of a city, that has not only a
past but also a future.

The global and the indigenous, the centre and the periphery, origins and evolution, the
intrinsic and the acquired, the old and the new, have all served as themes that were put
under the spotlight during the third, fourth and fifth editions of the Biennale since 2011.
The works and activities of the Biennale were spread across the city, showcasing different
eras of its history, attesting to the fact that they were born out of disputed regularities
and geographies, raising questions about the global and local. Participating artists moved
freely, conversed, disagreed, collaborated, were integrated by and confronted with their
temporal and spatial milieu, creating a dynamic network—sometimes explicit and visible,
but often hidden—waiting for the right moment to emerge and raise questions.

Against the backdrop of today's blurred, ambiguous and dramatic landscape of change,
redefinitions and assertions, the 5th edition of the Biennale retained the theme of the
previous ones, turning the city once again into a workshop for the production of ideas
and the exhibition of artworks. One could not have imagined a theoretical framework
more ideal than the Prison Notebooks of political intellectual Antonio Gramsci—an
inspired choice by the curator of the main exhibition Ms. Katerina Gregos, who chose a
title that aptly describes the present state of the Mediterranean in general and Greece

in particular. The activities of the 5th Biennale enriched the platform of cross-sectional
collaborations, alternative learning, social interaction and participation, suggesting that
the Mediterranean can be seen as an “idea", a land distinguished by the trait—or perhaps
the privilege—of hosting a volatile but seminal oscillation between the orthodox and the
heterodox.

The role of art is especially crucial today, in our ever-changing world, a world seemingly
incapable of raising its voice against social injustice and moral crisis, a world that appears
poised to eliminate pluralism. The artists who were invited to participate in the last three
editions of the Thessaloniki Biennale of Contemporary Art were asked to prove and
reaffirm the essential position and function of art, in a city that has long been affected
by a cornucopia of cultural, national, religious and social influences, co-existence and
shared pain. The artists “settled" in the city, “took over” its monuments, museums

and public spaces, and evoked the reaction of and contact with its denizens. This kind

of “immigration” stands as a counterpoint to the one churned out daily by the media,
discretely suggesting the truth and, perhaps, even a solution.

In our attempt to make an appraisal of the last three editions of the Thessaloniki
Biennale of Contemporary Art, we would be remiss if we did not point out that the

whole project was both a challenge and a proposal. We have done our best to rise to the
occasion, deploying consistency and strategic planning, fully aware of the difficulties and
adversities, but also actively trying to find ways to overcome them. Thessaloniki became
a place where hundreds of artists from around the world came together and exchanged
their views, in an institution that opened new prospects to young Greek artists and put
the city on the global art map. Artists highlighted art's primary function: communication.
Powerful contemporary artworks dealt with a number of issues, commenting on political,
economic and social realities, investigating contemporary phenomena like the financial
crisis, compulsory immigration, violence and war, fanaticism and divisions, identity

and community characteristics, and the stance and behaviour of people in our volatile,
transitional and often hostile environment, showcasing the collapse of ideologies and



TWV MOMTIK®OV cUoTNPdTwy. O1 €vvoIeg TNG UVAUNG, Tng Tapddoong Kal Tng avatpomnng,
Tou xpdVou Kal TNG I6Topiag, TNG TéEXvng w¢ MPdEn avtiotaong kai evaviinong, dpdpwong
Aéyou kal okéYng TIPoBARBNKav wG evaAAaKTIKEG a&ieg péoa amd €pya, ToAAG and ta omoia
Snuloupyndnkav 181kd yia tnv MmevdAe. AleOvidg kata&lwuévor dnuioupyoi aAAd kai véol,
KARBNnkav va mpoaodiopicouv th duvapikh UTTGoTAaon TnG TEXVNG KAl va apnynBoulv 16Topi-
£G, TPOOWTTIKEG KAl GUANOYIKEG, va d®oouv Tn SIKA TOUG amdvinon o€ Jid o€lpd KPIioIpwV
epWINPATWY, Va HOPDOTIOINCOUV TIG EUTTEIPIEG KAl Ta BIOPATA TOUG 6’ €vav KOOUO TToU €XEl
XAdoEl TIG 6TABEPES TOU Kal aywvid yia Tnv eM@dUvN cuvOnAkn oTNv otroia oAoéva Kal epIo-
obtepo BubiZetal o alyxpovog dvBpwog.

Me kateuBuvtnpio dEova tnv Kevipikn €kBeon - mAaiciwpévn amd éva pyeydho apibud
AWV EKBECEWV-0PA0EWV-CUNTIOCIWV-EIKAOTIKWY TTapeURdoewy otov 1016 TNG TOANG,
EVIAYUEVWY OTO KEVIPIKG N 010 MapdAAnAo pdypauua, He S10pyavwoeig Tou MAEoV €Xouv
edpaiwbei, dmwg 1o Epyactripio Néwv KaAAITexvayv Kal o OeoTIBAA Mepdpdpuavg, amoté-
Aeoe éva MPWTIOTWG €IKAOTIKG yeyovog Tou Eemépace ta 6pia TG MOANG Kal TNG TEXVNG. H
MmievdAe evioxuoe Kal S1IEUPUVE TOUPIOTIKOUG TIPOOPIoHOUG, TTPOGEAKUOVTAG EEEIBIKEUUE-
VO KOIVO. ETTeKTABNKE 0€ oUVEPYAoieg ue TN yé€on ekmaideuon, mapeuBaivoviag eIKAcTIKA
UE ToIXoypadieg otnv eEWTEPIKA eMmddveia SUo OXOMKW®V KTIPIWV e Th ouvepyaaia street
artists, SaokdAwv ka1 padnTwv. O1 EIKACTIKEG AUTEG MapeUPRATEIg, SUGTUXWG, dEV EUTTAOU-
TioBnkav Kal e TomoBeTACEIG HOVILWY EPYWV O EEWTEPIKOUG XWPOUG. OpwG, n Mmevdie
ue TIg mepdOpuavg ota payadid, To KEVTIPO Kal To Apdvi, Tnv kapdid dnAadn tng mOANg,
emixeipnoe pia «kdbetny mapéupaon otov dnpdaio xwpo, BEAovtag autég va amoteAécouv
nepIBdAAov kai évauopa yia dnpdoia cuZhtnon mou Ba evioxue Tnv 1I5€a Tng Ayopdg, e Tnv
TPWTAPXIKNA TNG évvola.’Eva dAAo oToixnua mou emixelprBnke va kepdnbef eival Keivo Tng
d1a0Uvdeong oUyxpovng TEXVNG Kal EKTIAIGEUONG, TTOU, GUPGWVA PE TIG THO EYKUPEG TIAI-
SaywyIkEG Kal JoUaEIONOYIKEG Bewpieg, opicel éva amd ta mo Sieupupéva Kal Tpowdnpéva
ZntoUpeva. EKTOG amd TIG GUOTNUATIKEG EEVAyNOEIG yia TO EUPUTEPO KOIVO amd TOUG ETTIUE-
ANTEG Kal Toug eKTIAISEUTIKOUG Tou KpatikoU Mouceiou ZUyxpovng Téxvng, oxedidoTnkav
Kal uAomoinenkav mpoypdupata yia padntég SAwv twv Babuidwv tng ekmaideuong Kai yia
€VAMKEG. Mpoypduuata, mou Ta Xxapaktipide n auecodTNTA KAl n aioBnon tou maixvidioy,
ToU KIvVnToTioloUoav Kal eEWTEPTKEUAV TIG TTIO SNUIOUPYIKEG TACEIG TwV TaIdIWY, Kal, TTIou
evnuépwvay, euaicOntomolioUoav kal mpoBAnudtiZav pikpoUg Kal yeydAoug yia Ta Kpioiua
mpoBAAuata tng emoxng. Méoa amd Tig MmevdAe tng Oecoalovikng, n Téxvn eATIIZOUNE 6Tl
enéotePe Eavd otnv KABnuepIvoTNTa KAl 0TI EYKATACTAONKE 0TA BIOUATA TWV TTAIIWOV Kal
Tn GUVEIdNoN TwV TTOAMITWOV Kal EMOKEMTWV TNG yia va cuuBdAel evepyd otn Siaudpdwon
VEwV TPOTTWV OKEWNG, VA ATTOTEAEGEI TOV KOIVO TTPOVOUIOUX0 XWPO I0EWV, EAEUBEPNG €K-
$paong Kal EVAANAKTIKAG B€aong TOU KOOUOU Kal TOU KOIVwVIKOU TTepIBGAANOVTOG.

Me autd 6a umopéoel va odnynBei otov avactoxaoud Twv Sedouévwy Kal GE EVAANAKTI-
KoUG tpémoug avtidpaong. Na avtitd&el otnv katdppeuon kal Tnv aypidtnta tn Snyioupyia
kal tnv eAmida. Na umevBupioer TI¢ MpwtapxikéG avdykeg tou avBpwmou. Na mpoxwpni-
oel urtepBaivovtag olvopa kai 6pia. Na mpoteivel otdon Jwng mou Ba aviioTéKeTal otd
oTEPESTUTIA KOIVWVIKOTTIOANITIKG HoVTEAA Kal Ba mapakivei otnv eEwTtepikeuon aioBnpdtwv
avlpwmdg.

Me tnv eAmida 0TI «o KUBOG ppidONY», ag pou emitpanei va anmeubuvw éva INKPIVESG EU-
XApIoTW 0 OAOUG TOUG CUUUETEXOVTEG, HOVIUOUG Kal TTEPIOTACIAKOUG, 6TO KoIvé aToixnua
AUTWV TV XpOVWV, 6TOUG GUVoSOoITIOPOoUG Hou 0To AY tou KMXT, TOUuG €MIPEANTEG, TOUG
KAAAITEXVEG, TOUG OUVEPYATES TwV AAAWY Mouaoeiwv Kal Idpupdtwy, Tov ARpo, Tnv Nepipé-
PEIA, TOUG UTTOOTNPIKTEG, TOUG EBEAOVTEG, TOUG GIAoUG Kal va euxnBw amd kapdidg kain
emTUxia oTIG EMOUEVEG DIOPYAVWOEIG.

Katepiva Kookivd
AleuBUvVTpIa TWV 3nG, 4ng Kal 5ng MmievdAe ZUyxpovng TExvng OEGGANOVIKNG

political systems. Their works, many of which were created specifically for the Biennale,
pointed out that the concepts of memory, tradition and reversal, of time and history, of
art as an act of resistance and opposition and a means to articulate words and thoughts,
can all serve as alternative values. Internationally acclaimed but also emerging artists
were asked to identify the dynamic essence of art and narrate individual and collective
stories, to give their personal answers to a series of crucial questions, and to give shape
to their experiences, in a world that has lost its bearings and is agonising over the painful
condition that humanity is steadily sinking into.

With the main exhibition as its guiding axis—accompanied by a large number of parallel
exhibitions, actions, symposia and art interventions within the urban fabric of the city

as part of the main and parallel programme, with events that are important in their own
right, such as the Young Artists Workshop and the Performance Festival-the Biennale
was primarily an art event, but also an event that managed to cross the boundaries of

its host city and art. The Biennale has boosted and expanded tourist destinations by
attracting a niche audience. It reached across education with the collaboration of high
school teachers and students, commissioning street artists to use the walls of two school
buildings as their canvass. Unfortunately, these art interventions were not complemented
by permanent art installations on school grounds. The Biennale did, however, attempt a
“vertical” intervention in public spaces by organising performances that took place in the
shopping district, the city centre and the port-the “heart” of the city—aspiring to create
an environment that fosters public debate and showcases the concept of the Agora, in
the original sense of the word. Another challenge the Biennale aspired to meet was to
connect contemporary art with education, which, according to the most authoritative
research in the fields of education and museology, is one of the most advancing—and
advanced—-desiderata in education. In addition to offering organised tours to the general
audience, given by the curators and educators of the State Museum of Contemporary Art,
the Biennale planned and implemented a number of programmes addressed to adults and
students of all ages. The main characteristic of those programmes was their immediacy
and sense of play, which motivated children to express their creative instincts, while also
informing and raising awareness in both young and old alike on the crucial problems of
our time. We hope that the Thessaloniki Biennale helped bring art back to daily life and
the experiences of children and establish its place in the hearts and minds of its citizens
and visitors, thereby contributing to the formation of new ways of thinking, becoming a
shared and privileged space, where ideas, free expression and an alternative view of the
world and social milieu can flourish. Thus, in this way, it will be able to reflect on reality
and alternative ways to react; to counter collapse and savagery with creation and hope;
to remind us of the genuine, essential needs of human beings; to move beyond borders
and limitations; to suggest a way of life that opposes the clichéd sociopolitical models,
encouraging the expression of humanitarian feelings.

Hoping that “the die has been cast”, this allows me to offer my sincerest thanks to all the
permanent and occasional partners who took part in this common project all those years:
to my fellow directors at the SMCA Board; curators and artists; our partners from other
Museums and Foundations; the Municipality of Thessaloniki; Regional Authorities; and,

of course, to our supporters, volunteers and friends. From the bottom of my heart, | wish
you all good luck in the future editions of the Biennale.

Katerina Koskina
Director of the 3rd, 4th, and 5th Thessaloniki Biennales of Contemporary Art






Mpog Wia aiciodo&ia TnG vonong

Mnyn éumveuong yia Tov Titho Tng 5ng MmevdAe ZUyxpovng Téxvng tng Oeccalovikng. Armé tnv
anaigiodoéia tng vénong otnv aiolodoéia Tng mpdéng oTdenke €vag adopioudg mou emavaiappd-
vetal ota Tetpddia Tng ®uAakric (Quaderni del carcere) tou Map&ioth otoxaotn Antonio Gramsci,
mou ypddtnkav HETa&u tou 1929 kai 1935, Tnv mepiodo Mou Tov gixe GUAAKIoEI TO GacIoTIKG kabe-
0T®G TNG ITaAiag. 1o MoAUTouo autd €pyo, o Gramsci éypale: «H MPOKANCN TNG VEWTEPIKATNTAG
eival va eig dixwg Yeudaiobnioeig pa kai 8ixwg amoyonteuon [...] Efyal anmaioiédo&og Adyw vonong
Kal a101630&0¢ Adyw BEAnanG». O duioudg, ou n dpdon autnh eMKAAEITAl, ATIOTEAET adeTnpia yia
yia digpelivnon TG Kpiong TIou MAATTEI TNV TIEPIOXNA TNG MEoOYEioU -Kal TIWG PTopEl auTh n Kpion
va Eemepaotei-, ZATNUA TIoU BPIOKETAl 0TO ETKEVTPO TOU TIPORANUATIoNoU TnG MmievdAe. H eri-
Aoyn va opyavwOei yia ékBeon pe adetnpia évav apopioud tou Gramsci mou ypddTnKe TIpIv atid
90 xpdvia BaciceTal oTNV TTEMOIBNGCN YOU WG AMOTUTIWVEI 1I8aVIKA TN YETEWPN Kal avTiddokouoa
OTIYUA otnv omoia BpiokduacTe, 6x1 Hovo otnv EAAGSa aAAd otnv Eupwrin yevikdtepa. H kpion,
eEAN\ou, dev eival ENANVIKNA aAAG UECOYEIQKNA, EUPWTIAIKA KAl TTAyKOGUIa.

Kabwg amoteAel Ynd1dwtd MOAITIOU®Y, BPNOKEIWY, €BVOTATWY, YAWOOWY, Tapaddoewyv Kal €0i-
pwVv -aAAd kal To oTaupodpoul TPIWV PEYAAWV BPNOKEIDV Kal nTeipwv- gival TOAU dUokoAo va
™ Meodyelo pe un yewypadikoUs 6pous. MdAiota yivetar peydAn ouZitnon yia to katd
0poUUE va WIANCOUUE aKOUa Kal yia Jid JECOYEIQKN TAUTOTNTd, KOUATOUPA N €0TW VEW-
mepioxn. AvTioTolxa gival adUvaTtov va avTIJETWITIOOUUE TI§ XWPES TNG TIEPIOXAG WG €va
orroinTo oUvoho N va KATaAREoUUE o€ Wia Kal ovadikhn oUANYN TwV TPayudTwy Tou
UV «Tn Meadyeioy. Mpodkeital yia évav Xxwpo mou avikel eEICOU oTNV TMPAYUATIKOTNTA Kal
010 Pavtaciakd. O1 avTtIANWEIS yia Tn Meadyelo €XoUV XpwUATIOTEN Kal diapopdwbei amd €vav ouv-
Suaoud EISUANIK@VY KAl ApVNTIKWV OTEPEOTUTIWV KAl TIAPEPUNVEIWV. T€ KGBe TepimTwon, S, ol
TIEPIOCOTEPEG aMd TIG 26 XWPEG TTOU EKTEIVOVTAI TIEPIUETPIKA TNG Aekdvng TnG Bpiokovtal onpepa
AVTIMETWTTEG HE WIa oelpd amd 0oBAPESG KPIOEIG (KOIVWVIKEG, OIKOVOUIKEG 1 TIOMITIKEG), EVK GTNV
niepioxn evtomiZovtal MOAAEG eUTIOAEUEG I eUdAeKTES LWVEG. MNa Tnv akpiBeia, dev Ba ATav umep-
BoAn va mepiypdPel kaveic tn onuepivih Meadyeio wg pia {wvn kpiong. Tnv @pa mou ypddovtal
TG ol ypauuég, n EAAGOa Bpioketal otnv kKOWN Tou Eupadiou. O1 MePIOcATEPEG GAAEG XWPES TNG
¢ Eup®rng eivai emiong ev HEOW OIKOVOUIKAG Kal KOIVWVIKAG Kpiong, v éva peydho pépog
OTIWV AKTWV TNG Meooyeiou mapadivetal otov MOAITIKG Kal KoIVWwVIKS avaBpacud, kabwg ol
TIKEG S1adikaoieg TiBevTal und amelAn i akdun Kai akUpwaon, Kal ol avatoAlKEG aKTEG TNG
UV BUBIoUEVEG O EUTTOAEUEG OUYKPOUOEIG KAl ETTI AKPOV aveTiAUTEG TTOAITIKEG, Bpn-
Kal edadIkEG dlaudxeg. Tnv idia oTiyun, dekddeg xINddeg yetavdoteg diaoxidouv Tn
10 va Eeduyouv amd Ti§ SINEEIG I Tov MOAEUO, avaZntviag pia kaAutepn Zwn. MoAAof
xdvouv Tn Zwn Toug TPOCTIAdWVIAG.

al 1o id10 To p€AAOV TNG Eupwting. O1 kpicelg otn NATIa Eup®Tin €xouv KAovioel ta Be-
UpWTIaikoU POTZEKT Kal eival TAéov oadEG OTI TO KoIvO vOUIoua SV ETIAPKET WG 0TOI-
dAIong TNG oUVOXNG TNG EUpATING. KaB®G To KoIVWVIKG KpdTog S1apK®G BuoidleTal oTov
TOMITIK®V ANITOTNTAG Kal TO HOVTEAO TOU VEOPIAEAEUBEPIoUOU UloBeTeiTal amd 6Ao Kal
€PEG XWPEG, N KOIVWVIKN 100ppoTTia €xel pTtdoel oTa 6pid Tng. KataAnEaue oe éva onpeio,
0IKOVOWIa Kal ol ayop€g €xouv avadelxBei oe puBUIoTIKOUG apdyovIeG TNG TTOAITIKAG, VK
WVIKNA TIOAITIKA, TIpAVOoIa Kal aAAnAgyyUn TiepvoUv o Seltepn poipa. O1 mepioadTepol dvOpw-
TAéov Yndidouv KUpiwG Pe 0IKoVOUIKA KpITApia (M.x. To kdUpa Tou uréoxetal Alydtepous ¢po-
oug) avTi va oképtovtal edv Ba nBeAav va Jouv O€ JIa KoIvwvia Je KaAUTepn ekmaideuaon, uyeia
i oAITIopd. ‘Onwg €xel emaonudvel o Franco ‘Bifo’ Berardi oto BiBAio Tou The Uprising: Poetry and
Finance, « [...] 8UoKoAa pmopei Kaveig va pnv 8el 1o péANov Tng Eupwnng oav évav ducoiwvo ouv-
SUAOUOG TEXVO-0IKOVOUIKOU AMOAUTAPXIOHOU Kal AdTKIOTIKAG EMBETIKAG avTidpaongy». AUGTUXWG, N
Tpéxouna katdotaon otnv EAAGSa emBeRaldvel Toug pSBoUG Tou cuyypadEa.

Qotdoo, £xel amodeIxOei emwduva Kal mépav dong audIBoAiag ATi n oIKovouia Kal ol ayopég dev
umopoUv va AEIToUPYNoouY WG TEAIKOG KoIvAG TIapoVopaoThg Tou Tpdmou SGUNONG TWV KOIVWVI-
@V pag. EidIkd og xwpeg OMws n EANGSA, 10 xp€og €xel avadeixBei Ox1 pdvo wg oIKovoUIKG aAAd
Kal wg nBIkG ZnTtnua. ‘Omwg toviZel o Berardi, «(to xp€og) Aeitoupyel MAéov w¢G GuvBnAKn yia Tnv
TEAIKN apmakTIKn adaipeon: n Cwn YETATPETETAI O XPOVO EKTIONG TOIVAG YIa TNV AMOmANPWUN
evoG peTapuaikoU xpéoug. H Zwn, n vonaon, n xapd, n avdoa - o avBpwmoudg, 6Aa Bucidlovtal
oToV BwUd TNG aMOTMANPWHNAG auToU Tou PETAadUOIKoU Xxp€ousy. Ta mpdyuata mpénel va aAAdEouv.
Mpémel va avakaAUyoupe, dTiwg uttootnpilel o id10g, «€va véo vonua yia ta pdyuata, Ti§ dpaotn-

Towards an optimism of the intellect

The title of the main exhibition of the 5th Thessaloniki Biennale, Between the Pessimism

of the Intellect and the Optimism of the Will, is inspired by an aphorism invoked by Antonio
Gramsci in The Prison Notebooks (Quaderni del carcere) that he wrote between 1929 and
1935 while he was imprisoned by the Fascist regime in Italy at the time. In these voluminous
writings which he composed during his eleven years of incarceration Gramsci repeatedly
cites a particular phrase; in one of the letters he writes: “The challenge of modernity is

to live without illusions and without becoming disillusioned [...] I'm a pessimist because of
intelligence, but an optimist because of will". This duality constitutes a point of departure to
talk about the current situation of crisis -and how to overcome it- that governs much of the
Mediterranean, which is once again the conceptual point of departure for the Biennale. The
choice to base the concept on an aphorism by Antonio Gramsci -written almost 90 years
ago- is based on the fact that I believe it perfectly expresses the contradictory moment

in which we find ourselves today, not only in Greece but in Europe in general. After all, the
crisis is not only Greek, it is also Mediterranean, European as well as global.

As a diverse blend and composite of cultures, religions, ethnicities, languages, traditions
and norms -and the crossroads of three principal religions and continents- it becomes
very difficult to define the Mediterranean area, except in geographic terms. Indeed there

is much debate on whether we can even speak of a Mediterranean identity, culture or even
region; and equally, it is impossible to treat the countries of the area as an undifferentiated
group, nor arrive at a singular understanding of what constitutes “The Mediterranean”.

It is as much a real as an imagined space, whose perception has been determined and
coloured by idyllic as well as negative stereotypes and misperceptions. But what many of
the 26 countries seem to face today are a series of serious ongoing crises (whether social,
economic, or political) as well as several zones of armed conflict. In fact, it would not be

an exaggeration to call the Mediterranean a crisis zone of sorts. As | write this text, the
future of Greece hangs in the balance; most other countries of Southern Europe are in

the throes of economic and social crises, while a large part of the Southern shores of the
Mediterranean simmer with political and social unrest as democracy is being challenged,
and the Eastern shores remain mired either in armed conflict or decades long unresolved
political, religious and territorial disputes. At the same time tens of thousands of migrants
cross the Mediterranean to escape persecution or war, and search for a better life, often
paying with their lives.

The future of Europe itself is at stake. The crises in Southern Europe have fundamentally
shaken the European project and it has become clear that that a common currency is

not a strong enough glue to keep Europe united. With the welfare state constantly being
undermined in favour of austerity politics, and the neo-liberal model being increasingly
adopted in several countries, social equilibrium is being stretched to its limits. We have
reached a point where economics and finance seem to be the determining political factors,
while social policy, welfare and solidarity become a backdrop. Most people now vote with
economic questions as a primary criterion (less taxes, for example) rather than thinking of
whether they would like to live in a society with better education, healthcare or culture. As
Franco “Bifo" Berardi has pointed out in his book The Uprising: Poetry and Finance, " [...] it is
difficult not to see the future of Europe as a dark blend of techno-financial authoritarianism
and aggressive populist reaction”. The current situation in Greece, unfortunately, confirms
this belief.

It has become painfully clear, however, that economics and finance cannot be the ultimate
common denominator for the way we structure our societies. Particularly in countries like
Greece, debt has become not only a financial, but a moral issue. As Berardi says, “(debt)

is now acting as a condition for the final predatory abstraction: life turned into time for
repaying a metaphysical debt. Life, intelligence, joy, breathing - humanity is going to be
sacrificed in order to pay metaphysical debt". Things need to change. We need to find,

as he says, “a new meaning of things, activity, and love". Thankfully, there are currents
fermenting which are advocating alternatives to the techno-financial capitalism that Berardi
so incisively critiques. Not surprisingly, these are coming from some of the countries of the
Mediterranean.



PIGTNTEG Kal TNV aydmny. EUTuxwg, avamtiooovial peUPaTa TTou avadelkviouv EVAANAKTIKEG TOU
TEXVO-OIKOVOUIKOU KamMTAAIGHOU, OTOV OTIoio aoKel TO00 aixunpn Kal dlopatikn KPITIKA o Berardi.
Aev eKMAACOEI TO yeyovog OTI Ta peUata autd avantiooovTal OTIG UECOYEIAKEG XWPES TTOU Ua-
oTtiCovtal amd Tnv Kpion.

‘ET0l, eVv®) N Meadyeiog dev Umopei va opioTei otn Bdon piag Koivig TautoétnTag, Seixvel evioUTolg
va amnoteel oAPepa eoTia PHEPIKWY amd ta ooBapdtepa mpoPAAUATA TNG €MOXNG Yag, émws autd
NG KOIVWVIKAG Kal OIKOVOUIKAG 100TNTAG, TNG dNUOKPATIAG, TWV TTOMTIK®V JIKAIWPATWY, TNG YE-
TavdoTEUONG Kal Kivnong TV TOAITWV, TOU gupUTepoU TIeSioU OTO UETAIXUIO PETAEU TAENG Kal
ata&iag. Mpdyuati, MOAAEG XWPEG TNG TIEPIOXNG AVTIUETWTTICOUV ORUEPA Uia Katdotaon adieEddou,
10 oroio emteiveTal amd TI¢ MAPATETAPEVEG Kal AVETIIAUTEG Kpioelg. O idlog o Gramsci dpioe TNV
Kpion wg ekeivn Tn ouykupia katd tnv omoia «to makid mebaivel kal To kaivoupylo aduvatei va
yevvnBei» kal mpdobece &TI «oTo Yecodidotnua autd KAvel TNV euddvion TnG pia JEYAAn ToIKIAIG
amd voonpd ocuunt@uatay. Aedouévng Tng amotuxiag T6oo TG TIONITIKAG 600 Kal TNG TIONITIKAG
¢davraociag, autd Tou amopével o€ TTOANEG TTEPIOXEG TOU PECOYEIaKoU KOopoU eival n TIpoadokKia
€VAAAAKTIKQV Kal n eATida yia évav kaAutepo kdopo. H dpdon Tou Gramsci eival 1d1aitepa emikaipn
ONPEPT, KABWG amoTUM@VEl AUTAV akpIB®S T YETAIXUIAKNA Katdotaon. 1o yecodidotnua autng
NG YKPIZag Zwvng avapovng Bplokduacte onPepda, KaBwWG adpevdg emgntolue TNV aAAayn, ade-
TEPOU TIPOCYEIWVOUAOTE amd TNV MPAYUATIKOTNTA Kal TN realpolitik. Emadietal 0Toug KAAMTEXVEG,
0TOUG avBpWITOUG TOU TIONITIGHOU KAl 0TOUG aKTIRIOTES TV KIvNudtwy Bdong va kdvouv mpdén tn
SnuIoupyIKA Kal «PIZooTacTIKA paviacia, yia va daveloToUue tia dppdon Tou KopvrAiou Kaotopl-
ddn, oUTWG WOTE va avaAloouv KPITIKA TNy TapoUod cuyKupia (EEaokwvtag £€tol Tnv anaiciodofia
¢ vénong) aAAd kal va opapatiotolv i va dei€ouv Tov dpduo Tpog vav dAAo TpoTo UTIapEng
(evepyomoiwviag Tnv aiclodo&ia Tng BEAnong).

Eival evdelktikd 1o yeyovdg Tl diddoodol, érwg o Franco Berardi, aAAG Kal koivawvioAdyol, Tiwg
o Paul Gilroy, cugdwvouv 6Ti ol KAAMTEXVEG BpioKoVTaAl CAPEPT OTNV TIPWTOTMOPIA TTOAARDV €K TWV
oNPAvTIKOTEPWV oUZNTACEWY. XUudwva e tov Gilroy, ol KAAMTEXVEG, Kal OXI ol TTOMTIKOI, Ol ¢I-
Aéoodol i ol akadnuaikoi, eival autof mou nyouvtal TnG dnudoiag okEWNG oNUEPQ, eV, oUudwva
ye Tov Berardi, «10 dwg piag duvntikig vénong kai avoixtétntag poider va ekmopevetal Oxi amd
™ PprAocodia aAAd amd tnv Téxvny. AuTh akpIBWS n dnpioupyikn davtacia (KAANITEXVIKA i GAAN)
eival mou tpododotei TNV «aiciodoia Tng OEANCNG», n omoia amouoidlel onuepa og yeydio Babud
amd TNV TTOAITIKA KAl TIG dOKOUHEVEG TIOANITIKEG TNV EUp®TIN, Tn Meadyelo, aAAd Kal 6e oOAOKANPO
Tov kK6opo. H kevipikn ékBeon a&lomolel Tig 106G Tou Gramsci wg onpeio adeTnpiag yia va mpay-
UaTEUTEN TN oNPEPIVA KatdoTtaon tng Umapéng avdueoa o dUo KataoTdoel§ - Yia vonTikA Kal pia
ouvdedepévn dppNKTa PE TNV TIPORANUATIKA KTTPAYUATIKOTNTAY TTOU HaAG TIEPIBAAAEL.

H «amaiciodo&ia Tng vonongy UTIopei va epUNVeUTEl wg N EETAON TOU KOOUOU WG €ival, Je OAd ToU
Ta EAATTOMATA, AAAG TAUTOXPOVA Kal WG AUPIoBATNON TWV BERAIOTATWY Kal TNG KIvEuvoAoyiag
TTOU €VOTIEIPOUV 01 KATEXOVTEG TNV g€ouaia amd Tov GpéBo PNMWG tnv amoAéoouv. H amaiclddo-
&n vonon ouvemdyetal TNV KPITIKA g€€taon Kal audIioBATNoON TwV TPAyUAdTwy. BAEMEI Pe KPITIKO
BA€uua Tov KGopo, audioBntei Ta B€odata Kal autd anoteel mpolnmdBeon tng mpoddou. Amé pia
dmoyn, n amaioiodo&ia Tng vénong eival mpayuatiotikn aAAd 6xi kat' avdykn kuvikn. H «aiciodo&ia
™G BEAnong» amd tnv GAAN pePId dev UMTOBNAWVEI UTTOXPEWTIKA KAMola adeAn dmoyn Tou KOoou
- avtiBeta, emKkaAeital Tn pavtacia, To Opaua Kai TNV MVEUPATIKA dUvapn Tou amaltel n unépBaon
TWV SUOKOAIWY, JIa IKAVOTNTA TIOU €ival eyyeviAg 0TOUG TTEPIOCAOTEPOUS AvBPWTIOUS, KAl TNV Omoia
10 €id0G pag €xel kATakTAoel amé apxaloTdTwv xpovwy, €€ ou Kal katapépvel va Eemepvd TIg avti-
EodtnteC Kal va mpoxwpd mpog ta eumpds. H «amaioiodo&ia Tng vonongy dev 100dUValEl UTTOXpE-
WTIKG Pe pia memoiBnon 0TI Ta xelpdtepa €movTal, aAAd mepiypddel yia pealioTIKA TIpGoAnyn Tou
KOOUOU. XWPIi§ OUWE Va €iUACTE UTTOXPEWUEVOI va armodexOuaoTe dkpITa To mapauikpd. MmopoUue
va audpiopntolue doa Aéyovtal kal OAa doa éxoupe d1daxBel. O OKEMTIKIONAG pag odnyei oTnv «ai-
010d0&fa TG BEANGNGY, TTou onpaivel Ti dev EUACTE UTTOXPEWUEVOI va amodexduacTte to status
quo. Epdoov umopoulpe va ¢paviactolue €vav KaAUTtepo kKoopo amd autdv otov omoio Adn ZoUuE,
TIPEMEI va XpNnaolgoTioloUUE Th BEANGH PaAg yid va TPAYUATWOOUHE AUTOV TOV eVAAAAKTIKO Kouo. O
610G 0 Gramsci amoteAei pwTteIvé Mapddelyua NG «aiclodo&iag tng BEANGNGY, TTapd TIG TIPOCWTTI-
KEG, TOMTIKEG KOl OWHATIKEG JUOKOAIEG TTOU avTIMETWOMOE. O 10€aNIoUdG KAl 0 OUUAVIOHAG TIoU ToV
SIEKPIVE ~aKOUa Kal OTIG TTI0 JUOKOAEG OTIVUEG TOU, ToV BAEMOUNE 0Ta ypamtd Tou va evaIapépeTal
TEPICOOTEPO yia Toug dANoug TIapd yia Tov eautd Tou- Sivel KaTtd TN yvOUN Jou éva nxnpd prhvupa
Y10 TNV ATOUIKIOTIKA €MOXA HAG.

So, while the Mediterranean cannot be defined in terms of a common identity, it constitutes
a hotbed for some of the more burning issues of the moment including social and economic
equality, democracy, civil and political rights, migration and mobility, the overall area
treading the fine line between order and disorder. Many of its countries are, in fact, to a
large extent facing a situation of impasse, which is engendered by prolonged or unresolved
crises. Gramsci himself defined crisis as precisely that situation where “the old is dying

and the new cannot be born” and added that, “in this interregnum a great variety of

morbid symptoms appear”. Given the failure of both politics and the political imagination,
what remains in many parts of the Mediterranean world is an anticipation of alternatives
and the hope for a better world. Gramsci's quote is particularly relevant today, because

it well describes the current situation of impasse. It is in the vacuum or grey zone of this
anticipation that we find ourselves today, fuelled by desire but bogged down by reality

but also realpolitik. It rests with artists, cultural practitioners and grass roots activists

to exercise the creative and “radical imagination”, to borrow a phrase by Cornelius
Castoriades, in order to critically dissect what is happening right now (thus engaging the
pessimism of the intellect) as well as to envisage or allude to another way of being (by
harnessing the optimism of the will).

It is telling that philosophers like Franco Berardi, but also sociologists like Paul Gilroy seem
to agree that artists are today leading many of the most important discussions. Gilroy
stated that it is artists rather than politicians, philosophers or academics who are leading
the discourse today, while Berardi states that “a light of possible intelligence and openness
seems to come not from philosophy, but art”. It is precisely the creative imagination (artistic
or otherwise) that fuels this “optimism of the will" that appears lacking today in much of the
politics and policies that govern Europe, the Mediterranean, indeed the world. The exhibition
takes Gramsci's ideas as a point of departure to reflect on the current situation of being in
between two situations - one conceptual, a state of mind, the other very much tied to the
problematic “real” surrounding us.

"Pessimism of the intellect” might mean looking at the world as it is with all its flaws, but at
the same time challenging the certainties and scaremongering that are propagated by those
in power who fear losing it; the pessimistic intellect entails putting things under scrutiny and
into doubt. It views the world critically, puts things and givens into question, which is the
basis for any advancement. In a sense the pessimism of the intellect is pragmatic, but not
necessarily cynical. “Optimism of the will”, on the other hand does not necessarily denote

a naive view of the world but rather evokes the imagination, vision and mental strength
necessary to bypass adversity, something that most humans inherently possess, and have
also harnessed since time immemorial to get through times of hardship and move forward.
"Pessimism of the intellect” does not necessarily mean accounting for the worst to come,
but rather seeing the world as it is. However, we do not have to accept anything at face
value. We can doubt what we are told, and question everything we have learned. Being
skeptical brings us to the “optimism of the will”, which means that we don't have to accept
the status quo. If we can imagine a better world than the one we live in, we should use our
will to realise it. Gramsci himself is a shining example of the “optimism of the will", despite
the insurmountable difficulties he encountered in his personal, political but also physical life.
The idealism and humanism that characterised him -even in his worst moments his writings
show him to always think more about the others than of himself- seems to me to send a
strong message for our individualistic, atomised times.

In light of the general fatalism and lack of vision that governs many aspects of politics,
economics, and public life today, as well as the dominant view that capitalism is “inevitable”,
Gramsci's phrase seems as relevant as it was when first written. That aside, as David Harvey
has correctly pointed out in his seminal book Spaces of Hope, Gramsci's remark has become
"a virtual law of human nature”, indicating the ecumenical significance of the phrase. It is
the optimism of the will that, when implemented, finally sparks change and can sow the
seeds for a better future. What we seem to lack now, more than ever, is the optimistic will
put into action.

Gramsci's aphorism could also provide an inspirational point of departure for looking
beyond crisis, at a time increasingly characterized by apathy and a general defeatist attitude



Y116 10 WG TNG S1dXUTNG YOIPOAATPIAG KAl TOU KUVIGHOU TTOU XapaktnpiZel TTOAAEG OWEIG Tou oUy-
XPOVOU TIOAITIKOU, 0IKOVOUIKoU Kai Snpdaoiou Biou, kKaBwg kal tng deomdloucag droyng mou BEAEI
TNV EMKPATNON TOU KAMTaAlopoU «avamédeuktny, n ¢pdon tou Gramsci ival T6oo emnikaipn 660
Kal 6tav mpwtoypddtnke. AAG kal mépav autou, onwg €xel opOd emonpdvel 0 KOIVWVIOAGYOG
David Harvey oto UvnueI®deg €pyo Tou Spaces of Hope, eMoNuaivovtag TNV OIKOUUEVIKA onpa-
ofa Tng dppdong, n mapatipnon Tou Gramsci €xel eEeNixBel o évav «olovel vouo TnG avlp®mivng
duUongy. Mpaypatwuévn, n aiciodo&ia tng BEAnong BEtel ta BepéNia evog KaAUTEPOU HEANOVTOG,
yevvd tn omiBa tng aAAayng. Autd mou daivetal va pag Aeimel onpepa mepioadTepo amo ToTE eival
n gvepyorioinon Tng aiolédo&ng BEANaNG.

0 adopliopdg Tou Gramsci umopel, emiong, va yivel To évaucua Kal n apetnpia yia gia avalntnon
S1eEGdWV amd TNV Kpion, o€ pia €MOXN ToU SeiXvel va adnvetal ohoéva Kal TIepIcoOTEPO GTNV
amnd0ela, o€ €va YEVIKEUPEVO aioONua ATTAG EVAITIOV TOU EVTATIKOTIOINUEVOU KATITAAIGUOU, TWV
XAOUATWV TNG KOIVWVIKAG Kal 0IKOVOUIKAG aviodTntag mou dieupUvovTal aANaTwdWS, TOU EMATel-
AoUpevou adaviouoU TWV KOIVOVIK®V TTPoYPauUdTwyY Kal Tou kKpdTtoug povolag, 6xi povdaxa oTnv
nepioxn tnG Meooyeiou aAAd kai oe oAdkAnpn tnv Eupwrn. H MmievdAe Ba emixeipricel €tal va
emonpdvel Pepikd améd ta kpioiua Zntipata mou cuvB£touv Kal emnpeddouv TNV MPAydaTikGTNTa
NG Meooyeiou, aANd Ba cuumepIAGREl Kal €pya Ue TIEPICOOTEPO OIKOUUEVIKN onuacia. ‘ETaol, 0 Yew-
TTOAITIKOG Kal davtaciakog Xxwpog TG Meooyeiou yivetal To epaitripio yia pia cuZAtnon mavw o€
Kpiolya ZntApata mou umepBaivouv ta olvopa NG TIEPIOXNAG.

H Meaodyeiog Bewpeital TAEov pia Z@vn Kpiong, OUWS N Kpion autn o€ kauia mepimtwon dev Tie-
plopiceTal otnv Tepioxn. Mapdti n Tpéxouca TaykOouia Kpion amoTeAei To eupUtepo umdBadpo, n
€kBeon adnivel emiong To anapaitnTo MePIBWPIo o€ autd Tou o Ernst Bloch ovéuace «mpoodeu-
TIKA ovelporrdAnony, anapaitntn ouvenkn yia Tnv utiépBacn Twv adieEGSwV TIOU AVTIUETWIZEI N
avBpwndtnta onyepa. Q¢ mpog autd, sival kabopioTikdG 0 PGAOG TToU KaAeital va diadpapatioel
n téxvn, umé TN Popdn PIag KPITIKAG, ameAEUBEPWTIKAG Kal IGEAMOTIKAG TIPAENG. O1 KAAMTEXVES
TTOU CUPUETEXOUV 0TNV MmmievdAe aoxoAoUvTal Ue KPITIKEG, QVTIBETIKEG TIONITIOUIKEG TIPAKTIKEG Kal
aokoUv Tnv eAeuBepia TnG davtaciag, KCUVOUIAWVTAGY WG K TOUTOU GUUBOAIKA e ToV adopioud
Tou Gramsci. O Gramsci iowg pdg Sivel To KAEISI yia va avTIUETWTIICOUKE TN oNPEPIVA ameAmaia,
n oroia, 6w €xel opOG emonudvel o David Graeber, Sev amoteAei pucikn katdotaon: «H ameAmi-
oia dev eival puoikd aAld texvnto mpoidv. EAv BENouUE va KATAVONCOUUE AUty tnv Katdotaon,
odeiloupe va Eekiviicoupe amd tn cuveidntomoinon &ti Ta TeAeutaia Tpidvia xpdvia onuEIBOnKE
n 0IkodoUNGoN €vOG KoAoooiaiou ypadeloKpatikoU unxaviopou, Tou TIapdyel Kal avamapdyel tnv
ameAmoia, piag yiyavtiag Pnxavig, mou €ival KaTtapxnv Kal MpwTioTwg oXeSIAoUEvN va KaTaoTpé-
del KGBe uToWia eVaAAAKTIKWY TTOU 0dnyouv o€ €va d1apopeTIKG WEANOV [...] 0 unxaviopog autog
UTTApXel yIa va KOPPATIGZEl Kal va KoVIoPTOomoIEl TNy avBpwmmvn ¢avtacia, va kataotpédel Tn Su-
vatétntd pag va opapatiféuacte €va evaAAakTiko péNhovy. H téxvn eival évag amd toug 1pomoug
UE TOUG OTIoioUG PMmopoUldE va audIoBNTACOUUE QUTA TNV AiocBnon Tou avamopeuKTIou, KaBws
avoiyel vEoug TpOToUG eVAANAKTIKAG dmmoyng Tou Kdouou, 6x1 uévo otnv utidpxouod dAAd kal oTn
SUVNTIKA, EVAAAKTIKA popdn Tou. H Téxvn €xel Tn dUvaun va ekPpdlel kal va ionyeital mpdyuata
Ta ormoia eivar amapaitnta aAAd amouaidZouv amd tnv Kolvwvia. Mmopei va audiopntei ta dedo-
uéva, TIG TIPOKATAAAYEIG, TIG eUTEdWHEVEG amOYelg, divovtag €101 To €VaUCoUa 0TOUG avepwoug
vVa OKEPTOVTal SIAPOPETIKG. SUVETTWG, MIAOVTAG YEVIKOTEPA, N TEXVN Kal N dnpioupyIkOTNTa £ival
ol Bacikég mny€g 6x1 POvo NG KPITIKAG aAAd kal Tng aiolodo&iag, avoiyovtag éva mapdbupo mou
urtepBaivel Tnv EAAEIPN TIOAITIKAG davtaaciag, Tn «Bia TOU XpNUATOMOTWTIKOU KamTaAloyouy (yia
va daveloToUue Tov TitAo Tou BIBAlou tou Christian Marazzi) kai TG I00TIESWTIKEG TIPAKTIKEG OOl
oyevoroinong TNG TMAyKoopIoToNGNG, TOU KOPToPATIGHOU Kal TwV SIOIKNTIKOV YPADEIOKPATIRV.
‘Omnwg 10 €xel B€oel 0 Rasheed Araeen «n Téxvn €xel Tn duvatdTnTa va utiepBaivel i va dpametelel
amé KABe T TO TIEPIOPICTIKOY.

>Tnv €KBeoN CUUPETEXOUV 44 KAAMITEXVEG Kal Uia KAANTEXVIKN KOAEKTIBa pe mepioodtepa amd
40 péhn, ané xwpeg TNG Meooyeiou Kal Oxi uévo. To €pyo TOUG AOXOAEITAl UE TTOMITIKOUG aAAd
Kal aAANyopIKoUG Kal ToINTIKoUG TPOTIOUG JE TNV KATACTACN KAl TN YEWTOAITIKA TNG TIEPIOXNG -
piag meploxnig mou avaudiBoAa Ba pmopoucoe va xapakInpioTel wg €éva €idog «Zwvng Kpiongy. Opl-
opévol KaAAITéxveg dev katamdvovtal otevd Ye Tn Meodyelo, aAAd eyeipouv ZnTtyata mou eival
AAANAEVOETA UE TNV TTOAITIKA TNG KPiong. O KAANITEXVEG CUUUETEXOUV We Ndn utidpxovia €pya
aAAd Kal pe 14 €€ ohokANpou Vées mapaywyEg e1dIKA yia Tnv Mmevdle. Méoa amé To €pyo autwyv
TWV KAANITEXVW@Y, N €kBeon diepeuvd ta MOAAANAG voruata Tng dITTAG ppdong Tou Gramsci Tou

in relation to the intensification of capitalism, growing social and economic inequalities, and
the threat of socially oriented programmes and protections, not only in the Mediterranean,
but throughout Europe in general. The Biennale thus sheds light on some of the critical
issues springing from Mediterranean problematics, but will include works whose meaning
has a more ecumenical significance. Thus, the geo-political and imaginary space that is the
Mediterranean will be a springboard to talk about critical issues that go beyond this region.
The Mediterranean has come to be seen as a crisis zone, but this crisis is by no means

only limited to this region. Though the current global crisis forms the wider sub-text of

the exhibition, the exhibition also makes room for what Ernst Bloch has called “forward
dreaming”, so essential to move beyond the many stalemates and challenges that humanity
faces at the moment. In this case, art has a seminal role to play as a form of emancipatory
and visionary praxis. The artists in the Biennale engage in critical, oppositional cultural
practices, and exercise the freedom of the imagination thus symbolically engaging with
Gramsci's aphorism. The latter perhaps provides the key to counter the situation of
hopelessness today, which as David Graeber correctly has pointed out, is not a natural state
of affairs: “Hopelessness isn't natural. It needs to be produced. If we want to understand
this situation, we have to begin by understanding that the last thirty years have seen

the construction of a vast bureaucratic apparatus for the creation and maintenance of
hopelessness, a kind of giant machine that is designed, first and foremost to destroy any
sense of possible alternative futures [...] this apparatus exists to shred and pulverize the
human imagination, to destroy the possibility of envisaging alternative futures”. Art is one
of the ways that this sense of inevitability can be challenged by opening up critical ways of
looking at the world not only as it is, but as it could be. Art has the power to articulate and
propose things that should be present in our society but are lacking. It can challenge givens,
biases and cemented opinions, thus prompting people to think differently. Art and creativity
in general are thus key sources not only of criticality, but of optimism, providing a window
that transcends the lack of political imagination, the "violence of financial capitalism”

(to borrow the title of the homonymous book by Christian Marazzi) and the leveling,
homogenising practices of globalization, corporatism and administrative bureaucracies. Or,
as Rasheed Araeen has pointed out, “Art has the ability to transcend or escape from what
becomes restrictive".

The exhibition includes 44 artists, and 1 collective, with over 40 artists, from the
Mediterranean region and beyond. Their work addresses the situation and geopolitics of
the region -which one could no doubt call a “zone of crisis" of sorts-in ways that are both
political but also allegorical and poetic. Some of the artists don't necessarily engage with
the Mediterranean per se, but raise issues that are inter-connected with crisis politics.
Apart from the pre-existing works, 14 new productions were commissioned by the Biennale.
Through the work of these artists the exhibition explores the multiple meanings of the dual
phrase of the title borrowed from Gramsci, as well as mining that grey zone in between. The
exhibition also aims to evoke the ambiguity of the current moment, rather than just literally
re-presenting crisis problematics and issues.

And, as art imitates life, in the case of the Biennale life came to imitate art.

The title of the exhibition came to seal the reality of the event. Gramsci's aphorism took

on very real dimensions in the organization and implementation of this project, the
outcome of which is nothing short of a small miracle. Due to absurd and inexplicable
political - bureaucratic delays imposed by the Ministry of Culture, the Biennale almost

did not take place, though the funds were secured. Four days after the exhibition opened
the prime minister of Greece, Alexis Tsipras, declared a referendum (to decide whether
Greece would accept the bailout conditions in the country’s debt crisis put forth by the
European Commission, the International Monetary Fund and the European Central Bank)
and soon after capital controls were imposed (and are still in place). The fact that the project
materialised is only due to the hard work, altruism, tenacity and boundless optimism of

the will of all those people who worked for it, as well as the fact that it occurred in a tiny
“window" of opportunity, a small time-frame that presented itself in between all these
momentous events. Had the opening (which took place on the 23rd June) been planned just
5 days later, with banks shut, the Biennale would most probably not have happened. Thanks



€VEMVEUGE TOV TITAO TNG, KABWS Kal Tnv evAIdueon yKpida Zwvn. H ékBean otoxeUel eMioNg oTNV
avdadel&n Tng audionuiag TnG TPEXOUOAG ouyKUpIag, avti va ava-mapiotd amias TNV mPoRANUATIKA
Kal Ta ZnTApata mou ouvaéovTal PE TNV Kpion.

Kal evd n téxvn pigeital tn Zwn, oTnv TiepMtwon Tng MmevdAe n Zwn npbe va JiunBei Tnv Téxvn.
O titAog TnG €kBeoNG AgIToUpynoe wg eMoTéyacya TG aAnBeiag Tng mpayudtwong tng. O adopl-
ouég Tou Gramsci yeTouaINBnKe og MPAEN amd Tn diopydvwaon Kail uhoroinon Tng €KBeong, n omoia
amoteAel mpayuatikd éva pikpd Bavpa. EEaitiag Twv aveENnyntwv MOMTIK®OV Kal YPADEIOKPATIKWY
kabuotepnoewv amd 1o Yrmoupyeio MoAitiopou, n MmevdAe KivoUvePe va akupwBei, mapdti ol mé-
pol yia tn digEaywyn tng ntav diacdaAlioyévol. TEooepIG NUEPEG UETA Ta €mionua gykaivia Tng
€kBeong, o MpwBumoupydg NG EANGDag Tipoknpu&e dnuowndioua (yia Tnv amodoxn i andéppiyn
TwV 6pwv daveioyou Kal xpnuatoddTnong Tou €Becav otn xwpa n Eupwmaikn Kevipiki Tpdnela,
10 AleBVEG NopiopaTiké Tapeio kal n Eupwmaiki Emtporn), evad Aiyo apydtepa emBANBAKav EAey-
X0l aTnV Kivnon kedaiainv. To yeyovdg OTi n €kBeon €yive Kavovikd odeileTal amOKAEIGTIKG 0T
okAnpr 60UAEId, TOV aATPOUICHOS Kal TNV AOTEIPEUTN AICI0d0EIa OAWY TWV CUVTEAEOTWY, AANG Kal
xdpn o€ €éva PIkpd «mapdBupoy guKalpiag mMou MapousIdoTNKE €V HEOW SAWV AUTWV TWV KPIGINWV
yeyovotwy. Xdpn oTo 00€vog Kal TNV EMUOVA OAWV TWV EUTTAEKOUEVWV Kal XApn 0TOUG KAANITE-
XVEG -0l oTIoiol TAVTOTE Pag TpoadEpouv évav opidovta, Tn uévn avaykaia cuvenkn tng eAmidag-
n €kBeon €yive kavovikd. Mati n téxvn Sev eival pévo pia mpdén eAeuBepiag kal pavtaciag aAAd
Kal pia mpdEn yevvaiodwpiag.

Ag emiotpéPoupe Opws otov Gramsci: a&igel va emavéNBoupe ota oxdAia tou David Harvey yia
ToV adpopIoud Tou ou VEMVEUDE TNV 5n MmmevdAe, ouvd€ovTdag Tnv PE TNV Tpéxoucd katdotaon.
Avadepduevog atov Gramsci oTo BIBAIo Tou Spaces of Hope, o Harvey dnAwvel 6T autd TIou pag
Aeimel onpepa eivar pia «aiolodo&ia tng vénongy yia va ouvodeUel Tnv «aiclodo&ia Tng BEAnoNg»:
«H aduvapia pag va evromicoupe pia ‘aiclodo&ia tng vonong' mou Ba pag emtpéPel va eneep-
yaotoUue eVaAAAKTIKEG €xel avadelxOel og éva amd Ta ueyaAltepa eunddia ToU AVTIMETWITIZEI N
TTPOOSEUTIKNA TMOMITIKAY. O ouyypadéag ouykpivel udAiota Tn onuepivi katdotaon Pe eKeivn TTou
€MKPATOUCE TNV €MOXN ToU iS10U Tou Gramsci. « Aev diauapTupdTav AAAWGTE Kal o id10G 0 Gramsci
ue mikpia mpiv amé tn UAdKIon Tou, yia TNV ataiclodo&ia TTou Tapryaye Kal T0Te, Onwe Kal onUEPQ,
ToUTn N MaBNTIKGTNTA, N TIVEUMATIKA armoxadvwon Kal 0 OKEMTIKIOPOG yia To péAAov; Agv eival emi-
oNng XPE€0G Uag TIPoG ekeivov, amd oeBacud yia To €idog TnG SUvVAuNg Kal Tou MoAITIKoU TdBoug Tou
emOeiKVUE, va HETOUCIOOOUPE auth Tn dppdon oe evepyd avalntnon tng aiclodo&iag Tng vonong,
®OoTE auth, o€ ouvduaouo PE TNV aiciodo&ia Tng BEANONG, va yag emMTPEWPEI va XTICOUUE €va Ka-
AUTEPO PEANOV; [...] TN OonUEPIVA IGTOPIKNA CUYKUPId, KAAOUUAOTE va eMTUXOUUE KATI TIpAYHATIKA
omoudaio, va MPAyPaTWoouue TNV aiolodoia tng vénaong, TIPOKEIUEVOU va avoi§oupe véoug dpd-
HOUG OKEWNG TTOU EMTT HaKPOV TTApEPEVAV KAEIGTOI. 1a va To EMTUXOUHE AUTO, anaITEITal «n eKUd-
Bnon Tng eATTIdAgy, ONwG gixe umooTnpi&el o Ernst Bloch mipiv amd mepioodtepa amd eEnvia xpovia.
T€NOG, TO €I50G TWV KOIVWVIKG EVEPYWDV TIPAKTIKWV TWV KAANITEXV®V TIOU CUMHPETEXOUV OTNV KE-
VIPIKA €kBeon TnG 5n¢ MmievdAe umopei va BewpnBei 611 Aeitoupyei adpevdg Kpitikd, adetépou
KOWHPOVIOTIKAY EVaVTI TWV KUPIaPXWV NYEUOVIWV TNG EMOXNAG: TOU €BvoUG-KpdToug, TwV HeYdAwV
EMXEIPACEWV KAl TTOAUEBVIK®V ETAIPEIWV, KAl TwV media ISIWTIKOV CUUGEPOVIWY. T€ pia €moxn
TTOU 01 TTEPICOOTEPEG TITUXES TNG dndaiag (aAAG Kal Tng IBIWTIKAG) Zwng armotehoUv Ao Kal TIEPIo-
06TEPO AVTIKEIPEVO pUBUIONG, EAEéyXOU Kal TapakohouBnong, n duvatdtnta TnG TEXVNG va AEITOUp-
vei yéoa og éva amd ta TeAeuTaia oxupd TG EAeUBEPNG EKdPpaong Exel avekTiuntn a&ia.

Katepiva Mpéyou
EmpueAnTpIa KEVIPIKNAG €KBEONG

BipAloypadia:
Cornelius Castoriades, The Imaginary Institution of Society, yetddpaon: Kathleen Blamey, MIT Press,
Maoaxouoé€tn, 1987

Antonio Gramsci, Selections from the Prison Notebooks, Lawrence & Wishart, Aovdivo, 1973
David Graeber, Revolutions in Reverse: Essays on Politics, Violence, Art, and Imagination, Minor
Compositions, Aovdivo, 2011

David Harvey, Spaces of Hope, University of California Press, 2000

Ernst Bloch, The Principle of Hope, MIT Press, 1995

Franco Berardi, The Uprising: Poetry and Finance, Semiotext(e), 2012

43

to the perseverance of all involved, and to the artists -who always provide us with a horizon,
which is the only prerequisite for hope- the exhibition became a reality. And that is because
art is not only an act of freedom and fantasy but also an act of generosity.

To return to Gramsci, however, and to conclude, it is worth re-visiting David Harvey's
comments on the aphorism from which the main exhibition for the 5th Thessaloniki Biennale
takes its cue, connecting it to the present situation. Referring to Gramsci in his book

Spaces of Hope, Harvey states that what we miss today is an “optimism of the intellect"

that can go hand-in-hand with the “optimism of the will”: “The inability to find an ‘optimism
of the intellect’ with which to work through alternatives has now become one of the most
serious barriers to progressive politics". He also compares today's situation with that of
Gramsci's own lifetime, “Did not Gramsci also bitterly complain before his incarceration,

at the pessimism which produced then the same kind of passivity, intellectual torpor and
skepticism towards the future as it does now in ours? Do we not also owe it to him, out of
respect for the kind of fortitude and political passion he exhibited, to transform that phrase
in such a way as to seek an optimism of the intellect that, properly coupled with an optimism
of the will, might produce a better future? [...] in this moment of our history we have
something of great import to accomplish by exercising an optimism of the intellect in order
to open up new ways of thinking that have for too long remained foreclosed”. In order to do
this, "It is a question of learning hope", as Ernst Bloch suggested more than 60 years ago.
Finally, the kind of socially engaged practices by artists such as those who exhibit in the
main exhibition of the 5th Thessaloniki Biennale, can be seen as being both critical and
“correctional” vis a vis the dominant hegemonies: the nation-state, big business, and media
conglomerates. At a time when most aspects of public (but also private) life are being
increasingly regulated, controlled, and surveyed, the capacity of art to function within one
of the last invisible frontiers of predominantly unregulated expression, as well as functioning
as the conscience of society, is invaluable.

Katerina Gregos
Main exhibition curator
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Sweet dreams (are made of this) 2015 Sweet dreams (are made of this) 2015
auBevtikd xaptovouiopata amd tig 30 MAOUCIOTEPES original banknotes from the 30 richest
XWPES Tou Kopou (cUpdwva pe Ta otoixeia Tou AEMN 2014), countries in the world (based on the GPD 2014),
nacmaptol, appdg, EUAIVN KopviZa emKaAUPPEVN pe GUANO passepartout, foam, wooden frame covered
XPUOOU, XpUGEG KAPDITOEG, AVTI-aVAKAAGTIKO YUAAT with gold leaf, golden pins, antireflective glass
190 x 135 X 7 K. 190 x135x7 cm
>1¢ 15 Mafou tou 201, or indignados (ayavaktiopévol) katéhapav . -
T1¢ mAateieg tng lomaviag yia va diapaptupnBolv yia 1o yeyovdg 0TI i 2 5 ¥
n oikovopia AeItoupyei amokAEIOTIKG TIPOG ddPeNOG TwV TPATECWV Kal U ivagat Lrerdlls aré Wels ﬂ;i .
6x1 Tou Aaou. daivetal mw¢ To XpAPa gival ohpepa 1Mo onuavtikd anéd N - " e 5 &
moté. To xprua eEaoparilel otov KGToxd ToU €Aeubepia Kal avegap- i = Bk 5 i Geapre o
tnoia. Amotelel Tnv ékdpacn pIag OIKOVOUIKAG 160ppoTTiag 16xGog. ~ roud W recld onb e sesr sius
‘0co nep1oobTepo XxprApa d1aBETeIG, TEOO MO 10XU- d $arubobsy Teatning Ter comphg
pég eioal. To xpApa Asitoupyel oav yevikd 10080-  On May 15, 2011 the indignados (the outraged) took - i
vago otnv avtaAlayn eumopeupdtwy. To xpriga  over the squares in Spain to protest against the i Sk ik .d RE .
anoteAel tnv kapdid tng oikovopiag. To xpAua  economy being run for the benefit of the banks Tl o e woente B s 0w v
Aertoupyel ouxvd, emiong, wg 6€pa kal UNIKG 6TO  instead of for the people. Money matters, now more ot of flem wanl o 9d e By B
€pyo tou lomavou kaAAitéxvn Carlos Aires. O Aires  than ever, it seems. Money provides freedom and Semit o tHom med el Ly
TmpooeyyiZel TNV UAIKA, evvololoyikA Kal petado-  independence. It represents an economic power > r &8 il e .
PIKA HOPDA TOU, GUXVAE PE MAIYVIWSEG Kal EIPWVIKG  balance. The amount of money one owns equals the =i e wond bo 5 chaced ,
nvedua. To Cabaret BacieTal 0TOUG OTIXOUG TOU  extent of one’s power. Money functions as a general J : " .
tpayoudiol Money makes the world go round amé  equivalent in the exchange of commodities. Money el Goeemes oy wale o G
TNV Taivia Tou 1972, Cabaret. O1 AEEEIC TwV OTIXWV s at the heart of the economy. Money is frequently Mo an in Disgn oy r\f "
Tou tpayoudiol eivar ¢Tiaypéveg amé aAnBivd  the subject matter and material matter of Spanish : g D A A
xaptovopiopata S1aGOPETIKWY XWPWYV, Ta omoia  artist Carlos Aires’ work. He deals with it in a physical, 3 trond @x vor'd enb e stawm sems
KataAnyouv eAikoeldws oe éva duoavdyvwoto,  conceptual, metaphorical but also playful and ironic ' Sorimbns foskin: fo =getivone '
B0AO KEVTIPO, 0OV N CUCCWPEUCN VA WEIOVEI TNV way. Cabaret is based on the lyrics of the song Money . ) 4 il
a&ia Toug. O Aires éxel SaveloTel Tov TITAO Kal T0  Makes the World go round from the film Cabaret a0 » Bk w " L R
Keigvo Tou €pyou Tou Sweet Dreams are Made of  (1972). The words of the song are cut out of real i E o0l ML, RUCP Y0 y B ﬂ Wl B
This (2015) amé tn peydAn emituxia Tou yvwotol  banknotes from different countries and spiral down - Bo.D 20 fpab o mooin or '
moT ouykpotiuatog Eurythmics (1982). To £€pyo  into a finally unreadable, blurred centre, as if their Seen e hwb w gl . ai ]
aroteAeital andé Kopudtia aAnBivav xaptovoul-  value diminishes in concentration. The title as well @uip = : . ?1*
OpdT@V ToU KUKAOGOPOUV 0TI 30 MAOUCISTEPES  as the text of Aires’ work Sweet Dreams are Made +DHO ToUT [0S Y, MOAN O, &eTP DRI DA WP
XWPESG TOu Kéopou (ue KpITApIo To AEM Toug To  of This (2015) are borrowed from the 1982 hit by ' F y .
2013). To TurtoypadIké GTUA, TTOU TO GUVAVIAGUE KAl the pop group Eurythmics. The work is a cutout of - S ® om mwod I opst @ «
oe GM\a €pya tng oelpdg Tou Aires yia To xpriga,  actual banknotes of the 30 richest countries in the Sime 7 them menl 0 = s by
Hag Bupicel ekeivo tou vagiopoy kal dAAwv ¢aci-  world (based on 2013 Gross Domestic Product). The ~E O e Gl kL W i 9k
OTIKOV KABEOTOTWY, KABWG 0 KAAAITEXVNG B€Ael typography, which is repeated in other works of Aires’ - AR P !-:,. C TR *.'- ﬂf gL T

va urmodnAwoel tnv mapepdepn SuvaoTikn eEouaia
TTou aokei To xpApa otn cUyxpovn kolvwvia. Napé-

money series, is the kind that was used by the Nazi
regime and other fascist dictatorships, suggesting

Some o them von! b 0 adosd

-

TI amoucIder n A€En «xpripa» amé 1o £€pyo, T0 vO-  the same kind of dictatorial grip that money exercises & el ) e ST, g .

nua eivar cadég.'Eva GAAo €pyo mou dnpiodpynoe  on today's society. Though the word “money” is e 9 oS EF i o 1L‘J = x

0 KAAMTEXVNG e xapTovouiopata eivar to This is  not explicitly mentioned in the work, the allusion is - ' N am 2 o Disogre "
not just fucking business (2013). To €pIOTIKO €M~ clear. Another text-work made in the same way out 3 el fe w 15 auh fhe cenes sonr
GdVNPaA TPOPAVAS amoTUTIAVEL TN PIZIKA aviiBe-  of bank notes is This is not Just Fucking Business - E =g c % s - -

on Tou KAANMITEXVN 0TNV EPTopeupatonoinon tng  (2013). The confrontational exclamation seems to ._‘j": 0k = 0okl lor samethug

TEXVNG, MapdTi TO Xpriua HOIGZer va €xel €3pAINOEI  express the desire that art should be more than just " . F " . - A

TNV KUplapxia Tou Kal gtov veodiAeAeliBepo kdopo
™ng Téxvng. Mapeuymmtéviwg, o Antonio Gramsci
«TOTE Oev OUVEDEOE TNV TEPIypadh TNG KOIVWVIi-
ag TV TOMTWV PE TNV KOIVWVIKA AgIToupyia tou
XpAPAToGy. Auth n oUvdeon 1ol dI€Puye EVIEAXS.

a commodity, even if money seems to be the essence
of the neoliberal art world. Antonio Gramsci, by the
way, “never connected his account of civil society to
the social function of money". It basically escaped his
gaze.

CARLOS
AIRES
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Ané té1e mou ouvavtnenkav oto Cork Caucus 1o 2005, ol Can Altay kai
Jeremiah Day diatnpolUoav avoixtoug SiadAoug emKolvwviag kal dIaAd-
YOU YIa TNV KAANITEXVIKA TIPAKTIKA TOUG. Zuvepydotnkav oto You Don't Go
Slumming katd tn didpkela evég residency otnv Platform Garanti (mAéov
SALT) tn¢ KwvotavtivoutoAng 1o 2009. Tnv mepiodo ekeivn avAABav otnv

emodvela yia mpodtn ¢opd, ye dpapatikd tpdrmo, ta
TomIKA Kal €BVIKG dnudaoia ¢nTAPAta mou anacxoAolv
v Toupkia. ZntrApata mou Aiyo apydtepa Ba €pxo-
VIav 01O EMIKEVIPO TOU TIAYKOGUIOU eVOIAPEPOVTOG,
ue adpopun Ta ox€d1a TNG TOUPKIKAG KUBEPvVNong yia
Tnv avdmAacn tou MNdpkou Mkeli, n omoia poUmnéBete
v Katedddion piag IGTOPIKAG YEITOVIAS Tng MOANG,
10 TapAdumact. O 10xupdéG deopdg Tou TapAdumac ue
v EAAGSa otdbnke n adopunt va emavéABouv oto
MPSTLEKT TOUG yia TNV MmevdAe TnG ©ecoalovikng.
H meploxi autn, Tou éxel MAEov IcomedwOEl o€ pe-
ydho Babud, otéyale TIG aKUAJOUOEG KOIVOTNTEG
Twv EANMAVV Kal Appeviov Tng MOANG uéxpl 1o 1955,
6tav E€omaocav ta yeyovdta mou ival yvwotd wg Ze-
nteUBpIavd - To opyavwuEVo TIOYKPOU HE adopun pia
oknvoBeTnuévn poBokdtoia, Tn BouBIOTIKA eMiBeoN
010 Matpikd oTiTtl Tou AtatoUpk otn OeooaAovikn.
MoAAG xpdvia PETE, Ta EYKATAAEAEIMUEVA KTipIa TNG
YEITOVIGG katéAn&av va oteyddouv avBpwroug Tou
nepiBwpiou TG MOANG, oI omoiol UTOXPEWBNKAV Kal
MAAI va Ta EKKEVWOOUV. ZTNV idIa yeItovid yevvnen-
kav kal ta Midye Dolma -yepiotd pudia- €vag ayarn-
PEVOG aAAG nuI-TIapdvouog Kal ouxvd emikivouvog yia
v uyeia pegég. Npoidv mapdvoung aAieiag, mapayd-
Tav o€ mapamiyuata kal mouAidtav otn pavpn ayopd
oe d1ddopes ywvIEG TnG MOANG. Ta pudia €uolalav
JE aiviyuata mou kalouoav Toug KAANTEXVEG va Ta
avoigouv. ‘Etol katéAn&av oto PBopeidtepo onpeio
NG MOANG, avaZnTWvtag tnv MPOEAEUCN TOU 00TPG-
kou. Ekei cuvdvtnoav évav Yapd, o omoiog oxoAiaoe
apvnTikd tnv €peuvd Ttoug. H diIkA Tou TpoPAnua-
TomoinoN TNG «TApPoUGiaongy amoteAel ohuepa to
nXNTIKS PEPOG TOU €pyou. Zuvduddoviag Tn oxeddv
aoTIKA TIPOCEyyIon TNG olkoAoyiag tng méAnG amd
tov Altay pe 1o evdiadépov tou Day yia tnv apriynon
Kar tn pvApn, To €pyo okiaypadei pia anmoomacuatikh
€pEUVA TWV POoWV (AVOPWOTIVWY, EUTIOPIKWY, UDATI-
vwV) oTnv OAN. Ta idia ta pudia eival yvwotd Kal wg
«vedpd Tou Boomépouy, kabwg GIATpdpouv Ta xnui-
K@ amd 1o kavdAl, amoppodwvtag ixvn tng péAuvong.
ZUPPwva PE TouG KAANITEXVEG, PIATPAPOUY Kal amop-
podoulv, Suwg, kal didpopa GAAa, TEPICOSTEPO adn-
pnuéva ixvn. H avixveuon Tou 00TPAKOU Kal Tou PECE
OiVEI TNV €UKaIpia 0TOUG KAAMTEXVEG va TTAPOUCId-
oouv S1ddOPES I0TOPIEG Kal TOTTOYPAPIES, Ol OTTOIES
(oav pevpata) diaoxi¢ouv tnv TAykGoUIa OIKovoia
Kal MONITIKA. & auth Tn véa ekOOXN ToU €pyou, TNV
oroia dnuioUpynaoav yia tnv MmevdaAeg, moAAaTAaoid-

Having met in the 2005 Cork Caucus, Can Altay
and Jeremiah Day established an evolving dialogue
between their related practices ever since. Their
collaboration You Don’t Go Slumming emerged
during a residency period at Platform Garanti

(now SALT) in Istanbul in 2009. In this period the
intersecting local and national public issues in
Turkey which later famously came into focus around
the proposed redevelopment of Gezi Park were first
being made dramatically visible with an emerging
plan to demolish an entire historic neighborhood of
the city - Tarlabasi. Tarlabasi's crucial connection
to Greece motivated Altay and Day to revisit this
project for the Thessaloniki Biennale. Now largely
flattened, the area was home to the city’s thriving
Greek and Armenian communities until 1955 and
what came to be known as the Events of September
- an explosion of violence that was ignited by a false
news report of a bombing at Ataturk’s birthplace in
Thessaloniki. Many years later the neighborhood's
abandoned buildings came to house marginalized
populations of the city, only to be evacuated again.
This neighborhood was also the home of Midye
Dolma -stuffed mussels- a popular but semi-legal
and often dangerous street food. Fished illegally,
produced in squats, sold informally on corners of
the city - Midye Dolma seemed as a puzzle to be
opened, leading the artists to the city's northern
edges to find the origin of the shellfish, and to
encounter a fisherman who reflected critically

on their search and whose problematization of
“showing” now makes up the audio-track for the
work. Combining Altay's almost urbanistic approach
to the ecology of the city with Day's concern for
storytelling and memory, the work sketches a
fractured investigation of the flows (of populations,
commodities, waterways) within the city. The
mussels themselves, known as “the kidneys of the
Bosphorus,” chemically filtering the waterway,
absorbing traces of pollution, are found by Altay
and Day to filter and absorb all kinds of other, more
abstract, traces. Tracking the animal and the food,
allow the artists to draw out various histories and
geographies that (like currents) flow through global
economy and politics. In this new iteration of the
work produced for the Biennale, the routes and
layers that Altay and Day are drawing out multiply,

Zovtal ol d1adpopéG Kal Ta oTPWHATa, Kabwg ol Altay
kal Day evowuatwvouv CToIXela amd tnv emiokePn
TOUG 0€ eKTpodEia HUdIWV SUTIKAG TNG @eooaAovikng,
TormoBeTWVTAg ta MAdI o€ €IKOVEG amé Tov Tpofoka-
16piko Boupapdioud tou matpikoU tou Mouotadd
KepdA AtatoUpk. e autd 10 vEo €pyo Oev €XOUME
anAwg pia avadidta&n, aAAd pia meEPAITEPW OUCOW-
peuon mpayudtwy yia Ta omoia urmopouv va JIAAcouv
0l KAAMITEXVEG he Oxnua Ta pudia. ‘Eva amd autd ei-
val n «kpiony, ev yéow tng ormoiag BpéBnkav ol duo
KAAMTEXVEG KOBWG dnuloupyoloav autd To €pyo - TO
EKTTANKTIKO €ival 611 MPOKeITal yia Tnv idia «kpion»
mou amoteAoUoe 10 GOVTO TNG apxIKAG dnpioupyiag
TOUG TOV XEIJwWva tou 2008-20009.

You Don't Go Slumming
2009-2015

eykatdotaon pe
dwToypadieg, ox€dia,
ammoKOUPATa EPNPEPIdWY,
EUNIVEG KATAOKEUEG,
ZwypadIkn, EVOWUATWHEVO
Bivteo, mepIBGANOVTES fixol
uetaBAntég Slaotdoelg
‘Aroyin TnG eykatdoTaong
otnv MmievdAe ZUyxpovng
Téxvng @ecoalovikng,
2015

You Don't Go Slumming
2009-2015

installation with
photographs, drawings,
newspaper clippings,
wooden structures, paint,
integrated video, ambient
sound

dimensions variable
Exhibition view at the
Thessaloniki Biennale of
Contemporary Art, 2015

as they incorporate elements from their visit to
mussel farms where the shellfish are harvested
in the west of Thessaloniki, alongside images
from the allegedly bombed birthplace of Mustafa
Kemal Atatirk. The new work consists not only of
reconfiguration but also further accumulation of
things that the mussels allow the artists to speak
of, including “the crisis" of which Altay and Day
were sitting amidst the constant conversations
while developing this work; and incredibly the same
“crisis" that was the backdrop for the work’s first
production in the winter of 2008-9.

CAN ALTAY &
JEREMIAH DAY



To €pyo Tou lvan Argote katamdvetal Je KOIVOVIKEG Kal TTOAITIKG ZnTi-
patakarZntipgatamou adopoulv TNV I0Topia TNG TEXVNG. O KAANITEXVNG
Xxpnoiyorolei TOANG SiadopeTIkG ekdpaocTikd péoa, OTIWE To Bivieo, n
dwTtoypadia, To KOAGZ, n yAunmtikh, n Cwypadikn kal n mepdSpuUave.
Juxvd avTtAei éumveuon amd TIPOCWTTIKEG EUTIEIPIEG Kal avauvAoElg,
OMTWG 01 IDIWTIKEG OIKOYEVEIAKEG 1I0TOPIEG ammd TN XWPaA KATAYWYNAG Tou,

tnv KoAouBia. Tn dekaetia tou 1970, o mMoAITIKG
eVePYOG Kal aKTIBIOTAG Tatépag tou, dAOKaAog
oT0 emdyyeAua, opydvwoe Pia «TAENn dlauaptu-
piag» pe TOuG paBNTEG Tou ONUOTIKOU OXOAEiou
émou didacke. Auth n MpwToBoulia evémveuoe To
S1apKEG MPOTLEKT Activissime, pia oglpd epyactn-
piwv ta omoia opyavwvel o Argote amé 1o 2011, Z¢
ouvepyacia pe maidid nAikiag 4 €éwg 9 €TWvY, opya-
VWOVEI KIVNTOTIOINCEIG dlapaptupiag og dnudaoioug
XWPOUG yia ¢nthApata mou anmacxoAouv ta idia ta
maidid. £to mAaiclo tng MmevdAe, o KAANITEXVNG
opydvwoe €va epyactnpl Je dia opdda maididv
amd ToTKG oXxoAgia Tng @ecoalovikng. ZUudpwva
e tn Baoikh 10éa tou TIPOTZEKT, O KAAAITEXVNG
¢ntd amé ta maidid va dIaTUTTWOO0UV HE KPITIKO
BAéupa epwTAcEI§ TTOu adopolv Tnv kKatdotaon
TOUG, EVW OTN cuvéxela Ta BonBd va xpnaoiporol-
Aoouv Tov dnudaoio XwWpPo oav yia d1adpacTikA mal-
S1kn xapd, érmou prmopouv eAelBepa va ekppdoouv
Kal va poipactouv Tig 10€eg toug. H dpdon auth
dev apopd pévo tnv améAauon tng opadikAg on-
pioupyiag -yia mapddelypa Twv adiowv Kal mMAaKdt
Je ouvOnuata mou BaciZovial OTIG EPWTACEIG KAl
mpotdoelg Twv maIdidv- aAAd €xel emiong 0Téx0 va
€UAI0ONTOTOINGEI TOUG CUMMETEXOVTEG OGOV ado-
pd Tn onpacia TNG UTTEUBUVATNTAG TOU TTOAITN, TNG
KOIVWVIKAG 0pdong Kal Tng Snudo1ag CUMUETOXAG.
To Activissime avayvwpidel emiong tn d1aMAACTIKA
dUvapn Tng EKMaideuong kal urmoypaupigel tTn on-
yaocia opiopévwy BepeNiwddv avBpwrmivwyv dikal-
wUdTWY, 0TTWG N eAeubepia Tng €kdpaong Kal To
Sikaiwpa otn dlapaptupia, Tnv ommoia Ba mpémnel va
yvwpioouv ta maidid and yikpn nAikia. Népa amnd
10 Activissime, o Argote mapouacidZel kal dUo akd-
un épya otnv ékBeon: To Mwf (2015) kal to Mévoi
(2011 - o€ €EENIEN). To Mwp eival pia mpoPoAn dia-
davelwdv Kal pyiag oeipds KOAGZ, mou cuvdE€ouv TO
AavBdvov 1dgohoyikd undBabpo EeOBwplaouévwv
dwrtoypadidv Kodachrome kai Ektachrome pe koi-
VWVIKEG KAl XEIPADETIKEG OTIVUEG TWV OEKAETIOV
Tou ‘60 kal Tou ‘70. To Mévor ival pia ceipd dw-
TOYPADIKWV OTIYUIOTUTIWY, OTA OTToia TTPWTAYWVI-
otoUv okUAol Tou Yévouv depévol o€ dnudaoioug
XWPouG, €Ew amd kataotAuata N colmep PAPKET,
TEPINEVOVTAG TOUG IDIOKTATEG TOUG va EMIOTPE-
Youv. H otdon Twv 6KUAWV ~UTTOHOVETIKA, AUTINUE-
vn aAAd map' éAa autd eAmdopdpa- paptupd tnv
a101600&n mpoacdokia toug 6t olvioua Ba mdYouv
va gival ma depéva. To Kolvé umépabpo SAwv au-
TV TWV €pywv gival n digpedvnon Tng 10€ag Tou
SnPdOoIoU XWPOU, TNG KOIVWVIAG TwV TTOAITWV Kal
ToU pOAOU Pag GE AUTAV.

Ivén Argote's work engages social, political and

art historical issues through diverse media such

as video, photography, collage, sculpture, painting
and performance. Often personal experiences

and memories, such as private family stories from
Colombia, his country of origin, form the starting
point of his work. In the 1970's, his politically engaged
father, a school teacher by profession, organised

a "protest class” with his primary school pupils.

This provided the inspiration for Argote’s ongoing
project Activissime, a series of workshops Argote
has been organising since 2011. With groups of
schoolchildren from 4 to 9 years old, he orchestrates
protest movements in public space on issues the
children feel concerned about. For the Biennale the
artist organised a workshop with a group of local
schoolchildren from Thessaloniki. The idea of the
project is to ask the children to formulate critical
questions about their own situation, and to have
them use public space as an interactive playground,
where they can freely express and share their

ideas. The action is not only about the pleasure

of making things together, such as posters and
panels with slogans based on the questions and
suggestions of the children, but it is moreover about
raising awareness about the importance of civil
responsibility, social action, and public participation.
Activissime also acknowledges the formative power
of education, and highlights the importance of certain
basic human rights -such as freedom of expression or
the right to protest- which children should be made
aware of at an early stage. Apart from Activissime,
Argote also presents another two works in the
exhibition: Reddish Blue (2015) and Alone (2011 -
ongoing). Reddish Blue features a slide projection
and series of collages which link the ideological
underpinnings underlying the colours of faded
Kodachrome and Ektachrome photographs with social
and emancipatory moments of the 1960s and 1970s;
Alone is a series of snapshot photographs of dogs,
temporarily tied in public spaces outside shops or
supermarkets, waiting for their owners to return. The
patient, sad, but nevertheless hopeful demeanour of
the dogs reflects their optimistic belief that they will
soon be unleashed again. Underlying all these works
is an interrogation of the notion of public space, civil
society, and our role within it.

Activissime 2015 (é€kdoon ©gc0aAovikng)
nmepdoOpuavg, eykatdotaon, Jovokdvaio
Bivieo, xpwpua, Nxog

19' 50"

Activissime 2015 (Thessaloniki edition)
performance, installation, single channel
video, colour, sound

19'50"

VAN
ARGOTE




To €pyo Tng Marwa Arsanios Metd tov Ao&iddn, mpdtaon yia €va VEo Koli-
VWVIKS 0IKIOTIKG mpdypauua (2013 - og €EENIEN) €xel wG adeTnpia To oI
KIOTIKO 0x€010 TTou eixe mapouaidoel 0o Ao&iddng 1o 1958 yia MOAEI§ Tou
AiBdvou. O Kwvotavtivog Ao&iddng (1913-1975) Atav ‘EAANvVaAG apxItéKto-

vag Kal TTIoAeodOUOG, YVWOoTOG KUPIWG yia To €pyo Tou
WG eMKEGAAAG TNG OPASAG APXITEKTOVWY TTOU OXE-
dfacav tnv mpwtelouoa tou MNakiotdy, IoAapaumdvr.
To 1957 avatédnke otov Ao&Iddn amd tnv agepikavi-
K amootoAn otov AiBavo va ekmovAcel HEAETN yia
TouG S1adoPETIKOUG TUTTOUG EQYATIKWY KATOIKIWY OTN
Meadyelo, SNAadA KATOIKIWV TTOU amockoroloav oTn
OTEYaon OIKOYEVEIDV XaunAoU €100dAUatog. To oxé-
010 eykataAeipOnke 10 1958, dtav EEGTIACE O TTPWTOG
eUPUAIOG TOAEPOG WETE TNV aveEaptnaia kal GAAage
T0 KaBeoTWS. H amotuxia Tou oxediou avtavakAd Tnv
amoTuXia TNG TIOAITIKAG KOIVWVIKAG KATOIKIag Tou Al-
Bdvou, mou eixe wg okord tnv mapoxn a&lompemnous
oT€yNnG o€ GAOUG, AAAG Kal TNV aTIOTUXia ToU KPAToUug
Kal Twv SUVATOTATWY TOU VA UTTNPETACEI TNV KOIVW-
vIKA SikalooUvn dlacdpaAidoviag T kKavévag TMOAITNG
dev Ba eival avéotiog. XpNnolPomoldvtag To ox£JdIo
A0E&I4dn w¢ évauopa diaAdyou e BEua tov pOAo TNG
KOIVWVIKAG KaTolkiag oApePa, n Arsanios elonyeital
€va 0IKOVOUIKA BIOGCILO OXEDIO KOIVWVIKAG KATOIKIAG
yla tn Bnputd, to omoio Ba avantuxBei og ouvepya-
oia PE APXITEKTOVEG, TTOAEOOOUOUG KAl EPEUVNTES.
Ma tnv eykatdotaon tng Pe titho Metd tov Ao&iddn,
mpdtaon yia €va vEo KoIVWVIKG OIKIOTIKG mpdypauua
dnuioUpynce poviéAa 6Uo ommTIOV TToU €ixav oxedl-
aotei and tov Ao&ddn yia Tn Bnputd, ta omoia ou-
MTTANPWVEI JE KOAGL, dWTOYPADIEG KAl APXEIAKO UAI-
K6 amé tnv mpdtacn Tou 1958, KaBWG Kal Pe €va véo
0x€010 KOIVWVIKAG KAToIKiag yia tnv TOAN, To oToio
OnuioUpynce pali Pe APXITEKTOVEG, TTOAEOSOUOUS
Kal €PEUVNTEG. XPNOIYOTTOIDVTIAG €va amoTuXNuUévo
aAAG TpoodeuTIkG OxEDI0 WG onueio avapopds, n
Arsanios WETATPEMEl, Pe Wia détournement (oiKelO-
rmoinon), KTl avulomointo o€ duvnTikd UAOTTOINGIUO,
deixvov1ag mola 8a umopouoe va gival n popdn evog
vEOU TIPOYPAUMATOG KOIVWVIKAG KaTtolkiag ohuepa.
MapdAAnAag, diatun@vel Tn dIKA Tng avdAuon yia tn
OTEYACTIKA Kpion Tou paotidel oriuepa tn Bnputd,
n oroia OdeINETAl OTIG OIKOVOMIKEG aVICOTNTES Kal
oTNV avdAyntn MOAITIKA akIVATwY Tou AiBdvou. YTé
autA tnv évvola, To Metd tov Ao&iddn Ba umopoloe
Va EPUNVEUTEN WG TIPOOXEDIO YIa TNV avakoudion Twv
A0TIKWV OUCAEITOUPYIWV 0Th MEGOYEIO, Ol OTIOIES -
¢davigouv MOANG mapduola XxapakTnPIoTIKG, eiTe YIAG-
JE yia tn Bnputd eite yia MOANEG GANEG TTOAEIG TNG
Meooyeiou, 6mwg n Ogocalovikn.

Marwa Arsanios' work After Doxiadis, a proposal
for a new social housing project (2013 - ongoing)
takes the Doxiadis social housing project that was
planned in 1958 for different cities in Lebanon as
its starting point. Constantinos Doxiadis (1913-
1975) was a Greek architect and urban planner,
best known for his work as the lead architect of
Islamabad, the capital of Pakistan. Commissioned
by the United States Operations Mission in Lebanon
in 1957, he worked on a study into different types
of Mediterranean social housing, designed to
accommodate lower income families. In 1958 the
project had to be abandoned due to the first post-
independence civil war and its consequent change
of government. The failure of the project reflects
the failure of Lebanon’s social housing policy, meant
to provide decent accommodation for everyone,
and also reflects the failure of the state and what

it can offer in terms of social justice with a house
for every person. Taking the Doxiadis project as

a point of departure to spark a debate about the
role of social housing today, Arsanios proposes

an economically sustainable social housing

project for Beirut, to be developed together with
architects, urban planners and researchers. For
her installation After Doxiadis, a proposal for a

new social housing project she made models of two
houses originally designed by Doxiadis for Beirut,
which she complements with collages, photographs
and archival documents from his 1958 proposal,
together with a new plan developed together with
architects, urban planners and researchers for new
social housing in Beirut. Taking a failed progressive
project as a reference point, Arsanios exercises a
détournement of something unrealized into a future
potentiality, demonstrating what a social housing
project could look like today, and aiming to offer a
way to reflect on the current housing crisis in Beirut,
created by economic disparities and a ruthless

real estate policy. After Doxiadis could thus be

read as a blueprint to alleviate urban dysfunction
in the Mediterranean, which shows similar
characteristics, not only in Beirut but also many
other Mediterranean cities, Thessaloniki included.

MeTd tov Ao&Iddn, mpotaon yia €va vEo KOIVWVIKG
OIKIOTIKG mpoypauua (A\entopépeia) 2013 - o€ eEENIEN
eykatdotaon, JovtéAa, apxeiakd UAIKG

yetapAntég Siaotdoelg

ATrodn TNG £yKATAOTAONG GTO TTAQIGI0 TNG €KBEGNG
Meeting Points, Beirut Art Center, Bnputdég, 2014

After Doxiadis, a proposal for a new social
housing project (detail) 2013 - ongoing
installation, models, archival material
dimensions variable

Installation view at Meeting Points, Beirut
Art Center, 2014
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Faire le Mur (ctiyuiédtumo) 2008
yovokdvalo Bivieo, xpwua, Nxog
17"

To Barlin otn Bdpeia FaAAia, éva mpwdnv xwpid peTaAAwpUXwy, gival To
oKNVIKG Tou Bivieo Faire le mur (Building the Wall), 2008. Adetnpia Tng
Taiviag eivar o1 adikieg ou udioTaval ol KAToIKoI TOU XwPIoU, TToU KIvVOu-
velouv va Souv Ta OTITIa TOUG va YKPEWIZovTal 6Tov BwHS TNG OIKIOTIKAG

avdantuéng. Itnv taivia BAETIOUUE TOUG KATOIKOUG
va aviiotékovial oTiG €mBaiNOueveg aihayég. H
Bertille Bak petapopdwvel Tig dlapapTupieg Toug o€
pia npwikn pdxn pe évav adpato exBpd, Tov omoio
EKTIPOOWTTEN 0TO GIAY €vag TepdoTiog ekokadéag. To
Bivieo ektuAiooetal cav éva apapubi yupiopévo pe
™ popdn vIoKIuaviép, SNUIOUPYDVIAG HId OOUPEQA-
AloTIKA atudodalpa, érou umepdelovtal To aAnBivé
JE TO MAACUATIKG, N daviacia Ye tnv mMpaypatikétn-
1a. H €&€yepon TwV XWPIKWV -01 OToiol amokAgiouv
évav dpduo, xtidouv €vav Toixo, meTdve TOUPRAQ,
pUHOUAKOUV Tpoxdomita, odnyoUv GUYKpoudueva
autokivntdkia mou €kAeyav amd 1o TommKS Aouva
TTapK- TTAPOUCIAZeTal O€ UIa PEYAAEIOSN, TIOINTIKA,
Beatpiki popdn, TTOU EUTTAOUTIZEI TNV EMAVACTATIKA
oupTiepidopd TOUG PE Ta OTOIXEID ToU Maixvidioy Kal
Tou xioUpop. H Bertille Bak dnpioupyel pia peyebu-
pévn mpaypatikétnta, 6mou ta Tomikd €Biua kai ol
napaddoelg amokTolv dlaoTdoelg Tou Egmepvoulv Td
avBpwrmiva pétpa. 1o €pyo tng Rayonnage, 2015, n
KAANTEXVNG TIPOOKAAECE TOUG OIWYMEVOUG KATOI-
KOUG Tou xwploU va Snuioupynoouv pia tamoepi
ue B€ua tn Xxedia Tng Médouoag tou Gericault, wg
oUpBOAO TNG SIKAG TOUG POIpag. XTn OUVEXEIQ TOUG
¢rhtnoe va dnpioupynoouv Ki AAAeG Tamoepl pe Bdon
€pya wypdodwv, drwg ol Poussin, Goya kai Scheffer
K.d., mou mapouaidZouv Sidonueg oKNVESG JIWVEEWV.
To €épyo Tng Bak mpoodépel éva evarlaktiké dpaua
NG MPAYUATIKOTNTAG Kal pag SeiXVEl MW PTTOPOUUE
va pooeyyiooupe pe BeTikd kal EAmdodopo mvelpa
aképa kai yia aneliAntikh katdotaon, Ti8aceloviag
™n ¢aviacia YEow TNG KOIVWVIKAG GUVOXNG Kal TNG
GUAMNOYIKNG dpdong.

The former mining village of Barlin in Northern
France forms the backdrop for the video Faire le
mur (Building the Wall), 2008. The starting point of
the film are the injustices suffered by its residents
as their homes are threatened to be demolished
because of renovation plans, and it portrays their
resistance to the enforced changes. Bertille Bak
transforms their protests into a heroic battle against
an invisible enemy, represented here by a huge
excavator. The video unfolds like a fairytale filmed in
a documentary style, creating a surreal atmosphere,
mixing fact and fiction, imagination and reality. The
public rebellion of the villagers -blocking a street,
building a wall, throwing bricks, pulling houses

on wheels, driving in bumper cars stolen from a
local amusement park- is staged in a grandiose
poetic theatrical form, adorning their rebellious
behaviour with playfulness and humour. Bertille Bak
creates a magnified reality in which local customs
and traditions are translated into larger than life
proportions. For another work Rayonnage, 2015,
she invited the expelled inhabitants of the village to
embroider together a tapestry of Gericault's Raft of
the Medusa, as a symbol of their fate. Consequently
she asked them to make more tapestries, based on
paintings by Poussin, Goya, Scheffer and others,
depicting iconic scenes of persecution. Bak's work
offers an alternative vision on reality and it shows
us how a threatening situation can be given a
hopeful and positive perspective when imagination
is harnessed through social cohesion and collective
action.

Faire le Mur (video still) 2008
single channel video, colour, sound
17"
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O Taysir Batniji, yevvnuévog otn rdZa, eival évag amé Toug kopudpaioug
€VVOI0AOYIKOUG KAAAITEXVEG TNG MaAaiotivng. O Batniji épuye yia mpw-
™n dopd amd tn I'dda o€ nAikia 25 €TV, Kal €ktote ta&idelel mepioTa-
olakd amé 1o Mapiol, Tov onuepivd TOTO KAToIKiag tou, otn yevételpd

Tou Tnv MaAaiotivn. H katdotaon TnG HeTAkivnong
avdueoa otig dUo TMOAEIG Kal Toug SUO TTOMITIONOUG
doknoe yeydAn eTIPPON GTO €PY0 KAl OTNV KAAAITE-
XVIKA TOU TauTtéTnta - poKelTal yia évav dvlpwro
Kal dnuioupyo PE Kal Xwpig xwpa. Q¢ ek toldtou, TO
€pYO TOU ATIOTUTIWVEI TIC OKEWYEIG TOU Yia To B€ua
NG petakivnong, tng €€addviong, Tou amoxwpl-
opoU Kal TnG anwAeiag. H kevétnta, n amouacia Kal
0 dIXxaoud¢ amaviwvtal €mMiong oTto €pyo Tou, TO
omoio Bacicetal og yeydho Babud otnv eumelpia tou
MaAaiotiviakoU ZnTAPATOG KAl TOU aywva Tou Tia-
AaioTiviakoU Aaou. O mpwto ApaBoiopanAivég Moé-
AEPOG Tou 1948 ovoudletal ota apapfikd al-Nakba
(«H Kataotpodny), kabwg ekatovtddes XIAIAdES
MaAaioTiviov avaykdotnkav va ykataieiyouv ta
oTiTIa Kal TNV Tpoalwvia nmatpida toug. Auepa, o
ap1Buog twv Maialotiviov mpoodUywy Eemepvd ta
1é00epa ekatouplpla. To lopanA apveital oToug
mpbéoduyeg 1o dIKaiwua va eMOTPEYOUV GTIG VOUI-
UEG OIKIEC TOUG. H €lpwveia Tou pdyuatog eival 0TI
T0 (510 eKkeivo €106, TO 1948, n levikh Zuvéleuaon
Tou OpyaviopoU Hvwuévwv EBVWV uloBetoloe Tnv
Oikoupevikn Alaknpu&n yia ta AvBpwmiva AlKai®-
Jata wg Kolvé mPAoTUTo yia 6Aa ta €6vn Kal Toug
AaoUg. To ApBpo 13 Tng AlaKNAPUENG opicel: «KaBéE-
vag €xel 1o SIKaiwua va KukAodopei eAelBepa Kal
va emMAEyel Tov TOTO0 TNG dIaPUoVAG TOU OTO E0WTE-
pIKG €vOG KpdToug. O kaBévag €xel To dikaiwua va
€YKATAAEITIEI OTTOIASATIOTE XWPA, AKOUA Kal Tn dIKA
Tou, Kal va emotpédel o€ autAy. AvtavdkAaon Tng
aBeBaidtntag tng KatdoTaong Tou KAAAITEXVN gival
TO yeyovog 0TI o Batniji emA€yel cuxvd va SouleUel
JE aotabn i epripepa UAIKG. To épyo tou Ouk €T’
dptw pbévw Zroetal dvBpwItog TTapouaciddel Tn yaA-
MKA petddpaon tou dpbpou 13, opIAeévn oxoha-
oTIkG o€ undpeg oamouviol. O TiITAoG avadépetal
$UGIKG oTnv amooTépnon Tou JIKAIDVUATOG KUKAO-
dopiag, eved 1o UAIKG Tou eTEAEEE 0 KAANITEXVNG
mapaméurmel otnv EAAEIYN TPOGINWY, AVAADOINWY
Kal avécewv TTou avtiueTwmidouv ol MaAaiotiviol.
YuIAePévo oTo aamolvi, To dpbpo 13 petatpénetal
o€ pia apdionun dhAwon d1aAutdTNTAG KAl TTPOOW-
pivétntag. Apaye 6a EemAubei kal Ba xdoel tnv uTéd-
otaon Tou, énwg Seixvel n 1oxUouoa katdotaon, A
10 MaAaioTiviakd ZATnua Kai n mpooduyikh Kpion
B6a Bpouv emtéAoug Tn AUon TOUg;

The Gazan-born artist, Taysir Batniji, is one of
Palestine’s leading conceptual artists. Batniji

first left Gaza when he was 25 years old, and has
travelled intermittently between his current place
of residence, Paris, and his native Palestine. The
condition of displacement between two cities and
two cultures has had a strong influence on his work
and artistic identity - a person and a practice within
and without a country. Batniji's artistic practice thus
reflects on notions of displacement, disappearance,
separation and loss. Emptiness, absence, and
disunity are also recurring concepts in an oeuvre
that is very much grounded in the experience of

the Palestinian question and plight. The Jewish-
Palestinian war of 1948 is called al-Nakba (“The
Catastrophe”) in Arabic, because hundreds of
thousands of Palestinians had to flee from the war,
and lost their traditional lands and homes, where
they had been living for centuries. Today, the
number of Palestinian refugees exceeds four million.
Israel denies them the right to return to their lawful
homes. Ironically, in the same year, 1948, the United
Nations General Assembly adopted the Universal
Declaration of Human Rights as a common standard
of achievement for all peoples and all nations.
Article 13 of the Declaration states that “Everyone
has the right to freedom of movement and residence
within the borders of each state. Everyone has the
right to leave any country, including his own, and to
return to his country.” Reflecting the instability of
the situation he comes from, Batniji often works with
unstable or ephemeral materials. Man Does Not Live
on Bread Alone consists of the French translation

of article 13, carved meticulously into blocks of
household soap. The title of course refers to the
lack of the right to mobility, whereas the material
infers the lack of supplies, utilities and amenities
that the Palestinians face. Carved in soap, article 13
becomes an ambiguous statement of dissolvability
and impermanence. Will the article itself be washed
away, as the current situation attests, or will the
Palestinian question and the refugee crisis finally be
resolved?

Ouk em’ dptw Povw Zrigetal Gvlpwmog #2 2012

ApBpo 13 tng MNaykdopiag AlakApugng Twv AvBpwmivav
Alkalwpdtwy xapayuévo o oamolvi MacoaAiag

253,5x 81 x4 ek.

‘Arroyn ané tnv ékBeon Ici, ailleurs, Friche la Belle de Mai,
MaooaAia, 2013
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Man does not live on bread alone #2 2012

Article 13 of the Universal Declaration of Human Rights
engraved in Marseille soaps

253,5x81x4cm

View of the exhibition Ici, ailleurs, Friche la Belle de Mai,
Marseille, 2013
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Kal molog dev Ba nBele va dépel evadmov Tng SIKAlooUVNG €KEIVOUG
TouG peyalotpamnelites Kal emevOUTEG TTou €Bg0av o€ KivOuvo, UTIEGKA-
Yav Kal ev Téhel avéTpeav Tnv TaykOoula olkovoulkh otabepdinta;
To épyo AikaiooUvn BouvtoU yia TOUG 0IKOVOUIKOUS mapdyovTes Tou
James Beckett amoteAeital and pia ogipd MopTPETWY -OXEDIACUEVWY

JE OIVIKA peAdvn- 38 d1gubuvoviwy cuuBoUAwY
TPATECWV KAl XPNUATOTIOTWTIKWY ISpUUATWY aAAd
Kal dAAwvV Kopudaiwv mapaydéviwyv Ing Tmaykooul-
ag olkovouiag (mpoédpwv Kal avOTATWV OTEAEXWV
XPNUATOTMOTWTIKWV 16puddtwy, 6Tws n Goldman
Sachs kai n Morgan Stanley, ané tov Bernie Madoff,
Tov PpWnV TMPOedpo tou xpnuatiotnpiou NASDAQ
mou €éxel katadikaotei oe 150 xpovia kdbeipén,
uéxpl tnv Christine Lagarde, tn vuv yevikn Sigu-
BUvipla Tou AleBvoug NoplopatikoU Taueiou). Qg
TPWIAYWVIOTEG TWV ATIEPIOKETTWY XPNUATOOIKO-
VOUIK@V XEIPICUWY Kal TTPWTAITION TNG OIKOVOUIKAG
Kpiong tou 2008, éyivav ta oUupola Ing diapbo-
pdG Kal Tou KakoU mou TpETel va eEopkioTolv. Me
Bdon mpayuatikd otoixeia aAAd Kal Tn SIkA Tou ¢a-
viaoia, o Beckett avalritnoe Aemtopuépeieg amnd ta
TPWTIA Xpovia TG wNG TOUG -C€ TT0ld VOGOKOUEID
yevviBnkav, oe mola Pépn mépacav Tnv maidikn
nAlkia kal Tnv ednpeia Toug KTA.- yid va diadwTioel
TO KOIVWVIKO TIAaio10 0To omoio peydAwaoav. Ta mmop-
Tp€Ta oxnuatifouv TEAETOUPYIKEG ouvBEéoelg pali
JE TIG TIETPEG TTOU TA 0UVOJEUOUV Kal UTIOTIBETAI 0TI
TPo€pXovTal amod Tov TOmo YEVVNONG TWV MPWwIAyw-
VIOT®V. Anpioupyolvtal €t1ol MIKpd aAAd kal armel-
ANTIKG epyaleia mou Tpoodidouv Ta OTOIXElQ TNG
€VTAOoNG KAl TNG avnouxiag otnv eykatdotaon. AKo-
AouBwvtag pia oxeddv AdikA TexvoTpoTiia, TAUTO-
xpova ndovoBAeTTIKA Kal ducoiwvn, Ta ox€dia Kal
Ta aviikeiyeva oto €pyo tou Beckett petadpépouv
Tov Beatn o€ évav KOGUO EMAPXIAKNAG NpePiag aAAd
Kal ameIANTIKWV uTTaiviypwv. Ol nYETEG TOU OIKOVO-
uIkoU kéopou, ol omoiol SlevepyoUv KpiCIUES Kal
TEPIMTAOKEG TPAEEIG amd TIG omoieg KpéueTal n wn
EKATOMUUPIWV aVBp®OTWV (TT.X. 6TNV TIEPITITWON TNG
avadidpBpwong tou eAAnvikoU dnpoaciou xp€oug),
xdvouv €tol Tov aépa tng mavioduvauiag Toug Kal
mapoucidZovtal oav MEcUEva idwAa N KAAT GETIXI-
OTIKEG BIYOUpPEG.

Who doesn't want to bring to justice those bankers
and financiers who endangered, harmed or
perverted the financial stability in the world? James
Beckett's Voodoo Justice for People of Finance
consists of a portrait gallery -drawn in Indian ink-
of 38 CEO's of banks and financial institutions,

and major players in global finance: chairpersons
and executives of institutions such as Goldman
Sachs and Morgan Stanley, from Bernie Madoff,

the former chairman of the NASDAQ stock market,
now convicted to 150 years imprisonment, to
Christine Lagarde, the present managing director
of the International Monetary Fund. Protagonists of
reckless financial manoeuvres and often key figures
in inducing the crisis of 2008, they become the
subjects of a metaphorical exorcism of corruption
and evil. Guided by a logic halfway between
evidence and imagination, Beckett investigated

the details of their early lives -from the hospitals

in which they were born to the places of their
childhood and adolescence- to shed light on the
social context in which they grew up. The portraits
are presented in ritualistic arrangements together
with rocks supposedly taken from the individuals’
places of birth. These form modest, but at the same
time potentially harmful, instruments that convey

a sense of unease to the installation. Rendered in
an almost folk art style that is at once voyeuristic
and sinister, Beckett's drawings and objects delve
the viewer into a world of provincial tranquillity and
sinister sub-text. The leaders of the financial world,
engaged in crucial and complicated operations that
determine the lives of millions of people (as in the
case of the restructuring of the Greek sovereign
debt), are thus deprived of their almighty aura and
presented as fallen idols or cultic fetishes.

Aikaioolvn BouvTtouU yId TOUG OIKOVOMIKOUG
mapdyovteg (Aemtouépeia) 2013

OIVIKA yeAdvn o€ xapti, EUNIVEG BAOEIG, TIETPEG
38 €pya ouvoAikd, 29x36 ek. 10 Kabéva,
yetapBAnteg diaotdoelg

‘Aroyn Tng eykatdotaong oto steirischer
herbst, lkpatg, Auotpia, 2013

100 x 70 €k.

Voodoo Justice for People of Finance
(detail) 2013

Indian ink on paper, wooden supports, rocks
38 pieces in total, 29 x 36 cm each,
dimensions variable

Installation view at steirischer herbst, Graz,
Austria, 2013

100 x 70 cm
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H Adelita Husni-Bey daveiotnke 1o cUvBnua tng Naykdéouiag Tpdmelag,
Epyalduevor yia Evav kK6auo eAsUBepo amé ptwxeia (2014), yia Tov TiTAo
g dwToypadikng tng eykatdotaong. H Maykdopia Tpdneda eival éva
XPNUATOMOTWTIKG dpupa mou umdyetal otov OHE kal xopnyel ddvela

0€ avantuoodueveG XWPEG. O dIakNPUYUEVOG OTO-
Xx0G TnG Maykdéouiag Tpdmnelag eival n KATamoAéun-
on TNG GTWXEIAG, EVA N TTOMTIKA TNG €0TIAZElI OTNV
mpowbnon Twv EEvwv emevdUoewy Kal otnv avd-
TTUEn tou d1EBvoUG epmopiou. Komdg tou 1dpUpa-
106 €ival va J1EUKOAUVEI TIG emevOUoeI§ Kepahaiou
OTIG UTTAVATITUKTEG XWPEG. O1 oTpatnyikég Tng Ma-
vykooulag TpdmeZag diémovtal amd apiyws OIKoVoul-
KA d1Nocodia kal Bacidovtal 0 TOCOTIKEG OXECEIG
Kal ap1Bpous. Opwg, o opIocudG TNG avAmTuENG Twv
XWPWV HUE ATTOKAEIOTIKO KPITAPIO Tn PeyEBuvon
TOU OIKOVOUIKOU TpoidvTtog €ival mpoBANUATIKOG,
Kabw¢ ayvoel TI¢ onuavtikég dladopég amd xwpa
og XWpa 6oov adopd TIG KOIVWVIKEG Kal TTOAITIOMI-
K€G a&ieg, ol omoieg pumopei va onpaivouv 611 KGOe
XWpa pokpivel A mpotdooel 51adoPeTIKOUG TOUEIG
avdntuéng. To mpdtlekt tng Husni-Bey cuvBétouv
€IKOVEG, 0l OTTOIEG omTiIkomoloUv ta mo npdodata
OTATIOTIKA OToIXEla TTou €xouv dnupooievoel n Ma-
vykooula Tpdmnela, 1o AleBvég Nopiopatiké Taueio
kal o Maykéouiog Opyaviouds Yyeiag kar apopouv
TOMEIG OTwG n dnudola ekmaideucn, o aviaywvi-
oudG, n amaoxéAnon, n 0IKOVOUIKA avdamtugn Kai ol
OTPATIWTIKEG Oamdveq. Ta oTATIOTIKA OTOIXEIQ XpN-
olgomololvtal ané Ti¢ nyecieg yia tn AdYn anodd-
GEWV KAl VOUIUOTIOIOUV TIG TTPAKTIKEG QUTWV TwV Oe-
opWV. Opwg, énMwg umootnpiZel n Husni-Bey, €ival
aduvatn n oUvBeon 1600 MEPITTAOKWY CUVOAWV Og-
SOUEVWV XWPIG amWAEIEG TOAUTIMWY TTANPODOPIWY.
JuvABw¢ ta oToixeia autd xpnoigotoloUvTal yia
va eEwpaicouv kataotdoelg. H amédoaon mepimho-
KWV, oUvBeTwv dedouévwy péoa amd amiomoinué-
VEG OTATIOTIKEG OUXVA amokpUTTEl Ta MPayuatikd
mpoBAApata. H KaAAITéxvng omtikomolei, Aoimdy,
autd ta otatioTikd oToIXEla yia va amokaAUyeEl
Tnv anAoloteuon TEPIMAOKWY CNTNPATWY, &V
xpnoiyotolel XxpwuatioTd yAukiopata M&M yia va
0€ifel MWG Ta oTaTIOTIKE oToIXeia, Adyw tng adal-
PETIKAG dpUOoNG TOUG, amAoToloUV Ta yeyovoTta Kal
Ta amoyupvwvouv amd tov avlpwmivo mapdyovta.
AUCTUX®WG, TO OKEMTIKG TTOU KpUBeTal miow amd ta
otoixeia omaviwg cuppadidel e TIC TPAYUATIKES
avdykes tTwv avBpwnwy. TEAog, To €pyo BEAEI va
avadei&el to 16eo0Adynua mou dlamvéel Tnv Tapa-
ywyn, avdAuon kal d1avoun TwWV GTATICTIKWY OTOlI-
Xxelwv amd ekeivoug Toug dIeBVeiG opyaviopoug mou
opiCouv 1o vénpa kal tnv katelBuvon tng «avdmtu-
Eng», Tnv omoia avtiAauBdvovtal oxeddv ATOKAEI-
OTIKG UE OIKOVOUIKOUG OpOUG.

For the title of the photographic installation Working
for a World Free of Poverty (2014) Adelita Husni-Bey
borrowed the slogan of the World Bank, a United
Nations financial institution, providing loans to
developing countries. The World Bank's official

goal is the reduction of poverty, and its policy
focuses on the promotion of foreign investment
and international trade. It aims to facilitate capital
investment in underdeveloped countries. The World
Bank's strategies are based on purely economic
arguments and quantitative relationships. But
defining the world's development by the growth

of economic wealth alone is problematic, because
countries may differ significantly in cultural and
social values and thus may emphasise or prefer
other fields of development. Husni-Bey's project
consists of a series of images that visualise a
selection of the most recent statistical data of

the World Bank, the International Monetary Fund
and the World Health Organisation, concerning
public education, market competition, employment
figures, economic growth and military spending.
Statistics are used for policy making, and they
legitimise the practices of these institutions. But, as
Husni-Bey argues, complex sets of data cannot be
put together without loss of valuable information.
They generally are used to make things look better
than they really are. Translating complex data into
simplified statistics may hide the real problems. She
thus visually translates these statistics to reveal
their simplification of complicated affairs, and uses
coloured M&M-sweets to elucidate how statistical
data are dehumanising because of their abstraction,
banalisation and simplification of the facts. The
rationale behind the figures unfortunately rarely
necessarily reflects the real needs of the people.
Finally, the series seeks to highlight the ideological
construct behind the production, analysis, and
distribution of data by global organizations that
define the current significance and direction

of "development", which almost invariably is
understood in purely financial terms.

Epyadéuevol yia évav K6ouo eAeUBepo amé pTwxeia 2014
UndIakn EKTUTIWON OE APXEIAKS XapTi, EMKOAANUEVO OE C-print on pearl archive paper, mounted on
JeTAAAIKE otnpiypata Leger (metal bracket) supports

100 x 70 €xk. 100 x 70 cm

Working for a World Free of Poverty 2014
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O1 kaM\iTéxveg David Brognon kai Stéphanie Rollin douAeUouv cuvepya-
TIKG, akohouBwvTag d1adpopeTIKEG AANG CUUTTANPWUATIKEG TIPOCEYYIGEIG
WG TPOG TNV KAANITEXVIKA Snpioupyia. O Brognon dnuioupyei pe Bdon 1o
€VOTIKTO Kal BAEmel Tnv TIPAEN tng dnuloupyiag oav maixvidl. H Rollin xa-
paktnpiZetal amd pia moInTIKA guaiobnaoia Kal akoAouBel pia mepioodte-
po BewpntikA Mpoacéyyion. ‘Eva emavaiauBavéuevo potiBo oto auotnpd
pIvigaAloTIKG €pyo Toug €ival n euaioBntn avtibeon avdueoa otov UAI-

KO Kal dulo kéopo. O1 eykataotdoel§ Kal ta Bivieo
mou dnuloupyouv kabopidovial amd 1o evdiadpépov
TOUG yia Ta MePIBwpIakd B€uata kal Ta ZNTAPaTa Tou
adpopoUv 1o KoIVwVIKS TIEPIBWPIO. Maifovtag pe Sipo-
pouUpeva vonuata Kai MoAAAmAEG avadopéEg, To €pyo
TOUG PEPVEI TO KOIVO aVTIPETWTO UE AUDIAEYOUEVES
KATaotdoel§ mou xapaktnpidovial amd tnv €viacn
avApeca OTIG ATOUIKEG EUTTIEIPIEG KAl TIG KOIVWVIKES
ouppdoelg. EdW, To evoiadEépov TOUG yia TN PEAETN
TV andvepwnwy cuoTNPdTwY eYKAEIGUOU Kal EAEY-
XOU amoTumwveTal o€ éva €pyo yia To oUoTNUa Twv
dUAAKWV, TO omoio mapaméumel mapdAANAa oToUG
TEPIOPIoPOUG TNG UTIAPEAG Pag o€ Pia ammogevwué-
vn Kolvwvia. Xto 8ty Movaéidg (2012-2013) avaAu-
ouv JIEE0DIKA Kal opifouv Tn oxéon avdueoa GTov
XPOVO Kal ToV X®Wpo utd ouvOnkeg eykAsioyou. ‘Eva
OWUATIO OKTIW TETPAYWVIKWY, 600 €va TUTIKO KeAT
UAAKAG, 0piCel TIG XWPIKES TTAPAUETPOUG TOU €pyou.
210 E0WTEPIKO, BAEMOUPE €va peydo, 6pBio poAdl,
otiayyévo amd aroupivio, mou eival eEomAIoUEvo
Je évav avixveutn kivnong. MOAIG umel kKdmolog 6To
dwudtio, To poAdl otapatd, via va Eekiviocel étav
T0 dwudtio peivel Kal AN d8elo. To poAdI SouAeUEl
uévo étav Sev umdpxel Kaveic oTov Xwpo. Metpd Tov
XpOVo €VOG GUAAKIGUEVOU TIOU EKTIEI TNV TTOIVA TOU
o€ éva KeAi dUo enf Téooepa. Me tov Tpdmo autd, n
eykatdotaon ouvevwvel 6Uo aAANAévSETa oToIXE(a:
Ta 6pla TOU €yKAEIGUOU Kal TO TTEPACUA TOU XPOvou.
Epxdéuaote oe emadn pe évav kdouo omou 6x1 Yévo
0 xpdvog poidZel va Tay@vel, aAAd kail émou n idia n
évvola Tou xpovou umoBiBdletal o€ éva MOAU TiepIo-
piopévo TAaiclo, autd TG GUCIKAG UTIapENG oToV Ké-
odo. YIT' autég TIG ouvenkeg, n povadikn amdédpaon
eival ye tov vou.

The artists David Brognon and Stéphanie Rollin,

who work collaboratively, have different but
complementary approaches to making art. Brognon
works instinctively, and regards the act of creation
as a game. Rollin has a poetic sensibility and a more
theoretical approach. A recurrent motif in their
rigorous minimalist work is the sensitive contrast
between the material and the immaterial world.
Their installations and videos are determined by
their interest in marginal subject matter and issues
relating to the fringes of society. While playing

with double meanings and multiple references,

their work presents the visitor with ambiguous
situations marked by the tension between individual
experiences and social conventions. Their fascination
for ruthless systems of confinement and control is
translated here into a work that refers to the prison
system and alludes to the confines of our existence
in an alienated society. In 8m2 Loneliness (2012-2013)
they meticulously analyse and define the relation of
time and space in a situation of confinement. A room
of eight metres square, the size of a standard prison
cell, defines the work’s spatial parameters. Inside one
sees a large upright clock, made out of aluminium
and supplied with a movement detector. Whenever
someone enters the room, the clock stops and it
starts running again when the room is left empty. It
only resumes the time when no one is around. The
clock counts the time of a prisoner in his cell of two
by four metres, doing time. The installation unites
two inextricable elements under these conditions:
the limits of incarceration and the passage of time.
We are introduced into a world not only in which time
seems to be suspended, but also where the notion

of time is reduced to a very limited frame regarding
the physical experience of the world. Under these
circumstances, the only escape is through the mind.

8ty Mova&idg 2013
aAoupivio, poAdl, avixveuTtig kivhong
190 x 40 x 8 €k.

8m2 Loneliness 2013
aluminium, clock, movement detector

190x40x8cm

DAVID BROGNON &
STEPHANIE ROLLIN




Ti €idoug ouvelpuoUg Tupodotei N B€a pIag oPpnKOGWAIAS 0TO KOUPTIVO-
EuMo €vOG dwuatiou og €va eyKaTaAeAEIUPEVO EAANVIKS Egvodoxeio; To
€pY0 ... TI Ba ouvéBaive av EBPIOKES UIa apnKopwAid oTo dwUdTIO EVOS
Eevodoxeiou; (2012) mavipelel Tn GWTOYPADIKA AMOTUTIWON AUTAG TNG

elkévag pe éva ¢davouevikd emoTNUOVIKS KEIUEVO
yid Ta OTPWHUATA Tou dAoloU TnG Mng. Mpootédnkav
UTTOONUEINCEIG, EMEENYATEIS YEWAOYIKWOV OpwVv (TT.X.
0 6po¢ edimmeucn amd Tov voTo avapépeTal oToug
TPEXOVIEG KOIVWVIKOUG Kal TTOAITIOHIKOUG WETAGXN-
patiopoug kar aAAayég), n ouyypadn tng 10topiag, n
€vvola Tou evonpikoU, N ETATOMION TWV GUVOPWYV. TI
OUVOEEl TEKTOVIKA TO AUETAKIVNTO METPWHA UE TN OU-
veidntomnoinon 6ti 8ev gival Tma avixvelUaoiyol ol TOTol
TNG TIPOOWTTIKAG I0TOPIag Tou atduou; Mol eudavi-
Zovtal CUPTTAOEIG avAPeoa 0TO TEKTOVIKS Hiyua Kal
™n Meodyelo OdAacoa wg «Zwvn aodaleiagy tng EE;
Ta Udata tng AuTikiig Meooyeiou ival mo Yuxpd kai
AlyOTEPO aAaT®dN o€ ox€an Pe autd TNG AVATOAIKNAG
Meooyeiou, KaBws eiop€ouv amod Tov ATAAVTIKG HECW
Tou XTevou tou MBpaAtdp. Amd moAU maAid, amd tnv
€MOXN TWV MOAEUWY KATd Twv Maupitavay, aglomol-
eitar n apxaia puBoloyia yia va umnpeTAcEl TOUG
okomoUg tng TOMTIKAG Tportaydvdag - to non plus
ultra Twv HpdkAEIwV STNAGV TTapapével Kal cnpepa
og 10xU. MUBoI Tng apxaidtntag xpnaoiporolotvial
akOua Kal cAPepa otnv ovouacia twv Baidooiwy et
XEIPACEWY EAEYXOU TNG HETAVAGTEUONG. Y€ AUTEG Oi-
vovtal ovépata Bewv tng BAAacoag i avBpdmwy mou
eEoppolv otnv avoixth BdAacoa kai Tigwpouval yia
Tnv avaideid toug. AEloTIoINOVTAG Wia aepodwToypa-
¢dia apxeiou evdg xwpou O0TAOUEUONG QUTOKIVATWY
Kovtd otnv Mpdaoivn Mpauuni otn AguKwaoia, o omoiog
éxel oploBetnBei Eavd kal Eavd, n Xplotodidou ema-
ve€etddel ta uddtiva peluata Kal TNV KukAodopia
TOUuG 0Tn Meadyelo, oto €pyo NG ...T/I Ba ouvEBaive
av ouvavrouoes €vav Oeb otnv avoixti O8dAacoa;
(2014). NMPOCOETEI UTTOONUEINCEIG GE UId WKEAVOAO-
VIKA peEAéTN, péoa amd éva KaAeISOOKOTIIO EMOTNHO-
VIKQV TIEdiwV: 10Toploypadia, AoyoTexvia, oTpaATIWTI-
K opoloyia. Nwg emnpeddel n dUvaun KopidAig Tnv
akpiBela twv TUpalAwv; MmopoUue va mapatnpn-
ooupe éva kUpa o€ OAeG Tou TI§ S1a0TACEIG; 1A KIVN-
uatoypadikd dokipia O1 uépeg evdidueoa (2015) Kkai
Maupo Bouvé (2015) n KAAMTEXVNG, UE ETIAVEIANUUE-
veG emokEYPeIG ota BaAkdvia ta teAeutaia téooepa
xpovia, avalntd mapauebopleg tomobeaieg SiMAa o€
TOTAPoUG Kal AiUVeg, kel OTTOU N TopEia Twv ouvo-
pwVv aAAdZel d1apKWG. To MPWTO HEPOG TOU UAIKOU TNG
kataotpddnke kal n avdktnon twv Sedopévwv amd
ToV 0kAnpd 6ioKo Tou uToAoyIoTh ntav aduvatn, Ue
anotéAeopa va mpérel va Eekiviael kal dAl amd to

What associations are triggered when one enters a
room in an abandoned hotel in Greece and comes
across a hornets' nest attached to a curtain rail?

In the work What if you find a hornets’ nest in a
hotel room? (2012) a photograph of the scene is
embedded in a seemingly scientific text concerning
the layered composition of the earth'’s crust.
Footnotes on geological terms such as thrust from
the south were added referring to current social and
cultural fluxes - the writing of history, the notion of
the endemic, the shifting of borders. What connects
tectonically non-shifted rock with the realisation
that places of one's personal history can't be
detected any longer? Where do parallels appear
between geological melange and the Mediterranean
Sea as an EU-buffer zone? The waters in the
Western Mediterranean Sea are colder and less
saline than in the Eastern Mediterranean since

they flow in from the Atlantic through the Strait of
Gibraltar. Here, already during the battle against
the Moors, ancient mythology was drawn on as

part of political propaganda - the non plus ultra of
the Pillars of Hercules is again in force today. Even
for the naming of the operations at sea to control
migration, ancient myths are used. They bear names
of gods who rule the sea or of humans who venture
onto the high sea and are therefore punished.
Employing an archival aerial view of a parking lot
close to the UN-Buffer zone in Nicosia that has been
marked anew over and over again, Christofides
reconsiders the water currents and their circulation
in the Mediterranean in the work What if you meet

a God on high sea? (2014). To an oceanologic essay
she adds footnotes that look through a kaleidoscope
of disciplines: historiography, literature, military
terminology. What is the impact of the Coriolis
effect on missile accuracy? Can one observe a sole
wave in every single aspect? For the film essays
Days In Between (2015) and Black Mountain (2015)
the artist has been recursively visiting the Balkans
for the past four years seeking out sites along
borders lying by rivers and lakes, where the course
of the boundary remains uncertain. After having
lost the entire first block of footage, the data on

the hard drive not being retrievable, she sets out
anew, only to witness that the places do not exist

undév. Alamiotwoe OUwS OTI Ol TOMOBEGIEG TTOU €iXe
Kivnuatoypadnioegl dev ummipxav ma pe tnv idia pop-
®n. Méoa og évav xpdévo n Tomoypadia eixe aANd&el
1600 TIOAU, TTou Ttoria oAGkAnpa €uoladav va €xouv
eEadaviotei. O1 apxikéG mapatnPAcEl§ TNG ATav ou-
VETIWG TIAPWXNUEVEG. H omTIKA TG Talviag yetatori-
OTNKE avaldyws, €oTiddovtag MAEoV OTnNV amnWAEId
TWV EIKOVWV - E0WTEPIKWOV Kal EWTEPIKWYV. To idI0
10 TIPOTLEKT €yIve peuotd: EEeAiIxBnke o€ pia emava-
Aaupavouevn mpoomdBeia MPoogyyiong - N JIAPKNAG
amotuxia kal emavekkivnon tng diadikaciag yivetal
KOMUATI p1ag TmoInTIkAG adphiynong. ‘Epxetal €101 0TO
TTPOOKAVIO TO ABUCCAAED KEVO TWV OTEPEOTUTIWV Kal
UETAPOPWV TTOU XapakTnpiZel TNV OMTIKA TNG AUoNGg
yla tTnv mepioxn.

O1 pépeg evdidueoa
(ouiypiétumo) 2015
KIVNpatToypadiko
Sokiyio, GIAg 16mm
Ynolakd petaypaupévo,
aompduaupo & xpwua,
nxog

48' 27"

Days In Between
(film still) 2015

film essay, 16mm

film digitally
transferred,colour &
black-and-white, sound
48' 27"

anymore in the same way. The topography had
changed within a year insomuch that landscapes
seemed to have vanished and observations were no
longer current. The approach of the film extended
accordingly, so that it now focused on the loss of
images - internal and external. The project itself got
into a flow: as a recurring attempt to approach - the
very constant failure and beginning anew within
this process becomes part of a poetic narrative. The
spiralling vacuum of stereotypes and metaphors
that characterize the gaze of the West onto the
region comes to the fore.

MAPIANNA XPI2TODIAOY
MARIANNA CHRISTOFIDES




67

Ma Tnv Kevipikn €kBeon tng MmievAAg, n KoAektiBa Depression Era eyka-
0101d €éva opadikd €pyo péoa oe éva dwudtio 8x9 pétpa. dTidxvel éva
GUAAOYIKG dokiplo yia Tnv emoxni Kai tov Témo. ‘Otav kdmolog Bpioketal o
ouvexn Kal Badid kpion, otadiakd xdvel dUo Kupiwg mpdyuata: tn duvatod-
Tnta emBiwong Tou ~epyacia, dayntd, kepdiaio, CWTIKEG UTINPECIEG- AANG

Kal Tnv opatdéTnTd Tou. H TPOCWTTIKA TOU IoTopia Sev
urdpxel yia Toug dANoug. Agv €xel TNV gukaipia va
tov el A va tov akouoel kaveig. H Depression Era
emaveudavicel, otn dnudoia odaipa, KATOIEG XAUE-
VEG 10TOpieG, evOETOVTAG TeG o€ €va véo SIKTUO I0TO-
PIRV: €va Hwodiko €IKOVWY, BIVIEO Kal KEIUEVWY TTOU
yag oépvel mépa amd Tnv €moxn 6Tou Ta MPdyuata
eixav aiolo TéNoG. H eykatdotaon mepiAauBdvel €pya
TWV HEAWDV TNG KOAEKTIBAG Kal evOTNTEG EpywV aTid TN
OUVEPYAGia TNG UE €vav EUPUTEPO KUKAO VEWV KAAAI-
TEXVWV TOV TEAEUTAIO XpOvo, HEOW O€Ipdg KAAAITE-
XVIKQV gpyactnpionv. To épyo dev €xel apxn péon Kal
TENOG. AnpIOUPYEl dIAOTAUPWOEIG KAl GUVEXEIG TIEPI-
TAEEEIG OTIG OPIZOVTIEG KAl KATAKOPUDES ETIGAVEIEG
Tou dwuartiou, amévavtl amnd éva Ynoiako live feed
EIKOVWV TTOU Tpododotolv Kabnuepivd, kad' 6An tn
didpkela tng MmevdAe, Ta péAn Tng KOAektiBag - pia
d1apKnAG, autévoun pon xwpic avdoa i emotpodpn. O
XWPOG opyavwvetal ye Bdon tnv mepIoTpodn €vog
opBoywviou 8x9 mdvw otov eautd tou. MpokUTTEl
pia avavtiotoixia. ‘Eva mapddo&o mou evepyorolel
OUOOWPEUCDEIG EIKOVWV KAl VONUATWY, CUCXETIOUOUS
kal kevd. Aladpopetikd onueia kal evétnteg gubu-
ypauppigovtal pe to éva i1 1o dAAo opBoywvio, oTI§
€E0XEG TOU apXIKOU Kal OTIG YKPIZEG CWVEG-ECOXES
NG TEPICTPOPNG Tou deltepou. To €pyo yag mapaué-
Vel U6 ouvexn diaudpdwaon, EEAPTWHEVO KGBe dopd
amd tnv mopeia mou anodacilel o OeATAg va akoAou-
Orioel. O1 evOTNTEG TOU OUYKpoUOoVTal, EVEOVOVTA! Kal
diadoporolioUvtal kaBwg ouvavtouv Tig 5Uo BACIKES
OUVONAKeG TNG MmievdAe: Tnv amaiciodo&ia Tng yvw-
ong Kai Tnv aiclodo&ia Tng B€Anong.

For the main exhibition of the Biennale the Depression
Era has installed a group project inside a room of 8x9
metres, forming a common thesis about our place
and time. When in a constant and deep crisis, people
lose mainly two things: their sustenance -work, food,
capital, basic resources- but also their visibility - the
possibility for their story to exist and be heard or
seen by others. Depression Era makes some of these
lost stories visible and heard again, presenting them
to the public in a new web of stories: a mosaic of
images, video and texts taking us past the age of
happy endings. The installation features works of the
members of Depression Era and projects produced
through the collective's year-long collaboration with
young artists in a series of artistic workshops.

The project has no beginning, middle, or end. It
creates intersections and continuous entanglements
on the room's vertical and horizontal surfaces, against
a digital live image feed by members of the collective,
running for the entire duration of the Biennale - a
constant, autonomous flow without pause or turning
back. The installation is organized around a rotating
square-within-a-square. The ensuing discontinuity
creates a paradox, filled by accumulation, correlations
and sequential voids. Different points and modules
align with either of the two squares, on the bays or
protrusions created by the rotation. Our collective
project remains in a constant state of becoming, its
readings changing along the different tracks of the
audience. The project's points and modules collide,
unite or set themselves apart as they encounter the
Biennale's constituent states, between the optimism
of the will and the pessimism of the intellect.

KoAektiBa Depression Era 2015

dwtoypadieg, Bivieo, Keiueva

‘Arroyn tng eykatdotaong oTnv Mmevdie Ldyxpovng
Téxvng Oegoaiovikng, 2015

Depression Era collective 2015
photographs, videos, texts

Exhibition view at the Thessaloniki Biennale
of Contemporary Art, 2015

DEPRESSION
ERA




AveEdptnta amd 1o y€co mou emAEyel KGBe dpopd, n Ninar Esber mapou-
o1dZel e ta €pya tng TPAGEEIG TTOAITIKAG aVUTTAKONG TToU audioBntolv
EKPAVOEIG TNG AVOPIKAG KUPIapxiag. ATTOKNPUGGE! TIG OIAKPIGEIG Kal avi-
0OTNTEG TTOU armoTeAOUV ATTOTOKO TWV TATPIAPXIKWY CUCTNUATWY. Me

TIg mepddpuavg, ta Bivieo, Tn dwtoypadia kal tn
YAUTTTIKA AOKEl KPITIKA 0TNV UTTOTAYA TWV YUVAIKWY
OTIG aVOPOKPATOUPEVES KOIVWVIEG -€I181KE Tou apa-
BikoU kéopou- divovtag oTo Kolvé To €évaucua va
mpoBANUATIOTEl yIa TIG 0X€o€EI§ TwV dUo GUAWV on-
uepa. 1o Baciouévo o€ Kelpeva Bivieo Tpiywvo yia
TIG yuvaikeg mou arrelfodv (2012) yetadpdlel tnv
eEéyepon TG evdviia ota KABECTWTA KATATIIEONG
Kal AOYOKPIGIag TwV YUVAIKWY O€ 1A XIOUPOPIOTIKA
Kal oUPBOAIKA YAWooa avtiotaong. To Bivieo armo-
TeAeital amd yia atépuovn anapiBunon autapxikwv
EVTOAWYV TTOU amayopeUouV GUYKEKPINEVEG GUUTTE-
pIpopég oe 60eG yuvaikeg, Adyou xdpn, «deixvouv
Ta JaAAIG A To TPOOWTS TOUGY, KPopoUV MavIeEAS-
viay, «kd@ovtal dimAa oe dvipeg oTo Aewdopeioy,
«odnyoUv autokivntoy» i «Zntolv diaguyio». To
JovATOVO GAoUVTIPAK NAEKTPOVIKAG POUGIKAG TTOU
ouvéBeoe o Jacno umoypappiel Tn Aofotoun Tou
TPOKAAEl aUTA n avatpixiactikA Afota ¢peTdddwv
(Mpdkeital yia VouikéG yvwpodotioelg A diatdyua-
Ta mou diaknpuooovtal and BpNoKEUTIKOUG NYETES
Tou loAdu). O tithog Tpiywvo mapaméumel emiong otn
vadiotikA katoxn tng Eupwnng, étav dvBpwrol dia-
DOPETIKWY BpNoKEIWY, PUAWY, oeEoualikol Tpooa-
VAToAIoHOoU Kal TTOAITIKQOV TTEMOIOAcEWY (OA0I TOUG
OUpata Slakpioewyv) UToXpewvovtav va ¢opolv
avayvwploTikd (aveotpapuéva) tpiywva diadope-
TIKOU XPWUATOG 0Ta 6Tpatdrneda CUYKEVIPWONG. H
TPIVWVIKA popodn emavepdavicetal oto H MUAn tng
Avurrakori¢ (2014), éva ¢wtelvd, MOAUXpWUO yud-
Alvo mapdBupo, ¢tiayuévo amd mepioodtepa amod
100 xpwuatiotd yudAiva tpiywva. H KaANITéxvng
eumvelotnke to €pyo amd tnv MUAN tng lotdp, pia
amnd TIG OKTW TMUAES TNG BaBuAwvag, n omoia ntav
aplepwpévn otnv lotdp, otnv acouplakn Bed Ing
YOVIUOTNTAG, TNG aydrng, TOU TTOAEUOU Kal TOU €pw-
1a. H lotdp Atav pia avtidatikh 0ed, mou cuuBoOAIZe
n yébupa avdueoa oTo BNAUKS Kal TO ApPOEVIKOS.
Ed®, 10 Tpiywvo amoktd eVIEAWDG Ol1aDOPETIKES
OUVONAWOEIG: akTIVOBOAEl dw¢ yéoa amd 1o oTol-
X€l0 TNG KATATIiEGNG KAl TwV SIAKPICEWY, EVK EVEXEI
€vav AUTPWTIKO Kal S1adpwTIoTIKG cuuBOAIoud, TTou
BupiZel to 60€vog 6owv TTOAEPOUV KaBnuepIvd yia
Ta SIKAIOUATA TWV avOPWV KAl TWV YUVAIK®V.

Ninar Esber’s work in several media presents

us with acts of civil disobedience that challenge
manifestations of male domination. She denounces
discriminatory inequalities, engendered by
patriarchal systems. Through performances,
video, photography and sculpture she criticises the
subordinate status of women in male-dominated
societies, particularly in the Arab world, compelling
us to reflect on male - female relations today. In
her text-based video, Triangle for Women Who
Disobey (2012), she translates her rebellion against
oppressive regimes and censorship towards women
in a humorous symbolic language of resistance.
The video consists of an endless enumeration of
interdictions and authoritarian bans on women's
conduct, such as: “"Women who show their hair or
their face", “Women who wear trousers”, “Women
who sit next to a man on a bus”, “Women who
drive cars”, “Women who ask for a divorce", etc.
The repetitive electronic musical soundtrack by
Jacno underscores the blunting effect of this
gruelling list of fatwas (legal opinions or decrees
handed down by an Islamic religious leader). The
title Triangle also refers to the Nazi occupation

of Europe, when people of different religions,
races, sexual orientation or political opinions

(who were discriminated against) were obliged to
wear distinctive coloured triangular signs in the
concentration camps in order to be identified. The
triangular form reappears in Gate of Disobedience
(2014), a radiant multi-coloured stained glass
window, consisting of more than 100 coloured
glass triangles. Here, it is inspired by the Ishtar
Gate, one of the eight gates of Babylon, honouring
the Assyrian goddess Ishtar, goddess of fertility,
love, war, and sex; Ishtar was a contradictory force
that symbolised the bridge between the feminine
and the masculine. Here, the triangle acquires a
different connotation entirely: from the repressive
and discriminatory it radiates light and suggests
aredemptive and enlightening symbolism, which
recalls the persistence of those who fight for the
rights of men and women on a daily basis.

H nmUAn Tn¢ avumakon¢ 2014
XPWUATIOTO YUAAT KAl HETAAAIKA KATAOKEUN, GWTIOUOG
230 x 120 k.

The Gate of Disobedience 2014
stained glass and metal structure, light
230 x120 cm




To épyo tou Mounir Fatmi oe kdBe popdn tou -Bivieo, eykataotdoelg,
0x€010, wypadIKA Kal YAUTTTIKA- PJeAETd TNV eudAwtn avBpwmvn ¢uon
Kal avadelkvUel TTIOMTIKEG, KOIVWVIKEG Kal BPNOKEUTIKEG OTEPESTUTIES
TEMOIOAOCEIG Kal TIPOKATAARWYEIG. Zuxvd o KAAANITEXVNG Slgpeuvd Keileva
Kal 51dpopeg popdEG emkolvwviag, amd otixoug tou Kopaviou i tng pu-

OTIKIOTIKAG 0OUPIGTIKAG TIoinong, PEXPI JOKiUIa Tou
Zmvéda kal Jublotopripata tou Salman Rushdie. H
Bivieo eykatdotaon H lotopia dev givai dikA pou yev-
VABNKE w¢ avtidpaon Tou KAAANITEXVN o€ KATI TTOU OU-
véRn 1o 2012 otnv ékBeon Printemps de Septembre
otnv TouhoUZn, mou gixe titho The History is Mine (H
lotopia eivar dikri pou). EMeIdn kdmoia yéAn TG Pou-
GOUAUaVIKAG kolvétntag Bewpnoav «BAdodnuo» 1o
€pyo Tou Technologia (2010), ye TO OTOI0 CUMMETEI-
XE 0TNV €KBEON, 0 KAANITEXVNG UTTOXPEWBNKE va TO
amocUpel amnd 1o peoTIBAN To Bivieo ekeivo ouvédee
Tnv apxaia apaBikni kaAAlypadia pe ta «rotoreliefsy,
TOUG XapakInpioTikoUg omtikoug &iokoug tou Marcel
Duchamp, TIG TIPWTEG SNUIOUPYIEG OTTIKAG TEXVNG
070 MAQiolo TG oUyxpovng BIOUNXavoTIoINUEVNG KOl
vwviag. O kaAAITéxvng dnuioUpynoe 1o H lotopia dev
eivai dikri ou B€NovTag va ekppdoel TNV amoyonTteu-
o Tou, aAAd Kal va amaviAcel oTn AOyoKpicia Tou
€pyou tou. To Bivieo deixvel kdmolov va mpooTabel
amneyvwopéva va ypdyel tov TITAo Tou €pyou o€ pia
ypadounxavn, xpnaigomolwvtag dUo opupid. H auto-
emBaAAbuevn dUGXEpEIa Kal Javia Tou KataAfyouv
o€ €va duoavdyvwoTo KEIUEVO TIOU amokaAUTTEl Ta
ouvalobipata amoyonteuong Kal ekveupiopou. To
€pyo eival éva KauoTiké oxOAI0 yia Tn Aoyokpicia, n
oroia aokeital mdvtote d1d tng Biag. To Moiog eival
o Joseph Anton; eival pia ogipd ¢wtopovtdl Tmou
oUVOUAGZel MOPTPETA TPIWV CUYYPAPEWY: TwV Joseph
Conrad, Anton Chekhov kai Salman Rushdie. O kaA-
AITEXVNG EUTTVEUGTNKE TO €pyo amd 1o YeudwWVUUo
Joseph Anton mou xpnaoiyoroloUoe o Rushdie dtav
KpuBdtav amd toug SIVKTEG TOUG PETE Tov PeTPd
mou €kd6OnKe o€ Bdpog tou, cuvdudZovtag ta pikpd
ovouata twv Conrad kai Chechkov, dUo ayamnué-
VWV ouyypadéwv tou Rushdie. Kivoupevo avdueoa
oto aflomepiepyo kal 1o ducoiwvo, To €pyo eival
pia HEAETN TIAVW 0Tn JUGKOAIG TNG CUAANYNG €vEg
aAnBivol TopTpETou, OTIG EPAUEPES TAUTOTNTES Kal
OTIG BUGIEG TTOU UTTOXPEWVOVTAl GUXVA va KAGvouv ol
KaAANITEXVEG Kal ol dlavooUlEVOl yid va AOKAGOUV TNV
eheubepia TnG €kdpaong.

Mounir Fatmi's work in video, installation, drawing,
painting, and sculpture, examines human vulnerability
and puts into the spotlight political, social and
religious preconceptions and prejudices. He also often
probes different texts and types of communication,
from verses of the Koran and mystical Sufi poetry to
essays by Spinoza or novels by Salman Rushdie. The
video installation History is Not Mine is a reaction to
an incident that took place during the 2012 Printemps
de Septembre exhibition in Toulouse, which was
entitled The History is Mine. Because some members
of the Muslim community considered his work
Technologia (2010), which was being shown there, as
being “blasphemous' his work was withdrawn from
the festival. The video linked ancient circular Arabic
calligraphy and Marcel Duchamp's “rotoreliefs,”

the first manifestations of optical art produced

in the context of modern industrialized society.
History is Not Mine is motivated by his disillusion

and is a response to the censorship the artist has
suffered. The video shows someone desperately
trying to write the title of the work on a typewriter,
using two hammers. The self-imposed difficulty

and fury in the act of typing makes it impossible to
achieve a readable result, making the disillusion and
frustration visible. The work is a poignant comment
on how censorship is always exercised by force.

Who is Joseph Anton?, on the other hand, consists

of a series of photomontages, superimposing three
writer's portraits: Joseph Conrad, Anton Chekhov
and Salman Rushdie. The work is inspired by Joseph
Anton, the pseudonym used by Rushdie when hiding
due to the fatwa imposed on him, combining the

first names of Conrad and Chekhov, two of Rushdie's
favourite writers. Hovering between the intriguing
and the sinister, the work is a study on the difficulty
of capturing a true portrait, on fugitive identities, and
on the sacrifices that artists and intellectuals often
have to make in order to exercise their freedom of
expression.

H Iatopia éev givail dikn pou (Aemtouépeia) 2013
ypadounxavi, ooupid, A4 xapti o€ ypadeio,
Bivteo oe emimedn 086vn, maixvidi Bilboquet,
daktuloypadnpuéva ¢pUANa xapTiol

History is not mine (detail) 2013
typewriter, hammers, A4 paper on office
desk, video on flatscreen, Bilboquet game,
framed typed sheets

MOUNIR
FATMI




O Peter Friedl avaAlel o1o €pyo ToU TOAITIKG, 10TOPIKG Kal TTOAITIOUIKA
mAaiola, Kal diepeuvd ouvBRKEG Kal Ttutoug avarmapdotacng, OTwG Ta
VAWGOOIKG ouoTAPata Kail ol aneikovioelg. EEeTdlel mwg mapdyetal To von-
Ja Kal mW¢ eviote n diadikacia auth yevvd mapepunveieg. To €pyo TOU KaA-
ATEXVN avadelkvUel TNV TETAUEVN 0X€on AICONTIKAG KAl TOMTIKAG ETTYV®-
ong, n orfoia opIouéVeS Gopég MPoKaAel pAyua avdueoa oto emOuuntd vo-
npa Kal og autd mou TeAIKE yiveTal avTIANTITO. ZXeTIKG mapddelyua givar n

yeydAn emypadn and véov, TTou avanapiotd Jia xel-
péypadn dpdon and ta Tetpddia ®uAakric (Quaderni
dal Carcere) tou Antonio Gramsci: «lo posso trovare
fantasie dove non c'e’ nessunoy. O ocuyypad€ag ermi-
xelpel va yetappdoel éva andonacua amnd 1o Bea-
TpIKG €pyo Magnificence Tou EKKeVIPIKOU TIOINTA Kal
oupaviotd John Skelton. Mpdkeital yia éva «nBiko-
TAQOTIKG €pyo» WE aAANyopIKoUG XapakTApES, drou
TO KAAG uTiEPIoXUEl TN PMAXN PE TO KAKS. XTOV OTiX0
1040, o Fancy, évag and toug Npweg, Aéel: «l can find
fantasies where none is» (Mrmopw va Bpw Tn davia-
oia ekei 6rmou dev untdpxel kapia). O Gramsci amodidel
AavBaopéva tn dppdon wg: «lo posso trovare fantasie
dove non c'e’ nessuno» (Mmopw va Bpw Tn davia-
oia ekei émou dev undpxel Kaveig). OpIopEvol Exouv
urootnpi&el 4TI autd 1o «Ppoldikd» oAiobnua, auth
n mapadpoun, mBavév odeiletal otnv amoudvwon
Tou Gramsci, mou €ypade €yKAEIOTOG OTN PUACKA.
Y& KABe mepimMTwon, 1o AdBog Tou eMITPETEl EVAAAD-
KTIKEG epunveieg Tng Tpdtaong. MapdAo mou n petd-
dpaon eival eapaipévn, autd Tou €xel onpacia eival
0TI epxOUaoTE avTIPETWTION UE pia véa pAEn peTtagl
MIKPO- KaI AKPO-TTIOAITIKAG. Méoa amd autnh Tn AemTh,
aBéAntn oxioun katadpépvel va dielocdUoel n embupia
A, yla va 1o B€ooupe Mo ePdatikd, To BAPog TNG Ka-
TAOTOANG. To OUYKEKPIUEVO €pyo €ival éva TTapddely-
Ja tou WS o Friedl xpnoiyorolel Tnv €vvoloAoyikA
avdAuon TnG YAWOOag Kal TwV EIKOVWV WG HoPdN TE-
XVNG, EUMAEKOVTAG TOV MapatnENTh éx1 w¢ madntiko
Beatn aAd wg evepyd apaywyd vonuatog. To deu-
TEPO €pyo, Emroixia Zwypadikn, Xwpic TitAo (1999),
mpayuateleTal tn JUOKOAIO Pag va EUTTIOTEUTOUNE
6oa vopiZoupe 611 E€poupe. O1 Toixol Tou ekBealiakoU
XWpou gival Baupévol HOVOXPWHATIKA Pe éva aonui
XPWHa PHEXPI TO UYOG TwV 151 EKATOOTWY - €va €KATO-
o016 YnAdtEPa amd 1o UPog tou idiou Tou Gramsci (0
omoiog umrédepe amd kKUPwon Tou anéTpePe Tn GUOI-
oAoyIki avdmtuén tou). To €pyo €xel audIAeyOueVO
vonua: and tn pia, 0 XWPog JIVEl JIa «AVTIKEIMEVIKA
mAnpodopiay yia tov Gramsci, XwPi§ va TEKUNPIOVEI
tnv a&lomotia Tng. Amé tnv AAAN, avakaAei ye acapn
Kal armoKAEIOTIKG adalpeTIKG TPATIO Wia mapouacia. Ai-
XWGE Va ouVvIoTd TUTTIKO $OPO TIUAG, KPITIKA 1 ayloypa-
dia, autd TO €VVvoIOAOYIKO «TTOPTPETOM TOoU Gramsci
(av PmopEi KAVEIG va TO XapakINPicEl €0TwW KI €T01)
KaAei Tov Beatni va kataAn&el uévog Tou ota dikd Tou
oupTepdouata yia TNV KANpovouid autng Tng I0TopI-
KNG TIPOOWTTIKATNTAG Kal Tn B€on TNG GTOV oUYyXPOVo
kK6opo. Mg epyaleio Tnv evvololoyikn avdiuon, To
€pyo Tou Friedl wbel Tov Beatn va ackAoel TNV KpI-
TIKA OKEYN TOU.

Peter Friedl's work analyses diverse political, historical
and cultural contexts, and scrutinises conditions and
types of representation, such as language systems

and imagery, in particular. He questions how meaning
is created and how this sometimes can lead to
misinterpretation. His work emphasizes the friction
between aesthetic and political awareness, occasionally
resulting in the rift between what is really meant and
what is actually understood. An example is his large
neon sign, representing a handwritten sentence from
Antonio Gramsci's Prison Notebooks (Quaderni dal
Carcere): "lo posso trovare fantasie dove non c'e’
nessuno” where the author attempted to translate a
passage from Magnificence, a play by the eccentric
English poet and humanist John Skelton. Magnificence
is a "morality play,” with allegorical figures in which
good prevails over evil. In verse 1040 Fancy, one of the
characters, says: "l can find fantasies where none is.”
Gramsci translates the sentence incorrectly: “lo posso
trovare fantasie dove non c'e’ nessuno.” (I can find
fantasies where there is no one). The suggestion is that
the “Freudian” mistake might be caused by his solitude,
being incarcerated in prison, and this of course opens
the sentence to other forms of interpretation. The
translation may be wrong but what is important is

that we find ourselves facing a new collapse between
micro- and macropolitics. It is through this narrow and
unwanted crack that desire, or to be more emphatic,
the weight of suppression creeps in. The work is an
example of the way Fried| uses conceptual analysis

of language and images as an art form, in which he
involves the observer, not as a passive onlooker, but

as an active producer of meaning. A second work,

Wall Painting, Untitled (1999) deals with the difficulty
to trust what we think we know. The walls of the
exhibition space are painted in a monochrome silvery
colour up to a height of 151 centimeters, which is one
centimeter higher than the height of Gramsci (who
suffered from a malformation of the spine that stunted
his growth). The work has ambiguous connotations: on
the one hand the space presents us with a “fact” about
Gramsci, without giving us a clue about its reliability;
on the other, a presence is evoked opaquely by entirely
abstract means. Resembling neither a classical tribute,
nor critique, or hagiography, Gramsci's conceptual
“portrait” (if one could even call it that) again asks the
viewer to work to draw his own conclusions about the
heritage and contemporary position of this historic
figure. Using conceptual analysis as a tool, Friedl's work
engages the viewer in the exercise of critical thinking.

Xwpi¢ TitAo 1995/2015

emtoixia Zwypadikn ge XpWUa aAoupiviou
yetapAntég Siaotdoelg

‘Amoyn tng eykatdotaong: Neuer Berliner
Kunstverein, BepoAivo, 1999

Untitled 1999/2015

aluminum wall painting
dimensions variable

Installation view: Neuer Berliner
Kunstverein, Berlin, 1999

PETER
FRIEDL
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O Ganzeer (yvwotdg kal WG Mohammed Fahmy) eival Aiydmtiog KaA-
ATéxvng dpduou, ypadiotag, €ikovoypddog, EIKACTIKOG KAAMITEXVNG,
UTIAGYKEP Kal AKTIBIOTAG, av Kal o (510G umopeil va unv amodexdtav OAeg
aUTEG TIG €TIKETEG. Efval yvwotdg yia TIG Toixoypadieg Tou, TTou atel-
KoviZouv Toug Pdptupeg TnG ApaBikig AvoiEng, yia ta oTEVOIA Kal Ta
YKpd&dITI TTOU EKBETOUV TNV MOAITIKA Katarmieon otnv Afyurito, aAAd kai
WG aIXUNPSG EMKPITAG TOU OTPATIWTIKOU cupBoUAiou TTou KuBepvd Tn
X®Wpa. H douleld Tou evémveuoe o€ heydho Babud tnv dvBion Tou ykpd-

&ITI TTOAITIKOU KAl €Mavactatikol TIEPIEXOUEVOU
otoug dpououg tou Kaipou. Ta €pya Kal ta ox€d1d
Tou amoteoUv oUuBoAa Tng eE€yepaong, oTnv omoia
mMpocédwoav Pia eUBANPATIKA OTITIKA YAWOOa TToU
€xel ammixnon 6Tov SNPOGCI0 XWPOo YEXPI Kal oAPEPQ.
To €pyo tou pe Titho The Mask of Freedom, yia mia-
pddelyua, Mou KUKAOPOPNOE e Tn Hopdn adiowy,
AUTOKOAANTWV Kal t-shirts, deixvel évav dvdpa oI-
MwUévo, e Ta udtia Sepéva kal Ye Pikpd dptepd oto
Oe&i kal aploTepd EPOG TOU KePaAIoU Tou: Uia OKO-
mun avagopd otnv I0€a tng eAeubepiag. H AeZdvta
ypddel, «XaIpeTIoP6G tou AvwtdTou ZupupouAiou
Twv EvomAwv Auvduewv mpog Toug Ayamnuévoug
Moug tou ‘EBvoug». H omtikA yAwooa €dw eival
dueon, ouPBOAIKA Kal EekdBapn, v TO EIPWVIKO
aVTIMIAITAPICTIKG puhvupa Tou €pyou eival capég. O
Ganzeer avAKel o€ Pia YeVId yevvaiwy, 6appaiéwy,
TOMTIKG €VEPYWV KAANITEXV®YV, Ol Omoiol JE OAEG
Toug TIG duvduelg poomabolv va EPouv Thv aA-
Aayn otnv Aiyurnito. MNa mpwtn ¢opd oTnv I0Topia
NG XWPAG, ol KAANITEXVEG autoi diekdIkoUv Tov
dnudaoio xwpo, mapouacidlovtag oe autév dnuioup-
yieg kal épya pe KpITIKG Tvelua. Otav duwe to 2014
amokaAUdOnKke to mpayuatiké évoua tou Ganzeer,
0 KAAANITEXVNG amoknpUxOnke amd tnv KpatikA tn-
Aedpaon WG «evePYOUPEVO TNG MOUGOUAUAVIKAG
AdeAPOTNTAGY. AUO NUEPEG PETA TO YEYOVOG aUTO,
TO oTmoio akoAoUBnoe n SiwEn Tou KAANITEXVN, Ka-
Tédpuye 0TI Hvwuéveg MoAiteieg. ApvABnke duwg
va Znthoel MoAITIKG douMo, KATI TTou Ba onpaive 6Tl
00 amokKAPUTTE TNV AIYUTITIAKA TOU TAUTOTNTA Kal
10 SIKaiwua Yridou. TuvexiZel va dnuioupyei amd
ToV TIPoowpIve oo Slapovig tou, Tn Néa Yopkn,
mdvtote ye 0TOX0 TNV €ualoBNTOMONGN TOU KOlvoU
6oov adpopd Tnv Katdotaon otnv Aiyurto. ZTnv €k-
Beon mapouacidel yia eykatdotaon amoteAoUPeEVN
amnd éva KOAGZ Ye aviioTaclakéG adioeg ToU OXe-
S1doTnKav Kal avaptnénkav o€ dnPdcioug XWPOoUG
otnv Aiyurito 1o didotnua 2011-2014. To ¢povto &i-
val To avtiypado piag toixoypadiag mou dnuiolp-
ynoe o1o Kdipo to 2013, mou mapoucidlel yia heyd-
An ydta, éva oUuBoAo yia Tov alyurtiakd Aad.

Ganzeer (also known as Mohammed Fahmy) is an
Egyptian street artist, graphic designer, illustrator,
visual artist, blogger and activist although he would
probably reject all of these labels. He has become
known for his murals depicting the martyrs of the
Arab Spring; for his graphics stencils and graffiti
exposing political repression in Egypt; and for his
outspoken criticism of the Egypt's ruling military
council. His work became one of the driving forces

of political and revolutionary graffiti on Cairo's
streets. His street art and graphic work have become
emblematic of the uprising, and at the same time
have given it an iconic visual language that has
resonated in public space to this day. The Mask of
Freedom, for example, which circulated as posters,
stickers and t-shirts, depicts a man who is gagged
and blindfolded with tiny wings on each side of his
head: a deliberately decorative idea of freedom. The
caption beneath reads, “Salute from the Supreme
Council of the Armed Forces to the Loving Sons

of the Nation.” The visual language here is direct,
symbolic, and unequivocal, while the ironic anti-
militarist message is crystal clear. Ganzeer is part

of a generation of courageous, outspoken politically
engaged artists who have been actively working to
effect change in Egypt, and who have -for the first
time in the country- claimed public space through
critically creative means of expression. In 2014,
however, Ganzeer was identified by his real name and
denounced on state television as a “recruit of the
Muslim Brotherhood.” Two days after this event which
opened the way for persecution, the artist left for the
US, though he refuses to ask for political asylum and
thus relinquish his Egyptian identity and right to vote.
He continues to work from his temporary home, New
York, to raise awareness about the situation in Egypt.
In the exhibition, he shows an installation comprised
of a collage of resistance posters designed and used
in Egypt between 2011-2014, against the backdrop of
areproduction of a mural painted in Cairo in 2013 of a
large cat, a symbol for the Egyptian people.

4 xpovia va oveipeUeoai emkivéuva 2011-2014
KOAGZ avtiotaciakwy méoTep, Mou oxedIAoTNKAV Kal
xpnoigomolnBnkav otn Afyumto petagy 2011-2014,
oxnuati¢el To ¢évTOo piag Toixoypadiag mou
Zwypadiotnke 0to Kdipo 1o 2013

9,7x3,2 .

Atroyn TnG eykatdotaong otnv Mmievdie
ZUyxpovng Téxvng Oecoaiovikng, 2015

4 Years of Dreaming Dangerously 2011-2014
collage of resistance posters designed and
used in Egypt between 2011-2014 forms the
backdrop for a reproduction of a mural painted
in Cairo in 2013

9,7x3,2m

Exhibition view at the Thessaloniki Biennale of
Contemporary Art, 2015

GANZEER
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O appevikAg kataywyng Mekhitar Garabedian mépace tnv maidikA Tou nAI-
Kia otn Zupia kar ormoldace oto BEAyI0. Adyw TNG «UPBPISIKAGY KATAywyAg
TOU, T0 {ATNWA TNG TAUTOTNTAG KATEXEI KEVIPIKA B€on oTo €pyo Tou. Eite
eEepeuvd Tn dIKA TOU TAUTATNTA KAl KATAYWYA, avIA®VIAg €urveucn amnod
TNV 10Topia Kal TIG UVARES Tou TIAPeABOVTOG, eite Sigpeuvd yeVIKOTEPA TIG
51ad1KACIEG OXNUATIOUOU TOU UTIOKEIUEVOU, TO €PY0 TOU TTAVIOTE €XEl WG
€mMikevtpo TN B€on Tou atéuou oe €vav oUyxpovo KOOHO TTou Jlapopdw-
VETAI ané Ta YETAVAOTEUTIKG Kal amodnuntikd pedpata. EEgtddel TIg moikI-

AOUopdEG PREEIG TTOU TTPOKAAET N peTavdoteuon, eV
evOIaPEPETAl yIa TOV TPATIO PE TOV OToI0 N YAWOOIKA
odaipa Sopei tnv Yuxn pag kar Tn B€on pag otov
Kéopo. ‘OMwG Kal n TMPOoWTIKA Tou mopeia otn Ala-
omopd xapaktnpiZetal ané MoANamAd oTpWHATa Kal
emnimeda, €101 Kal T0 €pyo Tou BpiBel amd mapamourég
OTN AOYOTEXVIQ, TN POUCIKA, TN $IAocodia Kal TIG €I
KaoTIKEG TEXVEG. O KIvnuatoypddog Asitoupyei cuxvd
w¢ onpeio avadopds otn SouAeld Tou. TNV €KBeoN
napouciddovial 0Uo Kelpevikd €pya, To ypduua tou
AAeE, ané tnv taivia O1 Epactég tng MEpupag (1991)
(2013-2014) kai To ypduua tng MIoEA, aré tnv taivia
O1 Epaotés tng MEpupag (1991) (2013-2014). Kal ta duo
npoépxovtal ané tnv taivia Or Epaotés tng MEpupag
Tou Leos Carax. Ta keipeva avadépoval oTnv EpWTI-
Kn oxéon avdueoa oToug 6Uo MPWTaywVICTES. Ta €pya
autd diepeuvolv Tov 1I81aiTEPO XapaktApa Kai Tig 1510~
TUTTiEG TNG YPadNG, 6TIoU N popdn Kal TO MEPIEXOUEVO
amoteAoUv €kdppacn Tou idlou cuvaicBAPATog, eV PO~
KEINEVW TNG aydnng xwpig avtamdékpion. Eva duopdo
kaAokaipr akéua (2014) ival 0 aio1650£0G aAANd YAUKS-
TMKPOG TITAOG WIag eykaTdoTaong Pe Tn Hopdh ogipdg
avilypddwv piag aiwpoUuevng 166€AIGNG ednuepidag.
O TiTAog mpoépxetal amd yia KApTa TITAWV NG Taiviag
O1 Kapaumviépol tou Jean-Luc Godard, mou éxel wg
0€ua TIg Bnpiwdieg Tou MoAEpouU. H ednuepida mapou-
o1dZel keipeva amé tnv Taivia, Tou PIAoUV yia tn patal-
4TnTa TOU MOAENOU Kal avTmapaBdAAovTal UE EIKOVES
amd apxalohoyikoUg TOTIOUG Kal uvnueia otn Xupia. To
Le cinéma, ¢a sert a ¢a, Exergue (Pour C.B.) (2015) &i-
val éva véo €pyo, To omoio SnuIoUpyNnoE 0 KAANTEXVNG
€101Kd yia TNV MmmevdAe @soocalovikng. Mpodkeital yia
pia Zoviava mepdopuavg, ou Ba mpaypatonolgital
ampoeldornointa kal o€ 31IaPpopeTIKOUG XPOVOUG OTOV
ekBeolakd xwpo. ‘Evag tpoBadoupog tplyupvd otov
XWpo Kal tpayoudd &avd kal &avd ta idia dvo 1pa-
youdia, aAAdZovtag Opws Kabe dopd to Udog. Ta duo
Tpayoudia akoUyovtal GE OKNVEG KIVNUATOYPADIKWV
TavI®V: To Parce que, o€ MPWTN ekTéAeon Tou Charles
Aznavour, TTPoEPXeTal anmd oknvA NG taiviag H Aikri
uag Nuxta tou Leos Carax, v 1o Allo, tu m'entends,
TO ormoio tpayoudnoe o Guy Béart, ival and oknvi
NG Taiviag Tou Jean-Luc Godard Eva ZaBBatokupia-
k0. To deUtepo Tpayoudi Bupicel emiong oto Kolvd Tn
OnuodIAA ektéleon amd tn Dalida. To €pyo avrikel o€
Jia o€1pd TIou Katamdvetal e Tov Kivnuatoypddo (wg
odnyd TNG CwNG), vy amoTeAsl Kal évav oToxaoud
ndvw otnv emBupia, Tn vooTtalyia, Tn Aaxtdpa Kai, eV
TéAel, TNV B1a TNV Urapén.

Mekhitar Garabedian is of Armenian origin, spent his
childhood in Syria and studied in Belgium. Coming
from this hybrid background, identity forms a key issue
in his practice. Whether he explores his own identity
by researching his ancestry, inspired by history and
recollections of his past, or whether he interrogates
more generally the processes of subject formation,

his work always probes the place of the individual

in a contemporary world shaped by migration and
diaspora. He examines the ruptures caused by
migration using diverse media, and examines how the
linguistic domain structures our psyche and position

in the world. Just as his personal diasporic history is
layered, Garabedian's work echoes with a multiplicity
of references to literature, music, philosophy and visual
arts. Cinema often forms a frequent reference point in
his work. Shown in the exhibition are two text works,
Lettre d’Alex, from Les Amants du Pont-Neuf (1991)
(2013-2014) and Lettre de Michéle, from Les Amants du
Pont-Neuf (1991) (2013-2014). Both are taken from the
film Les Amants du Pont-Neuf by Leos Carax. The texts
refer to the amorous relation between the two main
characters. These works represent an investigation into
the special character and peculiarities of handwriting,
where form and content are an expression of the same
sentiment, in this case an unrequited love. Un bel été
quand méme (2014) is the optimistic but bittersweet
title of an installation consisting of a publication in

the form of a series of copies of a suspended 16 page
newspaper. The title is taken from an inter-title of

Les Carabiniers, a Jean-Luc Godard movie about the
atrocities of war. The newspaper features texts from
the film that refer to the futility of war, juxtaposed
with images of ancient sites and monuments in Syria.
Le cinéma, ¢a sert a ¢a, Exergue (Pour C.B.) (2015) is

a new production for the Thessaloniki Biennale, a live
performance, which will take place unexpectedly, over
time, in the exhibition space. A guitar player walks
through the space as a troubadour and sings two
songs over and over again in different moods. The two
songs refer to film scenes. Parce que, originally sung
by Charles Aznavour, is from a scene in Mauvais Sang
of Leos Carax, and Allo, tu m'entends sung by Guy
Béart is from a scene in Jean-Luc Godard's Weekend,
which also evokes a popular version by Dalida. The
work is part of a series of works investigating cinema
(as a guide for life), as well as a meditation on desire,
nostalgia, longing, and finally existence itself.

‘Eva 6uoppo kaAokaipi akéua (Aemtouépeia) 2014-2015
€kdoon (aompduaupn, 160€A., 41,5 x 30 €K.), olpua,

25 HETAANIKE KAITT

yetapAntég diaotdoelg

Un bel été quand méme (detail) 2014-2015
publication (b&w, 16pp., 41,5 cm x 30 cm), wire,
25 foldover clips

dimensions variable

MEKHITAR
GARABEDIAN




O Piero Gilardi gival mepioodtepo yVwoTdG via Ta tappeti-natura: TIg emi-
damédieq eykaTaoTdoel§ Kal Ta emtoixia avdyAlupd tou, dptiaypéva amd
appd moAuoupeddvng otn popdn GUTWY, PPoUTwV, TETPWHATWY KIA.
Ta €pya autd evidooovtal o pia 1S1aitepn evoTNTa, TOU XApaKTNPiZeTal

andé tnv €viovn OIKOAOYIKA OUVEISNGN TOU KAANITE-
xvn. AlyGteEPO yvwotd €ival Ta mMoAITIKG €pya Kal ol
106QMOTIKEG TIPOOTIABEIEG TOU va XTioeEl YEDUPES
avdApeoa oTnv TEXVN Kal TNV Kolvwvia. O1 BEwpNTIKES
Tou €peuveg MAvw o€ autd To ZATnua utnp&av onpa-
VTIKEG yIO TNV KOIVWVIKG 0TpaTeUPévn TEXVN, EVA N
GUUPBOAN Tou avayvwpiletal TAéov onPEPa wG Peido-
VoG onpaociag. Av kal mpwtomdpog Tng Arte Povera,
oTIG apx€G tng dekagtiag tou 1970 o Gilardi katé-
An&e ot1o cuumépaopa 4Tl To €mMavacTatikd mvelua
Kal ol IBEaAICTIKEG apXEG TOU KIVAPATOG €ixav apxi-
o€l va EeBwpidZouv. Tov evOXAoUCE n EVIEIVOUEVN
gUTopeupatononon tou KOOPOU TNG TéXvng, amd
ToV oToio 0 810G E€koPe amdtoua. Tn dekasTia Tou
1970, pia deKaetia yeVIKOTEPNG KOIVWVIKAG avata-
paxng kal SlayapTupiag, EypaPe BewPNTIKEG avaAl-
OEIG YIA TNV KOIVWVia Kal Tov MoAITIoNd. Alopydvwoe
dpdoelg kal diapaptupieg o epyootdoia aAAd Kal
0eatpIikd OPWHEVA, EVW CUUUETEIXE OE KOIVWVIKEG
Kal TOMITIKEG TTPWTOROUAIEG. To 1983 emavAABe otov
KAAMTEXVIKO KOOpO, dnuioupywvtag O1adpacTIKES
EYKATAOTACEIG Kal OXECIAKA €pya, UE KOIVOTIKEG Kal
akTIBIOTIKEG SPAOEI§ KAl KOIVWVIKEG SpaotnpidTNTEG,
EMIXEIPWVTAG VA OUVOEDE! TNV TEXVN, TN UGN Kal TNV
Kolvwvia. ZTnv MmevdAe mapoucidlel Tnv EmAgyué-
VN TEKUNPIWON yia 0TPATEUNEVN TEXVN, 1972-1981, uia
oUAOYR adlo®v SlauapTupiag, oaTIpIK®WV OKITowv
Kal uAladinv amd TI¢ dekaetieg Tou 1970 Kal Tou
1980, tnv €moxn TNG €vIovNng TMOAITIKAG Tou dpdong.
H evétnta mepidauBdvel ox€dia, okiToa kal pwIoypa-
dieg ye Bepatoroyia epmveucuévn amd avti-Blounxa-
VIKEG Opdoelg, Ta epyatTikd dIKAI®UATA Kal avTIKaTI-
TaMoTIKd ouvenpata. Opiopéva otpédovtal KaTd Tng
Fiat, Tou mpotupyiou tng Blounxaviag Tou Topivo. To
Topivo UTTNPEE TO ETIKEVTPO TOU £pYATIKOU KIVAUATOS
oTnv ITaAia, ye KaBopIoTIKA TN cuPBOAn Tou Gilardi.
01 adioeg, mou mapouacidZovtal oTn Bitpiva MAdI ota
KelUeVa TeEKUNpPiwoNG, éxouv emiong Bepatoloyia di-
apaptupiag kal avtiotaong, evw eumvéovtal and ta
€pYaTIkd Kal GoITNTIKA KIVAPATA TNG EMOXNG. DE€pouv
OMOIGTNTEG PE TNV a10ONTIKA Tou Mdn Tou ‘68, av Kal
oplopéva eival mo MoAUXpwua Kal PUXeSEAIKA, EVW®
amoTuT®@VOUV Jid TTOAU GNPAvTIKA OTIYPA YIa TN GUA-
AoyIKN KOIVWVIKNA cuveidnon otn NoTia Eup@nn - pia
oTIyun 181aiTepa eMiKalpn oRPEPQ, OE Wia TIEPIOd0 Kpi-
ong otnv mepioxn. O TOAITIKOG akTIBIoudg tou Gilardi
TTapapével oTIG EPEG Uag 10XUPAG, TIEIOTIKOG Kal ETTi-
KalpoG. H katnyopnuatikn kaAAITexvikn 8€on tou, n
TPOOAAWON TOU OTOV 0TOX0 TNG KOIVWVIKAG aAAayig
Kal n drmoyn tou OTI n TéXVN UTIOPE va amoteAEoel
€pYaAeio oToV aywva Katd tng adikiag kai tng aviod-
™nTag, €xel va pag S18dEel oAAd.

Piero Gilardi is probably best known for his tappeti-
natura: floor installations and wall reliefs made of
polyurethane foam in the form of plants, fruits,
rocks, etc., which are part of a distinct oeuvre with
a strong environmentalist position. Lesser known
are his political works and idealistic endeavours to
bridge art and society. His theoretical research in
that field has been important for the application

of art in society, and his contribution in that field

is being re-examined today as being of particular
significance. As one of the early practitioners of
Arte Povera, by the early 1970's Gilardi felt that the
revolutionary spirit and idealistic principles of Arte
Povera were fading away; he felt uneasy with the
growing commercialisation of the art world, and he
withdrew abruptly from the art world. During the
1970's, a decade of social unrest and protest, he
wrote theoretical analyses of society and culture.
He organised actions and protests in factories, as
well as street theatre, and participated in social
projects and political initiatives. In 1983 he rejoined
the art world again with interactive installations and
relational art projects, including political activism
and community actions and outreach programmes,
with the purpose to connect art, nature and society.
In the Biennale he presents Selected documentation
about militant art, 1972-1981, a selection of protest
posters, satirical cartoons and flyers from the
1970's and 1980's, the time of his intense political
activity. This ensemble includes drawings, cartoons
and photographs related to anti-industrial action,
workers rights, and anti-capitalist slogans. Some of
it is directed at Fiat, the bastion of Turin's industry.
The city itself has been the epicentre of the workers’
movement in Italy, and Gilardi was very much
implicated in this. The posters, which are shown
alongside the documentation in the vitrine, also
relate to dissent and resistance, and the workers
and students movements of the time. Similar to the
aesthetics of May 1968, though sometimes more
colourful and psychedelic, they are a testimony to
an important moment of collective social awareness
in Southern Europe, which is worth re-visiting

in the light of the current crisis. Today, Gilardi's
political engagement remains strong, convincing
and relevant. His unequivocal artistic position,
committed to social change, and his view of art as a
tool in the fight against injustice and inequality, still
has a lot to teach us.

6 MOAITIKEG adiogeg 1969-1981 kal

EmIAeyuévn TEKPNPIWON yia oTPATEUPEVN TEXVN 1972-1981
pyetagotumieg og xapti, 70 x 50 €Kk. n kGBe pia

ka1 20 épya: ox€dia, mpotdoeig, pwtoypadpieg 90 x 160 k.
‘Artoyin TnG eykatdotaong otnv Mmievdie

ZUyxpovng Téxvng O@eooalovikng, 2015

6 political posters 1969-1981 and

Selected documentation about militant art 1972-1981
serigraphies on paper, 70 x 50 cm each

and 20 pieces: drawings, projects, photos, 90 x 160 cm
Exhibition view at the Thessaloniki Biennale of
Contemporary Art, 2015

PIERO
GILARDI




«ZTnV mpayuatikéTnta to tomio dev ATav tomio, aAAd €va 191aitepo €i60g
nAloTumiag evog eIBUANIOKOU KOOUOU KaTtarmeoTikoU YEYaAEiou, TTou aTié-
TUXE Va KATAKTAoEl TNV aBavaacia kal autokataotpddnke. Mepimiavidpouv
o€ pla KIvoupevn g1kéva, yia Tnv ortoia dev gixa EekdBapn gIkEvay.
Robert Smithson, A Tour of the Monuments of Passaic New Jersey

310 dokiplo ou €ypaye 10 1967 pe titho The Monuments of Passaic, New
Jersey (Ta Mvnueia tou Passaic, Niou TZ€paoel) o Smithson opydvwoe Kal
katéypaye €va mneipapa: yia mapwdia evog nuepoAoyiou Ta&idiol otn ye-
VETEIpd Tou, TO MpodoTio Passaic tou Niou TZépael. 1o dokiuio maidel tov

pAAO TOU apxaloAdyou Tou mapatnpel amd to YEAAoV
Ta €peima ota oroia €Xxouv PETATPATEI OI AOTIKEG
OouEG Tou onpepa. Mupiopévo oe dIdoTNUa TPIWV
ETWV, 0 DIADOPETIKEG ETIOXEG TOU XPOVOU Kal WPEG
™G nuépag, To Bivieo As to Posterity akoAouBei og
VEVIKEG ypauuég Tn peBodoAoyia tou Smithson, auti
™ $dopd Suws o Témog dev eival ta mpodotia Tou
Niou T¢€poei aAAd pia apxaia untpdmoAn, n SIKA Pou
yevételpa, n ABriva, ota xpdvia tng Kopudwaong Tng
0IKOVOWIKAG Kpiong. To Bivteo eival yia cuAoynh omti-
KWV OToIXEiwV amd tnv epnuwuévn ABrva Tou eyyug
pEANOVTOG. O KdTolKol TNG TOANG €xouv eEadavioTel
HUOTNPIWdWG, adrivovtag miow Toug €va tableau
mourant and omAIoPEévo OKUPSOOEUA Kal WETAAAIKE
Kal TAaoTIKG xaAdopata, mou cuvundpxouv pe to &a-
KoOUoTO pdpuapo kai Tnv TomkA xAwpida kai mavida.
H taivia aviAkel ev u€pel 0To €i00G TNG EMOTNUOVIKAG
davtaociag kal ev Yépel oe autd TOU apxaloAoyikou
yuotnpiou. O BeatAg GUUPETEXEI GE IO TTAPACTATI
KA mepiynon ota epeima tng véag EANGSag, péoa
amé pia mapouciaon upnudTwy TOU XPNoIJeUouUV
WG oToIXEla yia TNV TUXN TWV AYVOOUUEVWY TIPWTA-
YWVIOTWV TOU GIAY, TwV KaToikwv Tng ABrvag, mou
Adumouv d1d TngG amouaiag Toug. H apXIkn you oKEWn
ATav va kataypdyw to AANOTE OIKEIO AOTIKO TIEPIRAA-
Aov, kKaBws udiotatal Bialeg kal paydaieg aAlayéEg.
Ma kdmoloug dyvwoTtoug o€ epéva Adyoug, n dANote
odulouca amd Lwnh arAd Twpa mapakudZouoa mOAN
€Kave Toug avBpwroug va eEadpavicovtal amd To mAd-
VO, TPOOhEPOVTAG amAdXEPa EIKOVEG €pNUOTIOINGNG
Kal a0TIKAG TTapakunig, Xxwpig va xpeidgetal n OIKA Pou
urtepBoAni. Akéua ki gkeivol ol Aiyol dvBpwriol TIou -
¢avidovtav oto mAdvo, éuolalav pe pavidopata. H
napatipnon auth yévvnoe pgéoa You Tn okEYN OTI
n ABnva éxel petagopdwbei oe €vav apxaloloyikd
610, 610U OAa TA KTipIa Kal 01 ACTIKEG DOUEG aToTe-
AouUv éva cUvolo amd pataiwpéva péAlovta. Kdrmola
oTiyun amoddoica ouveldntd va eEadpaviow pe SIkA
Jou mapéuBacn Toug avepwTIoug, XPNOIUOTIOIWVTAG
Tnv KAUEPA Kal ta Tevixpd PEoa Kivnuatoypadikng
eEamdtnong mou eixa otn di1d6eon pou. ‘Etol, n tal-
via mou apxikd okdTeua va yupiow yia va kataypdyw
TO «OAUEPAY, 0TAdIaKE HETAPOPPWONKE O €va €pyo

“Actually the landscape was no landscape, but a
particular kind of heliotypy, a kind of self destroying
postcard world of failed immortality and oppressive
grandeur. | had been wandering in a moving picture
that | couldn't quite picture”.

Robert Smithson, A Tour of the Monuments of
Passaic New Jersey

In his 1967 essay The Monuments of Passaic, New
Jersey Smithson, orchestrated and documented an
experiment: a parody of an urban travelogue in his
suburban birthplace, Passaic, where he assumes the
role of an archaeologist, envisioning contemporary
structures, as if seen from the future, in the form
of ruins. Filmed over a period of 3 years, during
different seasons and times of day, As to Posterity
loosely applies Smithson's methodology not to
suburban New Jersey, but to an ancient metropolis,
my own birthplace, Athens, through the years

at the height of the economic crisis. The video
consists of a collection of visual evidence from an
Athens of the near future devoid of humans. Its
inhabitants have mysteriously disappeared, leaving
behind a tableau mourant of reinforced concrete,
metal and plastic debris coexisting with glorious
marble and the local flora and fauna. Part science
fiction, part archaeological mystery, the work
offers a picturesque expedition of the new Greek
ruins, through an apposition of findings that serve
as hints for the unknown fate of the film's elusive
protagonists: the -conspicuous by their absence-
Athenians. My initial thought was to document

my once familiar urban environment, undergoing
violent and rapid change. For reasons | cannot
explain, the -once bustling, at the time in recession-
city was making people disappear from the frame,
generously offering images of desertification and
urban decay, without too much exaggeration on my
part. Even those few that appeared in the frame
looked like ghosts. This observation triggered

the thought that Athens has been transformed

into an archaeological site, with all buildings and

JyuBomAaciag kal yuotnpiou, Tou orofou umotiBeTal
WG PoNYRBNKE €va olkovouikd €ykAnua. Ta epeimia
emMOExovTal TOANATAEG aVayVWOoEIS, TPododoTWvTag
Jag pe minpodopieg kal okéPelg éx1 yévo yia to ma-
peABSV aAAG Kkal yia to mapdv. To €pyo Hou KaAel Kal
evBappuvel tov Beati va kataAi&el otig dIKEG Tou
uttoB€0€Ig kal oupmepdopata. ‘H Kal va pynv Katain-
Eel oe Kavéva ouumépaocpua. Kpeittov Tou AaAeiv to
olydv.

Mapiva rNaotn

As To Posterity
(otiypiétumo) 2014
yovokdvaho Bivieo,
XpWHa, AXog

12

As to Posterity
(video still) 2014
single channel
video, colour, sound
12'

urban structures representing an abandoned set

of futures. At some point | consciously decided

that | would make people disappear. Using my
camera, via the modest cinematic trickery | had
available. So, what aspired to be a document of the
“now", gradually morphed into a work of fiction,

a mystery - allegedly preceded by an economic
crime. Ruins can be read in many different ways,
providing us with information and thoughts not only
about the past but also about the present. My work
invites and encourages the viewer to make his own
assumptions. Or make no assumption at all. The less
said, the better.

Marina Gioti
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Apyd 2015 Late 2015
egykatdotaon, dikdvaAn mpoBoAn Bivieo, AX0G, Xpwua installation, double video projection, colour, sound
17" 17"

«Aiyoug pnveg apydtepa, Kal eve akoua mpocomabouoa va cuveldn-
TomoINoW TN véa pou katdotaon, dpxioa va ypddw €va HAKPOOKEAES,
emeEnynuatikd ypduua otn pntépa pou mou eixe meBdvel 6Uo xpdvia
vwpitepa. To ypdupa autd ATav N pWIN, KaBuotepnuévn Yyou amomelpa

va kKAgiow o€ pia eviaia apriynon tn {wn you, TNV
omoia og peydho Babud eixa eykataAeiPer otn Poi-
pa NG, XWPIG opydvwaon, Xxwpig oe1pd, Xwpig oKOTION.
310 autoBloypadikd Tou Sokiuio Between Worlds, o
Edward Said avadépetal oe éva avékdoTo ypduua
mou eixe ypdwel mpog tn untépa tou. O Halloubi ta-
EidePe péxpl tn Néa YOpkn yia va To avakaAUyel.
KaBw¢ aduvatoloe va 1o EVIOTIOEl, N Amoucia Tou
ypdupatog éotpePe T doUAEId TOU TIPOG Wia véa
kateubuvon. Ztn Bivieo-eykatdotaon, o Halloubi
dINOTEXVEI TO TIOPTPETO TOU ouyypadéa pe Bdon
yia dwtoypadia tou xeplol Tou Said TTou BpéBnke
oto Slauépiopa Tng yuvaikag tou, Mariam. O Said,
mpog¢ 1o TéAo¢ TnG ZwNh¢ Tou, acBbevig, €xoviag
eniyvwon tng BvntdtnTtdg TOU, H€oA oTNV TIOAITIKA
évtaon tng mepiddou Tou akoAouBnoe ta yeyovo-
Ta ™ng 1Ing XemtepuPpiou, EI0EPXETAl O YIa TENIKA
¢don kal otoxdletal Mvw 0To UOTEPO KAANITEXVI-
KO UG, OIEPWTWUEVOG «TI 6a Aéyaue duwG yia Tnv
Uotepn TePiIodo Tou KAAMTEXVN, 1IBWUEVN OXI WG
mEPI0S0G apuoviag Kal EMAUONG TWV ECWTEPIKWOV
OUYKPOUGEWY, aAAd wg mepiodog adiaiAa&iag, du-
OKOAIGG Kal avemAuTwv avTipdoewv;». H dikdvain
eykatdotaon Apyd EMIKEVIPWVETAI OTO TI cuuPai-
VEI 6TaV 0 KAAMTEXVNG €10€pXETAl TNV UOTEPN TIE-
piodo TnG dnuloupyiag Tou, 0TA CTOIXEIQ TTOU €XEl
AaTmEUTTOANCEI N eYKATAAEIYEI, eyeipovTag epwTApa-
Ta yia tnv idia tn dUon NG TEXVNG: TI oNPaivel va
emnpedleIg Kal va ouvexiCelg va dnuloupyeig; Aev
eival dpaye amAw¢ pia dpvnon Tou téAoug; Mola &i-
val ekeivn n dUvaun Tou UTopei va avayevviétal kal
Va UTTNPETEITAl 0€ JIAPOPETIKEG XWPEG KAl ETTOXES
amé dAAoug; Auti n Zwoa, KivntiApiog duvaun, dev
eival dpaye 1o avtiBeto tng 18€ag Tou Néou umd TNV
€vvola Tou MPWTAOTUTIOU TToU €ival ammokKouuévo amo
KaBeTi MOU avrikel 0To TApeABIy;

Hamza Halloubi

“A few months later, still trying to assimilate

my new condition, | found myself composing a

long explanatory letter to my mother, who had
already been dead for almost two years, a letter
that inaugurated a belated attempt to impose a
narrative on a life that | had left more or less to
itself, disorganised, scattered, uncentred.” In his
autobiographical essay Between Worlds, Edward
Said mentions a letter he wrote to his mother,

a letter that has never been published. Halloubi
travelled to New York in search of it; but while the
letter remained elusive, its absence altered the
direction of his work. A photo of Said's hand found
in the apartment of his widow, Mariam, is used

in the video installation to represent an intimate
portrait of the writer. Who, nearing the end of his
life, ill, aware of his mortality, in the urgency of the
post-9/11 political situation enters a final phase and
begins a reflection on late style, asking “But what
of artistic lateness not as harmony and resolution,
but as intransigence, difficulty and unresolved
contradiction?” The two-screen installation Late
dwells on what is deserted and abandoned or
happens late in the tale, asking questions about
the very nature of art: What is it to influence and
continue to make art? Is it not simply a refusal to
have done? What is that force which is able to renew
itself and continue in other lands, other period and
with other authors? That living, moving, force - is it
not the opposite of the idea of the New presented as
original, cut off from all that is past?

Hamza Halloubi

HAMZA
HALLOUBI
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H Meodyelog éxel va emdei&el yia yakpd Kal moAutdpaxn TOAITIOUIKNA,
TOAITIKA KAl KOIVWVIKA 10Topia. BpiokeTal 010 otaupodpdul TTOAAWDY
TOANTIOU®WVY Kal €ival n matpida mARBoug YAwoowy, mapaddoewy Kal
Bpnokelwv. AvékaBev amoteAoloe pia meploxn eAmidag, aAAd kal ou-
YKpoUGEwV. AKOUA Kal OAPEPQA TTOAAEG HEGOYEIOKES XWPEG TaAavidovtal

amé kolvwvikd mpoBAApata kal amoteAolv B€atpo
amotpdénalwyv Bnpiwdiwyv. H NéTia Eupodnn umodE-
PEI amd TIC CUVETTEIEG UIAG TTAPATETAPEVNG KAl OU-
Xxvd 0papatikAG OIKOVOUIKAG Kpiong. OI XWPES TNG
Bépelag Adpikng eival umAeyuEveG otny poBAnpua-
TIKA emadpiov InG ApaBikiAg Avoigng. ATIEATTIONEVOI
JeETavAoTeg emixelpolv katd xiIAIddeg va diaoxi-
oouv Tn Meodyelo, eATiCovtag Ce pIa KAAUTEPN
¢wn, cuxvd MAnpwvovTag Pe tnv idia Toug th CwA.
KaBw¢ n Meadyelog amoteAei tov dNPODINECTEPO
TOUPICTIKS TIPOOPIOUO TAYKOOMIWG, 0 Hallkog Tou-
pIoP6G EMOIKIZEN TIG NAIGAOUOTEG AKTEG TNG, ATIOTE-
AOVTaG €va amd ta kUpia aitia tng mePIBAAANOVTIKAG
uroBd&Buiong tng. Ta teAeutaia mévie xpdvia, o
dwtoypddog Nick Hannes éxel emokedtel €ikool
UECOYEIQKEG XWPEG. Mpoidv autwv tTwv Ta&Idinv
gival n dpwtoypadikn evotnta pe titho Meadyeiog.
H ouvéxeia tou avBpdmou (2010-2014). To vToKIua-
VTEPIGTIKO OTIA TOU, CUYKPOUGIAKS aAAd Kal yeudto
S16pacn Kal XxIoUYop, amoTUTIWVEI Kpiolpya ZnThAuata
ToU armaoxoAoUv onpepa th Meodyelo, OTTWG N e~
Tavdoteuon, N aoTIKOTOINGN, N TTAPAOIKOVOWia, ol
TTONITIKEG, KOIVWVIKEG KAl BPNOKEUTIKES OIAIPETEIC,
Kal 0 Hadikdg toupiopdg. O dwtoypadieg Tou ava-
S€IkvUOUV TNV TEPITTAOKOTNTA HIAG TIEPIOXAG TTOU
BpiBel amd aixunpég aviiBéoelg. O1 gIkOveg eival
moAuetimedeq kal dipopolpeveg. To aviapd Mova-
K6 Kal n euméAeun F4Za Bpiokovtal ota mapdAia tng
{d1ag BdAacoag, SUwG N KATAoTaAch TTOU EMIKPATES
otoug dUo autolg TéToug dev Ba umopoUoe va eival
mo SladopeTikA. BAémoupe eIkdVEG EEQIPETIKA TTOI-
KINGUOPDEG (Kal evioTe COUPEANIOTIKEG): ToV Adpl-
Kavé yupoAdyo va mouldel couBevip o€ pia Kopwn
nAIKIoPEVN Kupia mou KdBetal oAdyuuvn otnv &a-
TADOTPA TNG TTAPaAAiag, T0 coupeaAIoTIKS yaunAlo
mdptimou éxel otnBei o€ éva Bevlivddiko, TOV JETA-
dopéa evog kataotApatog tng aiuacidag Kentucky
Fried Chicken mou éxel mayideutei o€ yia d1adNAW-
on, To mapatnpntriplo Tou OHE va oTéKel 6TO PECO
piag maidikng xapdg, ¢wa mou BookoUv OTIG OTEYES
TTOAUKATOIKIWY. Mg xioUpop Kal cuptiévia aAAd Kai
ME KPITIKO BAEUUa, o Hannes cuAAauBdver pe tov
$akd Tou Tn duoTuxia mou cuvumdpxel diTAa otnv
eudaipovia, eved mépa amd Tn GTWXEIA KAl TNV ATTEA-
moia aprivel va mepdoouv Aiyeg axtideg eAmidag,
TTOU YEVVIOUVTAl KUPiwG amod Toug deoUoUG TWV av-
Bpwnwv TNG Meooyeiou, ol omoiol Siakpivovtal and
ekeivo To I01aiTEPO Ayyiyua Tou voTou.

The Mediterranean has a long and eventful cultural,
political and social history. It is at the intersection of
many civilisations and is home to a wealth of cultures,
languages, traditions, and religions. It has always
been a region of hope, but also conflict; until today
many of its countries have been tormented by social
problems and appalling atrocities. Southern Europe
is suffering from the impact of a long-drawn-out

and often dramatic economic crisis. North African
countries are entangled in the problematic aftermath
of the Arab Spring. Desperate migrants, in their
thousands, attempt to cross the Mediterranean,
aspiring for a better life, often paying with their lives.
As the world's most popular holiday destination,
mass tourism is colonising the Mediterranean’s
sun-drenched beaches, one of the main reasons

for its environmental decay. Over the past five

years photographer Nick Hannes has visited twenty
countries around the Mediterranean, resulting in the
photographic series Mediterranean. The Continuity
of Man (2010-2014). With his confrontational but

also insightful and humorous documentary style,

he captures contemporary Mediterranean themes
such as migration, urbanisation, informal economies,
political, social and religious division, and mass
tourism. His photographs highlight the complexity of
the region and its abundance of sharp contrasts. His
pictures are multilayered and equivocal. Mundane
Monaco and war-tormented Gaza are situated at

the edges of the same sea, yet their realities could
not be further apart. We see images as diverse (and
sometimes as surreal as) as an African peddler
selling souvenirs to an elegant elderly lady, sitting
stark-naked on her beach chair, a surreal wedding
party taking place at a gas station, a Kentucky Fried
Chicken courier trapped within a demonstration, a
UN watchtower placed in the middle of a children’s
playground, and livestock grazing on the roofs of
apartment buildings. With humour and compassion,
but also a critical eye, Hannes captures misery next to
bliss, and apart from poverty and despair he indicates
some glimpses of hope, often borne of human
relations with that specifically southern touch.

Fduog tng¢ kpiong oto Pio, EAAGSa (amd tnv evotnta Meodyelog.
H ouvéxeia tou avBpwou) 2012

apxelakn éyxpwpn ektUnwon o€ xapti baryta, kopviZapiopévn
80 x 120 &k.

Crisis wedding in Rio, Greece (from the series
Mediterranean. The Continuity of Man) 2012
archival baryta pigment print, framed

80 x120 cm

NICK
HANNES




H mpaktikA tou Sven Johne, émou a&lomoieital ouxvd n ¢wtoypadia
TEKUNPIWONG Kal n porth TNG TPOG KOIVWVIKG Zntrhuata, Bacietal o pia
€vvoloAoyikn peBodohoyia. Mpooeyyidel ta B€uatd tou oav dnuocioypd-
$0G, EPEUVAOVTAE TO UM6RaBpo Twv pemopTtdd mou dnuocielovial oTa
pEoa eVNUEPWONG KAl TO €TOINO OTTTIKOAKOUOTIKG UAIKO, ETTIOKETTTOUEVOG

Ta pépn mou avadpépovtal o€ autd kal avaiaupdvo-
vIag Tnv TeKUnpiowon pe Bdon tn diKA Tou €peuva.
Anpioupyei pwtoypadies, kefueva, Bivieo kal apxeia,
mou cuvdéovtal peTa&u Toug BewpnTikd Kal xpnol-
goroloUvtal o€ pia diadikacia apdioBATnong Ing
auBevVTIKOTNTAG KAl TOU VOARUATOg Toug. To oUsIVdES
5w Oev ouviotatal Kat' avdykn otnv «TiuA aAnBei-
ag» tng Ikdévag aAAd otnv aAnBela Tng gpunveiag
NG, TNG €EGPTNONG pag amd 1o KefUEVO wG nyn vo-
APATOG, Kal TNG 0X€ong NG €IKkévag Pe tov Kéaopo. O
BaoikdG vvolohoyIKOG TIPOOAVATOAIONSGG ToU €pyou
Tou Johne €ival n Tekpnpiwon tng TUXNG TWV TIPW-
TaywvIoT®WV Tou, Tou Oev eival mapd ekppdoei i
EKONAWOEIG TWV OUVONKWV TIOU EMKPATOUV OTOUG
31d¢$popoug KOIVWVIKOUG, OIKOVOUIKOUG Kal TIOAITIKOUG
oxnpatiopols. H adnynuatikn ¢don tng dwtoypa-
¢diag tekunpiwong amoteAel ouvenwg €va 181aitepo
medio épeuvag Tou KaAAITéxvn. To €pyo Tou avaAuel
Ta épia Tou emotntol Kal Toug Tpdmoug €kdpacng
Kal mapouciaong Twv Tpaypdtwy mou yvwpioupe. Ol
EIKOVEG TEKUNPIWONG TOU KAAAITEXVN dev aviAkouv
amoKA€IoTIKA oTn odaipa tou mpodavols, Kabwg
eEaptwvtal ev u€pel Kal amo 1o TI YVwpIZel 0 Beatng
yla 1o B€ua Kal MG To epunvevel. MNa 1o €pyo Tou
O KUKAOG TnG EAAGSa¢ (2013) o Johne eMOKEPTNKE
37 diapopeTikoUG Témoug otnv EAAGSa, drwg n ABA-
va, n MUkovog, ol Aehdofi, n Képiveog kal n Képkupa.
Mavtol ¢dwtoypddnoe tov €vacTIpo VUXTEPIVO OU-
pavé, onueiwoe TNV nuegpounvia, tov xpdvo AAYNG
g dwrtoypadiag kar Tnv Tomobeaia, Kal katéypaye
Tov Tpd1o Mou Biwoe tnv gumelpia. O TITAOI TV dw-
Toypadiwyv, m.x. Appikavoi yupoAdyor otnv ldtpa 1
Mavdoxéag atov Ayio lepuavd, Sev aviiGTOIXOUV OE
OTOIXE(T TTOU AMOTUTIOVOVTAl GTNV AVTIoTOIXN €IKOVA.
H yeviki apriynon avadelkvUel TIG OUVETTEIEG TNG KPi-
ong otnv EANGOQ, Omwg eival ol SOKIUAOIEG TWV UE-
TAVAOTWY Kal N OIKOVOMIKA Kal KOIVWVIKA avatapaxn
TTOU OUVTAPAcoEl TN XWPAa and Tnv mMpWIn ekdAAwon
NG Kpiong. Timote amd éAa autd dev eival Suwg opa-
16 0TIG iD1EG TIG PwToypadieg. To Koivo BAEMEl pévo
Tov évaotpo oupavo kal diapdler éva keipevo mou &i-
vel MAnpodopieg yia tnv ikéva. To diakUBeupa 3w
eival n anouaoia tng avanapdotaong: to xdoua avd-
MECA OTO KEMUEVO Kal TNV €IKOvVA. € pIa EMOXA TTOU
KaTtakAUZOpacoTe amd €IKOVEG, UE ATTOTEAEOUA AUTES
va agomAidovtal, o Johne Biyel kpioiua epwthAyata
mou adopoUv Tov TPATOo AEIToupyiag Twv dpwtoypadl-
WV TEKPNPIWONG, WG TIG «31aBAZEI» TO KOoIVO Kal TTWG
pag emnpeddouv. MapdAAnAa, O KUkAOG TnG EAAGSAS
mapouaidZel pia dipopoUuevn apriynon Tou KIVEITal
METAEU Map€KKAIoNG, €ATTIOAC Kal owtnpiag. Omwg
€XEI TIEI 0 (010G 0 KAANTEXVNG: «EKET dTTOU 0 oUPAVEG
eival o okoteIvog, Ta dotpa ival Mo Aaumepdy.

Sven Johne's practice, which often deploys documen-
tary photography and its bias towards social issues, is
based on a conceptual methodology. He approaches
his subjects like an investigative reporter by conduct-
ing research about the background of media reports
and found footage, visiting the places mentioned
therein and embarking on a documentation resulting
from his research. In so doing, photos, texts, videos
and archives are generated that are theoretically
linked and engage in a process of questioning as
regards their authenticity and meaning. What is of es-
sence here is not only necessarily the “truth value” of
the image, but rather the explanations provided, the
dependence on text to provide meaning, and the im-
age's relationship to the world. The main conceptual
thrust of Johne's work functions either as apparent
or real evidence of personal fates that are in turn
expressions or manifestations of current conditions
of social, economic and political constellations. The
narrative nature of documentary photography is thus
a particular field of enquiry for the artist. His work
engages an analysis of what we can possibly know,
how we can show what we know and how we can talk
about it.His documentary images do not exclusively
belong to the domain of what is immediately vis-

ible, but are also dependent on our knowledge of
what we have seen and how we describe it. For his
Griechenland-Zyklus (Greece Cycle) (2013) Johne
travelled to 37 different destinations in Greece, such
as Athens, Mykonos, Delphi, Corinth, and Corfu. In all
of these places he took a photograph of the starry
night sky, made a note of the date, time and place
and described a personal experience about it. The
headings of the photographs, e.qg. African Peddlers in
Patras, or Innkeeper in Agios Germanos do not refer
to what is visible on the photograph but the overarch-
ing narrative is one that points to the effects of the
crisis in Greece, the plight of the immigrants, for
example, and the social and economic upheaval that
has taken grip of the country since the crisis erupted.
But none of this is visible in the actual photographs.
One only sees a starry night sky, and a text describing
the details of the image. What is at stake here is the
missing of representation: the gap between text and
image. At a time where the ubiquity of images has
also rendered them powerless, raises key questions
about the way that documentary images function,
how we read into them, and how they affect us. At the
same time, Griechenland-Zyklus posits an ambivalent
narrative between aberration, hope and salvation. To
borrow the artist's words, “Where the sky is darkest,
the stars are brightest".

ZKoupIEG-ZTpatavi (amd tnv evoTnta
O KUKAOG TnG EAAGSag) 2013

apxelakn ekTUnwon o€ fine art xapti,
pyeta&otumikd kefpevo, kopvica

N3 x75 k.

Skouries-Stratoni (from the series
Griechenland Zyklus) 2013

archival ink print on fine art paper,
silkscreen text, framed

113 x75cm

SVEN
JOHNE
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Q¢ mpdéoduyag mou eykatéAePe to Ipdk, étav Atav akdua maidi, n Hayv
Kahraman 0€1el ue 10 €pyo TNG EPWTANATA VIO TNV TAUTOTNTA Kal TIG PIZES
nG. KaBwg ritav moAU uikpn 6tav €puye amd Tnv Tatpida Tng, amokOTINKE
amétopa amd Tn YAWooa Kal tov MoAITIoud tng. Ta €pya TnG Kataypdpouv
Tov EepIZwud TG, TNV aicBnon ano&évwaong amd Tig piZeg Tng Kal Tov méoo

NG emavacUvdeong Pe autég. XTnv €kBeon NG M-
evdAe, n Kahraman mapoucidlel épya amd tn celpd
Méoo Ipakivég eioar; (2014-2015). Mpdkeital yia Addia
o€ AIvé ue aAAnyopIkd oTolxeia, aAAd Kal Kefeva mmou
Bacifovtal o€ MPOCWTIKEG AVAUVAGCEIG TNG KAAAITE-
xvIdag amd tnv naidiknA tng nAikia otn Bayddtn, yadi
uE YAWOOOJETESG, adoployols, cUVNBICUEVES IPAKI-
VEG AEEEIG Kal I0TOPIEG amd TNV eUTIEIPIa TNG WG TIPS~
opuya otn Zoundia. To apaBikd keiyevo eudavicetal
o€ 000 xpwuata: yavpo yia Tnv adiynon tng IoTopiag
Kal KOKKIVO YIa TOV UTTOUVNHATIONS, pia TIPAKTIKA TTou
TPOEPXETal amd To eikovoypadnuévo xelpdypado
Tou 120U aiva Magamat al Hariri, To omoio agnyeital
10TOPIeG KABNUEPIVWV Ipakivwy tng Alaomopds. Zta
€pya TnG autd, n Kahraman éxel uloBetioel kdmola
amd Ta TUMIKG yvwpiouata Twv €ikovoypadicewv
TOoU €V AOYw xelpoypddou, OTIwG TO XPWHa, n doun
Kal n oUvBeon. 'OMwG Kal OTIG EIKOVOYPAPATEIG TOU
Magamat, €tol kal ota meplocdtepa and ta SIkd Ing
€pya amoucidZel To HOVIOo, KaBWG N KAANITEXVNG Sev
0€Ael va opioel kdmolo mAaiclo. O€Ael o1 IyoUpeS TNG
va Bpiokovtal o€ pia SIapKWG PEUCTH, KUMAIVOUEYN
katdotaon -oUte €00 OUTE KEI- TTAPATIEUTIOVTAG OTN
SIKA TNG euTIEIpia WG HEAOUG TNG IpAKIVAG AlaoTiopds.
H yA®ooa maicel emiong onpavtiké péAo otn {wypa-
®IKNA TNG. ZT0 €pyo To évoud tng eivar Gun (2015), yia
mapddelyua, o TITAoG BpiBel YAWGOIKWY avadopwy.
H AéEn «guny», TIou onpaivel «OTAO» ota ayyAikd,
oTa ooundikd eival pia Kolvi AéEN yia Tn «yuvaikay,
EVW 0Ta KOUPSIKA onpaivel «Opxeigy. H KaANTEXVNG
adrivel €101 10 Kolvé va dlepwTdTal yia To MWe MPETEl
va avayvwoel 1o €pyo. ‘Ooov adopd ta Kelueva mou
ouvoSeUOUV TIG EIKOVEG, N Kahraman xpeldoTnke va
udéoel Eavd va ypdoel, va diaBdlel kal va JIAGel Tnv
«AKPWTNPIAoUEVN PUNTPIKA TNG YAWOOA», OTIwG AéEl n
id1a. Anploupydvtag autd Ta €pya, EMPETE va avaka-
AUWel Tov evvidxpovo £autd TG, Mou yvwpiZe drtal-
oTa apaPikd. ZUVET®G, ol TMiVakéG Tng amoteAouv
€vTova TTPOCWITIKEG aPpnyncEI§ yia €va KAEUPEVO TIa-
peABSV. AviavakAoUv tnv euteipia Tou eEoBeAiouol
amd tnv matpida Kal Tnv avdykn va eVowdatwoel o
évav véo ToMITIoNd. AmoteAoUv €évav Tpdro amoka-
tdotaong piag 1otopiag mou ¢oPdtal Kaveig YATwG
tnv Eexdoel. Tnv idia otiyun, aviavakAolv oduvnpd
10 SIapKEG ouvaiobnua tng €tePdTNTAG, TOU va Pnv
€ioal oUTe «EdW» OUTE KEKEY, TOU va PNV AVAKEIS,
ev TéAel, Moubevd - éva ouvaiobnua Tou amoteAel
avamdomacto KOPUATI TNG Katdotaong SAWV TWV PE-
Tavaotwy.

As a refugee who fled Iraqg when she was only a
child, Hayv Kahraman raises questions about her
identity and origins in her work. Being very young
when she left her native country, she was abruptly
cut off from her own language and culture. Her
paintings are a recording of this separation from
her origins, the sense of alienation from one’s roots
and the yearning to reconnect with them. In the
exhibition, Kahraman presents paintings from a
series titled How Iraqgi are You? (2014-2015). These
oil on linen works include figurative elements but
also texts that are based on personal memories
from growing up in Baghdad as well as tongue
twisters, aphorisms, typical Iragi words and stories
of existing as a refugee in Sweden. The Arabic
script appears in two colours: black to narrate the
story and red as commentary, a practice directly
derived from the Magamat al Hariri, a 12th century
Arabic illuminated manuscript containing stories
about ordinary Iragis in the Diaspora. In these
works, Kahraman has adopted some of the formal
qualities of the old Magamat illustrations, such

as colour, structure and composition. Like the
Magamat illustrations, most of her works don’t show
a background, as the artist doesn't want to define a
context. She wants her figures to be in constant flux,
floating, neither here nor there, not unlike her own
position in the Diaspora. Language also plays an
important part in her paintings. In Her Name is Gun
(2015), for example, the title has several linguistic
associations. “Gun", refers to a firearm in English,
in Swedish it is a common name for a woman while
in Kurdish it means testicles, leaving us with the
question how to relate the different readings. For
the texts that accompany the images, Kahraman
had to re-learn how to write, read and speak what
she calls her "amputated mother tongue.” In making
these works she had to search for her 9 year

old self, who spoke and wrote fluent Arabic. Her
paintings are thus highly personal narratives that
recall a stolen past. They reflect her experience of
being expelled from her homeland and the necessity
to integrate into a new culture. They form a way to
restore the history one is afraid to forget. At the
same time, they poignantly reflect the constant
feeling of otherness, of neither being "here" nor
“there", of ultimately belonging nowhere, that are
part and parcel of the migratory condition.

To 6voud tng eivar Gun 2015
AGS1 o€ Aivd
207 x 265 €kK.

Her name is Gun 2015
oilon linen
207 x 265 cm

HAY'V
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‘Eva kopwd dwudtio emoxng, ue évav tepdoTtio MOAUEAAIO va KPEUETAI
amd to tapdvi kal éva peydAo mdvo pe oupd oto BABog. Aidomapta oTov
XWPO KAOUBIA MOUAIDV SAwY TV HEYEBWVY Kal oxediwv. O aépag yeuilel
amé 1o duvatd TTIRIoPA KAl To KEAGNDIoPA TTOAUXPWH®WY WOIKWY TTITN-

VOV OAwV TV €10¢V: raraydAol, kavapivia, omivol.
H okid tou AAIou oxnuatiel YeWUETPIKA oxAuata
o010 mMdtwua. Mia €1dUANIaKA, yaArdvia atudodal-
pa emKkpatel oto dwudtio. Téte, €vag maviotag
umaivel oto dwudtio, UTTIOKAIVETAl OTO KOIVE TwV
TTOUAI®V, KdBeTal oto mdvo kal apxiZel va maiZel to
KouudTi tou Franz Liszt, Knpuyua tou Ayiou ®payki-
oKou ota louAid. Uudwva he Tov BpuUAo, o Aylog
dpaykiokog eixe knpU&el oTa oTToupyitia mou cuvd-
VINOE 0TOUG aypoUq. H oknvA éxel amabavatiotel
TTOAAEG HOPEG GTNV IGTOPIA TNG TEXVNG, UE TTIO a&l0-
onueiwto tov mivaka tou Giotto Kripuyua tou Ayiou
®paykiokou ata MouAid. O Liszt emévduce tn oknvA
JE AX0, 0€ Yla oUvBeon TToU pIYEiTal To KeAdndiopua
TWV TOUMQYV, pe S1ad0XIKEG TPIAIEG Kal TPEUOAQ,
mou mavouv POAIG apxiZel o Aylog Ppaykickog To
KApUYUA Tou, oTéTE Ta TOUAIG ctauatolv To Tpa-
youdi yia va akoUoouv Ta Adyia Tou. Auth n avduién
MOUCIKAG, BpUAou Kal TITIBicuatog dnuloupyei éva
Bpoviepd uBpidio, cuykIVNTIKS Kal BaBu cuvdua. H
amAdTnTa Tou TITIRiouaTog Tovidel TNy a1Bépia mepi-
TAOKOTNTA TNG JOUCIKAG Tou Liszt. O Gramsci, Tou
eixe mepiypdyel Tov Aylo Opaykioko oav «KOUATN
010 KABOAIKS oteEpéwuay, eixe avaudipora evtu-
nwolaotel amd tnv avlpwmid kal tnv Tameivotntd
Tou, TTou Bpiokouv amrixnon oTn HouoikA. H xapou-
pevn Auapia Twv MoUuAIWY, ol 6TPOBIAICOUEVOI AXOI
Tou mdvou Kal n geydAn dUvaun tng KAAMTEXVIKAG
dnuioupyiag oe OAEG TIG HOPDESG TNG, KABWG uTTEPI-
mTatal tng medTNTAg KAl TWV avOpOMIVWV EAATTIW-
pdtwv, 6Aa otéAvouv éva oupBoAIkd prvupa aiol-
odoé&iac.

In an elegant period room with a huge chandelier
suspended from the ceiling and a large grand piano
standing in the back, bird cages of all shapes and
sizes are scattered around the space. The air is filled
with the loud twittering and chirping of all kinds of
coloured songbirds: parrots, canaries, parakeets
and finches. The sun casts mathematical shadow
patterns on the floor. An atmosphere of idyllic calm
pervades the room. Then, a pianist enters, bows

to his audience of birds, sits behind the piano and
starts playing Franz Liszt's Saint Francis of Assisi
preaching to the birds. As the legend goes, Saint
Francis gave a sermon before a flock of birds that
he came across in a field, a scene pictured many
times in art history, notably by Giotto. Liszt provided
sound for the scene as an imitation of the birdsong,
with chains of trills and tremolos until Saint Francis
himself begins to preach to them, while the birds
silence their singing and listen to his words. This
blending of music, legend and birdsong results

in a sonorous hybrid, which is as moving as it is
profound. The simplicity of the birdsong accentuates
the ethereal complexity of Liszt's music. Gramsci,
who described Saint Francis as "a comet in the
catholic firmament" was no doubt impressed by his
humanity and humility, which echoes in the music.
The cheerful chatter of the birds, the whirling
sounds of the piano and the sheer power of artistic
creativity in all its forms to soar above human flaws
and banality, all constitute optimism in symbolic
form.

Maidovtac ota mouAid (ctiyuidtumo) 2013
yovokdvaAo HDV Bivteo, xpwua, nxog
14’

Playing to the Birds (video still) 2013
single channel HDV video, colour, sound
14'

ANNIKA
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amd tnv eAANVIKA AEEN Tappnaoia, TNy omoia ouoxeTicel e dUo mpdodata
yeyovéta otnv AvatoAikn Meodyelo. To mpWTo €ival n Aaikn eE€yepon mou
mpokdAeoav ta ox€31a avdmAaong yia tn dnuioupyia eumopikoU KEVTIPOU Kal

KATOIKIWV Tou Tidpkou MKeli, otnv mAateia Ta&iy tng
KwvotavtivoUurnmoAng. Xto Bivieo BAETOUNE GUVEVTEU-
Ee1G pe veapoug d1adnAwTéG oTo MNdpko MNkeli, o1 omoiol
neplypddouv Tn otpatnyikh avtiotaong mou Bacigetal
0TI 10€€G TNG KIVNTOMOINONG, TNG CUMHPETOXNAG TWV TTO-
AITWV Kal Tou xioUpop. Mia ogipd dpwTtoypadidv amd to
{510 onueio €0TIGCEl O QVIIKEIUEVA TTOU XPNGIUOTTOI-
nOnkav wg péca diapaptupiag (kapmoudia, yayeipikd
okeln, Aepdvia, odupixtpeg, PAOKEG, TIAAKAT, 0do-
dpdypata, KAL), NMapouaoiddel Tnv omtIkA KouAtoupa
Kal TN OTOXEUON TWV PIAEIPNVIKOV JIASNAWTWY Kal
Seixvel WG katapépvouv va diatnpolv Tnv aiclodo-
&ia toug oe meiopa TnG ameIMAg TwV SUVAPEWY TNG
KATaoTOAG Kal TnG Katarieong. To SeUtepo yeyovdg
eival n opIAia pe Tnv omoia o mMpwnv umoupyds Mol
TIopoU tng EANGSag, Mdvog Mavayiwtémoulog, dvoiEe
TIG €pyacieg Tou ouvedpiou «Xpnuatodotwvtag tn
Anpioupyikdtntay, mou dieERxOn atnv ABriva To 2014
010 TMAQioIo TNG EAANVIKAG Tipoedpiag tng E.E. To ou-
VEDpPIO €ixe WG BEUa TNV MOAITIKA TIOAITIOPOU TIG €16~
peveg OekaeTieg. O umoupydG MaPoOUCiace kel Pia ve-
oPINEAEUBEPN TIPOCEYYION TIOU BAETIEI TOV TIOAITIONO
WG ayabé mou mpéTel va ISIWTIKOTOINBEL ZTnv ouIAia,
akoUpe tov umoupyd va meplypdder 1o épaud Tou yia
T0 PEAAOV TOU TIONITIONOU UE AMIVWG OIKOVOMIKOUG
6poug. Mpdkeitar yia Eva dpapa Tou armoKAAUTTTEl TTWG
TO EAANVIKO KPATog eyKataAeimel dAo Kal Tiepioodte-
PO GTN poipa Tou Tov oUyXpovo TOAITIONO. To EKTIAN-
KTIKO gival 0TI 0To €V AGyw OUVEDPIO DV KARBNKE va
pIAAcel oUte évag KaANITéxvng. Avuidpwvtag, n Kivn-
on MaBiAn (uia KoAektiBa mou dnuioupyel VOUadIKEG,
AUTOVOUEG, GUANOYIKEG TIOMITIOTIKEG WVEG OE EyKATA-
AeAEIUUEVOUG aoTIKOUG XWPOUS TN ABrivag) kdAeoe
KaANITEXVEG amd dladopeTikd media va mapeupebolv
0TO OUVEDpIO. AmokAelopévol amd évav didhoyo yia
TNV TTOMTIKNA OTOV TIOAITIONS, Ol KAAMTEXVESG dRAwoaV
TNV avtiBeon ToUG GTO OUYKEKPIUEVO Opapd, YENOIO-
TOIWVTAG TIG EPYACIES Tou ouvedpiou. H amdvtnon tou
urtoupyou €ival amokaAumtikA. Tnv Tiapouacidel Ye Tn
popdA ayyAIK@V UTIOTITAWVY To BiVTEo TIoU TIPORAAE-
Tal og pia yavpn o0évn. H andvtnon tou umoupyou
OTNV EIPWVEIQ, TOV 0apKAoUd Kal TOV KAYXAouod twv
KaANITEXVQV Slakpivetal amd EAAeIPn xioUpop, EUdu-
fag ka1 ¢avtaociag, evioxUoviag T0 OTEPESGTUTIO TOU
ouvTNPENTIKOU TIOMTIKOU KATEGTNUEVOU. ZACTIOUEVOS
and TG avtudpdoel§ TWV KAAMTEXVWY, O UTIOUPYOG
Oev katddepe va OAOKANPWOEI, EVK SIATIICTWOE TG O
10€aAIoPOG UTTopel va eE0UBSETEPWOEI Kal, EV TEAEI, Va
ouvTpiPel Tov Adikiopd. Ta Bivieo €xouv eviaxBei o
€va Beatpikd oknVIKG, e GTOIXElO TTOU oXeTidovTal P
TNV MPAKTIKA TNG Slagaptupiag o€ SNUGGIOUG XWPOUG
Kal Umoypauppigouv tnv eMTEAECTIKA TTTUXA TOU €AEU-
Bepou Adyou. H Kauud digpeuvd ouciaotikd tnv aglo-
mofnon tou eAelBepou Adyou oe SladopeTikd mAaioia,
Bupifovtdg pag Tov kaboplioTiké pOAo Tou GTIG dNUO-
KPATIKEG B1adIKaaieG.

In Parrhesia: courage / breath / speech (2014-2015)
Eleni Kamma takes the notion of the Greek word
parrhesia (frankness of speech or candid speech)

as a point of departure, and relates it to two recent
events in the Eastern Mediterranean. One was the
protest against plans to turn the Taksim Gezi Park in
Istanbul into a shopping mall and residential area. A
video shows interviews with young protesters at the
Gezi Park speaking on the notion of engagement,
citizen participation and humour as a strategy

of resistance. A series of photos from the same
location zooms in on the use of certain objects as
means of protest, such as watermelons, kitchenware,
lemons, whistles, dust masks, signs, barriers, etc.

It illustrates the visual culture and outlook of the
peaceful protestors and shows how they manage to
remain optimistic in light of the looming forces of
oppression. The second event is former Greek culture
minister Panos Panayiotopoulos’ opening speech at
the EU-conference “Financing Creativity" in Athens
in 2014 about Greece's cultural policy in the coming
decades, which outlined an increasingly neo-liberal
view of culture as being something that should be
privatised. One can hear the minister formulate

the proposed future role of culture in exclusively
economic terms, a vision that is indicative of how the
Greek state is increasingly abandoning its support for
contemporary culture. Stunningly, not a single artist
was invited as a speaker to the conference. Given
this situation a group called the Mavili Collective
(which is involved in producing nomadic, autonomous
collective cultural zones in disused urban spaces

in Athens) called for artists from different fields to
attend the conference. Having been excluded from a
dialogue about cultural policies, the artists present
at the conference publicly expressed their disdain
regarding the proposed role of culture and made a
mockery out of the proceedings. The response of
the Minister is revealing. It is shown as a video of

a black screen showing only the English subtitles

for the Greek sound track. The Minister’s response
to the artists’ use of irony, sarcasm, and laughter
was met with an utter lack of humour, intelligence
and imagination, reinforcing the stereotype of the
political status quo as being completely staid. Utterly
confused by the artists’ reactions, he was unable to
come to any conclusion and witnessed how populism
was counteracted, and finally smothered by idealism.
The videos are incorporated into a theatre-like setting
that includes props relating to the practice of protest
in public space and highlighting the performative
aspect of public, free speech. Ultimately, Kamma
probes the deployment of free speech in different
contexts, reminding us of the essential role it plays in
democratic processes.

Mappnaia: koupdyio / avamvori / Aéyog 2014-2015
egykatdotaon pe avtikeigeva kal mpoBoAn duo Bivieo
(ouvoAikn Sidpkela 16' 43")

yetapAntég Siaotdoelg

Parrhesia: courage / breath / speech 2014-2015
installation with objects and two video projections
(total viewing time 16" 43"")

dimensions variable

EAENH KAMMA
ELENI KAMMA
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To épyo Ta maidid tng avnouxiag (2013-2014) eival éva mpdTtlekT Tou MixanA
Kapikn, mou ekTuAiooeTal 6To daISAADOES GUGIKO, IGTOPIKG KAl KOIVWVIKO-
OIKOVOUIKO TIAQIGIO TNG YEWBEPUIKAG TTEPIOXNG TNG KoIAGSag Tou AlaBdAou
otnv Tookdvn tng ITaAiag. Aidonun yia Tn oUvdeon NG PE TN dnUIoUEvN
KdéAaon Tou Advn, TpoKeEITal yia TNV TEPIOXA dmou emMvondnke n BIWGI-
un nAektporapaywyn mpiv amd 100 xpdvia Kal KATAOKEUAOTNKE 0 TTPWTOG
VEWOBEPUIKOG 0TaBudG NAEKTPIKAG eVEpyeElag, oTo Xxwpld Larderello. Méxpi

npéodata oloav oTnv MEPIOXN TIEPITTOU TTEVTE XIAIG-
5eg AvBpwrTol, Ol OTToI0I KATOIKOUCAV OTa TIACIYVWoTa
Blounxavikd xwpld mou dnuioupynbnkav pe Bdon ta
ox€01a Tou ItahoU apxitéktova Giovanni Michelucci.
Metd tnv €loaywyn TEXVOAOYI®V auTopdatornoinong
Kal €€ amootdoews AelToupyiag amd TG ETAIPEIEG TOU
kKAddou, n avepyia otnv TEPIOXA AQUERBNKE, €v@ Ol
véol eixav ma AlyooTEG EUKAIPIEG Kal TIPOOTTTIKEG. To
amotéAeopa Atav n paydaia kal palikA eykatdAsiyn
OAGKANPWV XWPIDV ATtd TOUG KAToikoug Toug. To €pyo
Tou Kapikn éxel wg Bepatikd dEova tnv IoTopia TOU
€PY0OOTAGIOU Kal TWV YUPW XWPIWY, Mapouacidlovtag
SIaPOPETIKEG TTUXEG TNG 10TOPIAG, TNG TIAPAKUNAG
Kal TV TIPOOTTIKWYV TNG Teploxnig. To Bivieo Ta mai-
d1d tng avnouxiag (2013-2014), Kevipikd TUAUA pIag
moAucUVBeTNG eykatdotaong, deixvel maidid va Kupl-
€Uouv €va eYKATAAEAEIUPEVO €pYATIKO XWPIO Kal TIG
YUpw Blounxavikég eykataotdoel§ kal tomobeaieg. O
Kapikng dnuiolpynoe Ao 10 €pyo O OTEVA OUVEP-
yaoia pe maidid tng mepioxng, o€ dIGoTNUA OEKAOKTW
unva@v. Mépa amd 10 odwvupo GIAY, n eykatdotacn
mepiAauBdvel emiong Tn dwtoypadikn oeipd Opdua-
1a (2014) kal yia Taivia yupiogévn ge KAUEPA OKTW
XINIOOTWV (Super-8) mou kataypddel 1o dpapa twv
{S1wV TV MaIdIWyV yia TN XpAoN TwV OTITIOV GTO €PN~
Hwpévo xwpid. Ta maidikd opduata mapouaidlovral
o€ Jia oelpd amd peANOVTOAOYIKEG LwypadI€G Kal TTo-
Aeodouikd oxédia, ta omoia dnuioUpynoav ta maidid
o€ ouvepyaoia pe Tov KaAAItéxvn. H ogipd Opduata
amoteAeital and mévie dwtoypadieg, mou deixvouv
Ta maidid va kdovtar katdxaud, va KolyoUvtal 0Toug
aywyoUg atpyoU kal va adouykpdZovial tn yn. Xu-
vodeUetal amd éva Tpihento ¢IAY Super-8, 1o ormoio
TPORAAAETAI € €va EIKOVOOKOTIIO KAl TTAPOUGIALEl TIG
Cwypadlés twv maldidv o€ kivnon. H eykatdotaon
mepIAapBdvel emiong éva MOAUXPWHO KEIUEVIKO €pYO
ye titho H aydrn eivai o Beouds tng enavdotaong
(2014), 10 omoio A&ITOUpYEl oav Pia KATNYoPNUATIKA
empBeBaiwon tng dUvaung tng aydmnng va dnuloupyel
JaKpoxpdVIEG OXETEIG Kal va UTModauAilel Tnv aAAa-
yA. To €pyo ohokAnpwvel éva emtpamédio Taixvidl
yla dUo maikteg N ouddeg, To Larderello. To maixvidi
avanapliotd Tnv 10Topia ToU EPYOCTAGIOU MApaywyng
NAEKTPIKAG evépyelag. O1 maikteg kalouvtal va Ad-
Bouv amoddoelg mou emMNPEAZOUV TIG OIKOVOUIKES Kal
KOIVWVIKEG aAAayég. To épyo Ta rmaidid tng avnouxiag
EKTUANIOOETAI 0av HIa TIOAUETITIEDN, TEPITIETEIOONG
10TOpIa, TToU SeiXVel WG Ta GVEIPA Kal n dnUIoUPYIKA
daviaoia Twv vEéwv Pmmopouv va kepdioouv TEAIKE Tn
udxn pe To SUCTOMIKG CAUEP.

Children of Unquiet (2013-2014) is a project by Mikhail
Karikis that takes place within the intricate natural,
historical and socio-economic context of the geother-
mal area of the Devil's Valley in Tuscany, Italy. Known
for its legendary association with Dante's Inferno, this
is the very location where sustainable energy produc-
tion was invented 100 years ago and where the first
geothermal power station in the world was built in the
village of Larderello. Until recently, a community of
around five thousand people lived there in a group of
iconic modernist industrial villages planned by Italian
architect Giovanni Michelucci. Following the introduc-
tion of automated and remote operation technolo-
gies by the industry, unemployment increased and
prospects for the young became limited resulting in
the rapid depopulation or abandonment of entire vil-
lages. Karikis' project takes the history of the power
plant and surrounding villages as a central point of
reference, showing different aspects of its history,
demise and possible future. The video Children of
Unquiet (2013-2014), the central part of an installa-
tion with several components, shows how children
take over a deserted workers' village and its adjacent
industrial and natural locations. Karikis created the
entire project in close collaboration with children
from the region over a period of eighteen months.
Apart from the film of the same name, the installation
also includes Visions (2014), a photographic series
and a Super8 film that capture the children’s visions
of the future of their homes in the deserted villages
as they depict them in a series of futurological draw-
ings and urban plans generated through workshops
with the artist.Visions consists of five photographs,
showing the children lying on the ground, sleeping on
the steam pipes, listening to the earth, accompanied
by a 3-minute Super-8 film, shown on a viewer, which
provides animation to the children’'s drawings. The
installation also includes a multi-coloured text work:
Love Is the Institution of Revolution (2014), presenting
an unequivocal statement of the power of love to cre-
ate long-term relationships and to instigate change.
Finally, the work is completed by a board game,
Larderello, for 2 players or teams. This re-enacts the
history of the power plant. It engages the players in
the process of decision-making, affecting economic
and social change. Children of Unquiet unfolds as

a multi-layered adventure story, showing how the
dreams of youth and the creative imagination may
eventually overcome a dystopian present.

Ta maidid Tn¢ avnouxiag (oTiyuidTumo) 2013-2014
yovokdvaAo HD Bivteo, xpdua, AXog
15' 30"

Children of Unquiet (video still) 2013-2014
single channel HD video, colour, sound

15" 30"

MIXAHA KAPIKH2
MIKHAIL KARIKIS




To épyo O¢g, urmoyidlouai eioTe apioTEPGS d1aVOOUUEVOG... (2015) Tng
Xpuodveng Koupiavdkn, daveiZetar tov titAo tou amd éva ouvOnua
Tou Mdn tou ‘68. I10 €pyo mapoucidlovtal adiceg, AVAKOIVOOEIG, OXE-

d1a kal dAAo évtumo UAikd mou elodyouv €va véo
ypadiké K®WdIKa, yia véa aAddpnto, pia kaivoupid
ypauuatooeipd. MIyAceis apiowyv, ¢GuAAadiwv,
TPOKNPUEEWY Kal PaVIPESTWY YPAUUEVWV OE pid
yA®oaoda, n oroia dev umopei va 61aBacTel eKTog av
amokpumntoypadpnbei. Ta ypdupata tng aAddpntou
avtikaBiotavtal €d® amd mAdva 18avikQVv TOAEwV
mou oxediaoav apxITEKTOVEG eTNpeacuévol amod
Tov BitpoUBio (Filarete, Fra Giocondo, Girolamo
Maggi, Giorgio Vasari k.d.) katd tov 150-160 ai®va,
otn didpkela TnG Avayévvnong, 6Tav n OUTOMIKA
oKEWn Kal avaZAtnon eVAAAGKTIKOV TPOTIWV NG
Eéomnaye péoa amd TIg EVIOVEG TOMTIOUIKEG AVAKa-
Tatd€elg. MAdva ta omoia BpiokovTtal 0TO XAPTi Kal
dev €xouv uhotoinBef, aAAG kdTola €xouv amoTeAE-
o€l adopun yia TN dnuloupyia «1I3aVIKWV TTIOAEWVY,
01 OTTOIEG OTN CUVEXEIQ €XOUV aTropPIdOEl ek VEou.
Yx£€31a yia duvnTIKEG MOAEIG TTOU OTOXEUAV OE Hia
18avikn moAeodopia kal mapdAAnAa e pia 1davikn
Cwn. Tautdxpova, epeuvdtal n ox€on TWV ISEDV Kal
OTOXWV TWV MAZIKQV S1adNAWOEWV HE TNV 18€a TNG
ouToTiag kal tng 13avikng Kolvaviag. H 1déa tng
avatpomng Piag emkpatToloag TdEng mpayudIwy o
oxéon Pe To acuppiBacTo Kal To ¢paviaoTikd. EdW,
Aoimdv, amodoueiTal n YAWooa Kal armelkoviZetal he
TPOTACEIG avuloTiointeg, mpoteivovtag £T0l TNV
emavadianpayudteucn tng, ¢aviaotikd, ¢aviaol-
akd n mpayuatikd. ‘Evag «mmivakag avakolvWoewv»
TOU YEWIZEl OUVEXW®G, TOU emavampoaodiopiZetal
Eavd kal Eavd, mou aupioBnTei To MEPIEXOUEVS TOU
SIAPKKG.

Chrysanthi Koumianaki's work God, | suspect You
are a leftist intellectual... (2015) borrows its title
from a slogan from the May 1968 events in France
(I suspect God of being a leftist intellectual). The
work features posters, announcements, sketches
and other forms of printed matter, all of which
introduce a new graphic code, a new alphabet and a
new font. Imitations of posters, flyers, declarations
and manifestos, written in a language that needs to
be deciphered to be understood. Here, the letters
of the alphabet are replaced by plans for ideal cities
designed by architects influenced by Vitruvius (they
include Filarete, Fra Giocondo, Girolamo Maggi and
Giorgio Vasari) during the Renaissance in the 15th-
16th centuries, when utopianism and the quest to
discover alternative ways of life erupted from within
the intense cultural upheavals of that time. Those
plans came to nothing. But although they never
materialized, some of them inspired the creation of
“ideal cities" that were subsequently rejected once
again; plans for potential cities that aspired to an
ideal urban configuration and an ideal life. The work
also investigates the relationship between the ideas
and aspirations of mass demonstrations and the
concept of an ideal society. The idea of subverting
the status quo, connected to the uncompromising
and the imaginary. Here, then, language is
deconstructed and represented by unmaterialized
proposals, thereby suggesting a revisiting of
language, in an imaginary or actual way. A "notice
board" constantly filling up with new notices, is
redefined over and over again, always questioning
its current content.

«Océ, urroyidgopai eioTe apIoTEPGS
31avooUNEVOG...» (Aemtouépela) 2014- 2015
eykatdotaon

yetapAntég Siaotdoelg

(UNPIAKEG EKTUTINOCEIG GE XAPTI HEIKTWV
dlactdoewy, Yndlakh eKTUMWON o€ Tavi,

220 x 110 €K., UndIaKEG EKTUTTOOEIG KAl 0xEDIa,
tomoBeTnuéva og Tpaméqdl)

““God, | suspect you of being a leftist
intellectual...” (detail) 2014- 2015
installation

dimensions variable

(digital prints on paper, dimensions
variable, digital print on textile,

220 x 110 cm, digital prints and drawings
displayed on table)

XPY2ANOH KOYMIANAKH
CHRYSANTHI KOUMIANAKI
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The Basement (video still) 2014
HD video installation
colour, sound, 17’

To uméyeio (otiypidturmo) 2014
HD Bivteo-eykatdotaon
xpwua, nxog, 17'

H autokpdteipa EAIodBeT Tng Pwoiag, evoxAnuévn amé ta movTikia Kal
TOUG apoupaioug Tou KatékAuZav Ta Xelyepivd Avdktopa otnv Ayia
MetpolmoAn -oApepa oteydletal ekei 1o Kpatikd Mouceio Epuitdd-
eEaméluoe pia otpatid anmd ydteg yia va AUoegl to mpdBAnua. Eidiko
UTINPETIKG TMPOoowTIKG dpdvTie TIG YATEG, yIa TIG OMOieg €ixe emiong
mpoBAedOei unviaio enidopa tpodnig. And téte Couv dIAPKWG YATES
01O UTIOYEIO TOU KTIpiou, ue eEaipeon tnv TTePiodo TNG MOAIOPKIAG Tou
Névivykpavt otov B' Maykdéouio MéAepo, étav adpaviotnke o mAnBuU-

oudG TouG. MeTd tov moAgpo, ol YaTteg emaviiBav
oto umidyelo, OPUWG ol ouvOnkes SlaBiwong Toug
emdeivwbnkav. O Erik van Lieshout amo¢ddoioe va
kdvel kAT yI' autd. Katd tn Sidpkela tng €kBeong
Manifesta otnv Ayia MetpoldmoAn to 2014, o van
Lieshout yetakdéuioe oto utdyeio émou Zouv ol yd-
TEG, KAl Mpoomdbnoe va YETAPOPPWOEI TOV XWPO
TOUG TTPOG TO KaAUTEPO. To TeAIKO amoTéAeopa &i-
val n Bivieo eykatdotaon To undyeio (2014), mou
kataypddel OAeg TIG MpoondBeieg Mou KATEBAAE:
and tov Kabapiopd Twv MApadeEANPEVWOV KAOURBIWV
TOUG PEXPI TNV MAAPN avakaivion Tou XwWpou, oTov
omoi0 MPOOoTEBNKAV EISIKEG KATAOKEUEG TTOU TTAPE-
XoUuv peyaAUtepn dveaon, eukalpieg yia maixvidl Kal
VEVIKOTEPA KAAUTEPEG OUVBNKEG d1aBiwong oOTIg
ydteg Tou unoyeiou. To Bivieo deixvel mapdAAnAa
TOV KAAAITEXVN va avaAlUel Tnv EPITTAOKN KOIVWVI-
KOTTOAITIKA duvapikA Tou KoAogalaiou autol pou-
oelakoU opyaviopoU Ing Pwoiag. duaoikd, to €pyo
Siamvéetal amd tnv mpodavh cuunddela Tou KaAAI-
Téxvn yia éAa ta alloupoeldn. MdAiota, mapdTl T
€pyo €xel dpBovo xioUpop Kal pihotaiypova S1d6¢e-
on, 81a0€tel Kal €va eudIAKPITO, TTOAITIKG, AavBdvov
vénua, JE OTOIXEIO TTOU OUVOEOUV TOV KOOUO TwV
al\oupoeIdwyv PE opddeg diapaptupiag, OTWE ol
Pussy Riot, ka1 tnv Tpéxouca MOAITIKA katdotaon
otn Pwaoia. To kpITIkG mvela Tou KaAAITEXvN UTTO-
dWoKel KATW amd tn xvoudwtn, xapoUpevn duon
¢ taiviag. Me adpopun tnv 10TOpia PE TIG YATES
Tou EpuITde, To urdyeio Biyel éuueca pia oeipd and
akavewon ¢ntApata, 6TwG Ol KOIVWVIKOTIOANITIKES
MTUXEG TNG ypadelokpaTikAg dioiknong Tou pou-
oefou, To vénua TNG T€Xvng, n aydmn kal n mapa-
¢poaolvn, o patolopds kal n dvodog tng de&IdG, n
0éon TwV PEIOVOTATWVY KAl TwV TEPIBWPIOTIOINUE-
VWV opddwv Kal n pwolkA 1otopia. O van Lieshout
mpooeyyiZel autd ta ZnTtApata Ye hia pifoonactikd
TTPOOWTIIKA Kal XIoUPopIoTIKA d1dBeon, e tov idlo
va maiZel Tov mpwIaywviotikd poAo o€ oTIdATIOTE
Kdvel, xwpig OUwg va maipvel Tov €autd Tou ota
ooBapd, énmwg cuppaivel ouvABwg. Me tov TpdTTO
autd, Katapépvel va MPoodwoel oe Peifova Tpo-
OWTIKA KAl KOIVWVIKA TIpoBARUata OlaxeIpioiueg
dlactdoelg. O KAAMTEXVNG €XEI TPOTTOTOINGEI TNV
eykatdotaon mou 6a mapoucidoel otn Oecoalovi-
Kn. O EMOKENMTING €I0€pXETAl O€ €vav KOOUO dIol-
o0d0€&iag, aydnng, tpéAag, mou amd Kolvol onuato-
60toUv Tnv aiciodogia. O MeoIuIoPOG aKUpWVETAl
amd tn dUvaun TnG KAANITEXVIKAG dnuioupyiag, Tou
x1oUpop Kal Tng pavtaciag.

Empress Elizabeth of Russia, being annoyed with
the amount of mice and rats in the Winter Palace

in Saint Petersburg -now the State Hermitage
Museum- brought in dozens of cats to solve the
problem. They were looked after by special servants
and were granted a monthly food allowance. Ever
since, cats have been living in the basement of the
building (except during the siege of Leningrad in the
Second World War, when they all perished). They
were put back into the basement after this, but their
living conditions deteriorated. Erik van Lieshout
decided to change this. During the Manifesta
exhibition in Saint Petersburg in 2014 van Lieshout
moved into the basement where the cats live and
embarked upon transforming their quarters into
better ones. The result is a video installation, The
Basement (2014) that documents this process:

from cleaning out the neglected cat cages to a
complete renovation of their premises, including
the addition of structures installed to enhance the
cats' comfort, opportunities for play, and general
living conditions. At the same time, the video shows
the artist negotiating the complex socio-political
dynamics of the Russian museum behemoth. The
work, of course, transcends an obvious sympathy
for all creatures feline. In fact, despite the abundant
playfulness and humor in it, there is a distinct
political sub-text, with references that bridge the
feline world, with protest groups such as Pussy

Riot, the current political situation in Russia, and a
critique latent beyond the fluffy, feel-good nature of
the film. Using the Hermitage cat story as a spring-
board The Basement indirectly alludes to a complex
series of questions from the socio-political aspects
of museum bureaucracy, and the meaning of art, to
love and madness, racism and right-wing politics,
the position of minorities and outsiders, and Russian
history. Van Lieshout approaches these issues from
aradically personal and humorous perspective,
himself playing the leading role in whatever he
does, without -refreshingly- taking himself too
seriously. In this way he is able to reduce major
personal and social problems into manageable and
human proportions. For Thessaloniki the artist

has re-configured the installation. Venturing into

it means entering a world of hope, love, madness,
which altogether translate into optimism countering
pessimism through the sheer force of artistic
creativity, humour and imagination.

ERIK VAN
LIESHOUT
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O Thomas Locher gumveloTnke TNV eVOTNTA GWTOYPADIDV KAl KEIUE-
vwv Small Gift. To Give. Giving. Given. Gift, if There is Any... G S1EpeU-
vnon tng ox€ong avdueoa oTn YAWOOoa Kal Ta 0IKOVOUIKG aAAd Kal Twv

SPWVIWV TTOU eVEPYOUV €VTOG TOU CUGTAPATOS au-
ToU. Adetnpia tou €pyou eival To Donner le temps
1. La fausse monnaie (Given Time [: Counterfeit
Money) Tou Jacques Derrida, émou o ouyypadéag
auoioBntel o Katd mécov pmopei va umdpxer yvi-
o1a «dwpPedy, €181Kd o€ pia eMOXN OTIWG N GNUEPIVA,
oémou n Zwn poidlel va Kuplapxeital amd TI§ OlKo-
VOUIKEG OXEOEIG Kal Ta ouotApata avtaiAaynig. O
Thomas Locher avaAUel 1o keipevo tou Derrida,
TOTTOOETWVTAG PIKPEG AeCAVTEG TUTTWUEVEG HE KOK-
KIva ypduuata Kdtw amd emAeyUEVES dwTOyPadIieS
mou éxouv dnuoocleutel o€ péoa evnuépwong, pali
ue d1doTapTeg, XeIpOypadeG MAPATNPACEIS KAl 0XO-
Ala Tou id1ou Tou Locher mdvw 010 MPWISTUTIO KEI-
uevo tou Derrida. O1 dwtoypadieg Aeitoupyolv wg
TpiTo emimedo vonuatog, mpoépxovtal amd apxeia
ePNUEPIdWV Kal TIEPIOBIKWY Kal Ol TIEPIOOOTEPES
TPABAXTNKAV GE TTPOEKAOYIKEG OUYKEVTIPWOEIG. To
Baoiké epwInua mou B€tel To €pyo eival To €ENG:
néte éva dwpo ival yviolo dwpo; Me dAAa Adyia,
méTE 0 dwPNTAG OV €XEI KApia amoAUTWG amaitnon
i mpoodokia avianmdédoong; XpNGIYOTIOIOVTIAG TNV
€vvola Tou 0WPOoU WG GIAOCODIKNA KAl GNUEIOAOYIKA
adetnpia, o Locher xpnaoiyotmolei 1o olvBeTto dal-
VOUEVO TOU dWDPOU KAl TWV XEIPOVOUIWY TTOU TO OU-
vodeUouy, yia va avadeiEel TG TUMIKEG Kal dTuTTeg
Suvduelg mou diatnpoUlV TN GUVOXA TNG KOIVWVIdAG.
AvaAuel T didpopeg diaotdoelg tng €vvolag Tou
dwpou, Ta mMoTelw Tou dI€mouv Tn dwped Kal TNV
EMIdPAcN AUTWV TWV €VVOI®V TTAVW 0TN CUYKPOTN-
on ToU atéPoU Kal TNG Kolvwviag. O Locher mmapou-
o1dZel mapdAAnAa to Bivieo HOMO OECONOMICUS,
Credit / Trailer (2013), yia avdiuon twv d1adopeTI-
K@V vonudtwy TnG ayyAikng AéEng credit («miotw-
ony, KTIUAY, KEKTIUNONY» K.4. ) Kal TwV audIAEyOuE-
VWV KAl aVIIKPOUOUEVWY 0PIoUWY TNG. Kal Ta dUo
autd épya avrikouv otn pakpd kpITikn digpedvnon
amoé Tov KAAAITEXVN TWV EYYEVAOV TTONITIK@V d1aoTd-
OEWV TNG dOPAG TNG YAWOOAG KAl TnG €mMidpacng
TOUG OTN cuumepidopd TWV avOpWMWV Kal Ti§ do-
UEG TV KOIVWVIWV.

The inspiration for the photographic and text-based
series, Small Gift. To Give. Giving. Given. Gift, if There
is Any..., by Thomas Locher is an examination of the
relationship between language and economics as
well as of the subjects acting within this system. The
point of departure for this work is Jacques Derrida's
Donner le temps 1. La fausse monnaie (Given Time

I: Counterfeit Money), which questions to what
extent it is really possible to "give"”, especially
today, at a time where life appears governed by
economic relations and systems of exchange.
Thomas Locher, in turn, analyses Derrida’s text, in
which small captions are printed in red typescript
underneath photographs culled from the media,
interspersed with handwritten annotations in
Locher’'s own handwriting, commenting on the
original text. The photographs, as a third layer of
meaning, consist of archival material, taken from
newspapers and magazines, mostly from political
rallies. The overarching question asked is: under
what conditions does a gift take place? When is

a gift a true gift and thus not accompanied with
expectations of any kind? Taking the notion of

the gift as a philosophical and semantic point of
departure, Locher uses the complex phenomenon
of the gift and the gestures associated with it to
highlight the formal and informal forces that bind
our society together. He analyses the different
facets of the notion of the gift, the belief systems
under which these take place and the impact of
these notions on the constitution of the subject

and society. Together with this series, Locher also
presents a video, HOMO OECONOMICUS, Credit /
Trailer (2013), an analysis of the different meanings
of the English word “credit,” and its ambiguous and
contradictory definitions. Both these works are part
of the artist's long-term critical exploration of the
political implications inherent in the structure of
language and how they impact human behavior and
social structures.

SMALL GIFT. TO GIVE. GIVING. GIVEN. GIFT,

IF THERE IS ANY ... (J.D.)' #1- # 15 2006-2013
ekTUnwon og Dibond, kopviZapiopéves dpwtoypadieg
60 x 46,5 k. n kKGO¢ pia

SMALL GIFT. TO GIVE. GIVING. GIVEN. GIFT,
IF THERE IS ANY ... (J.D.)' #1- # 15 2006-2013
print, Dibond, framed photo

60 x 46,5 cm each

THOMAS
LOCHER
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MNa 1o ¢IAY ArokaAdmtoviag tnv Kataotpogn (2013-2015) o1 Angela
Melitopoulos kar Angela Olga Anderson dpxiocav va kataypddouv amé
10 2013 TIG TIEPIBAANNOVTIKEG, KOIVWVIKEG Kal YUXOAOYIKEG OUVETIEIEG TNG
eEGPUENG xpuooU oOTIC ZKoupléG amd pia kavadikn €Talpeia (otnv oroia

moUAnoe n EAANVIKA KUBEpvnon avti mvakiou ¢aknig
Ta SIkaiwpata eE6puéng). H meploxn Bpioketal o€ pia
mapBéva daoikn éktaon otn XaAKISIKA KAl N 0IKOVO-
Jia tng BaciZetal kupiwg otov Toupioud, TNV aAleia,
TN Yewpyia Kal Tn yeAIcookopia. To opuxeio Apbe va
aneiAnoel Biaia tn BIomoIKIAGTNTA Kal TO 0lkooUoThua
VOGS HEYAAEINSOUG duaikoU Tortiou. To ¢IAY TTapou-
01dZe1 Tn otadliakn aAAG HadiknG KATMAKag KaTaoTpo-
&N TNG MEPIOXNAG, TIG CUYKPOUGEIG TWV AKTIBIOTWV E
TNV aoctuvopia kal éooug eméAle€av va douléouv
0TO 0puUXeio, avadelkvUiovtag ta MOAAATTAG avTikpou-
Oueva cupdépova. MpwTaywVvioTES eival ol KAToIKOl
NG TMEPIOXAG, ol omoiol poPBouvtal 6TI TO AVTITIUO yia
Ta BpaxunpdBeoua oikovopikd odEAN Tng E6puUENg
xpuooU Ba eival Bapy, unoctnpidoviag 4TI To €pyo Ba
KataotpéPel ta péca BlomopiohoU Toug Kal Ba JoAU-
Vel TO TIOOINO VEPOS. H peTaAAeuTiKhA dpactnpidTnta
oTnV TEPIOXn €xEl Jakpd 10Topia, adopoloe SUWG
uévo UIKPAG KATWakag €pya, ta omoia dev amoteAoU-
oav amnelni yia to mepiBdAAov. Mia cuvémneia Tng Ael-
Toupyiag tou peydlou, avoixtol opuxeiou TNG Kava-
O1kNG eTaipeiag Eldorado Gold eival n yetatpornn tou
TOTAMIOU CUCTAUATOG TNG TIEPIOXAG KAl TWV TINYWV
Tou o€ deEapevn ToEIKWV amoBARTwy. OI KAToIKOI TNG
TEPIOXNG gival amodaciouévol va mpootateloouy 10
®UGCIKO TepIBAAAOV Tou Ttémou Toug. To 2012 opyavw-
Onke éva kivnua ToAIT@V Tou dlopydvwaoe d1adnAw-
0€Ig Katd Tng emévduong. H kduepa twv Melitopoulos
kal Anderson katéypaye Tig Kivntomolnoeig to 2013.
To 2015 ol KAANITEXVEG eEMECTPEYAV OTNV TIEPIOXA yIa
yupiopata, amotunwvovtag tov dlapkn Biacud tou
€I10UANIOKOU TOTTiOU, TO Oomoio TMAEoV €XxEl HeETaTpanel
O dIa ayvwplotn, dyovn €pnuo. ‘HON kataotpddn-
kav 300 ektdpia mapBévou ddooug. H mepioxn €xel
avadeixBei oe medio pdxng avdueoa otiG SUVAUEIS
TOU veEODIAEAEUBEPIOUOU Kal Tou KepaAaiou amd tn
JIa MEPIG Kal TIG OMAdES TTIOMTWY KAl TOUG AKTIBIOTES
0IKOAGyoug amd tnv dAAn. Mia pdxn avdueoa ota
EMIXEIPAPATA UTTIEP TNG KAVATITUENGY Kal TwV B€oewv
€pyaciag, kal ekeiva mou mpotdooouv To MePIBAAAOV
Kal Tn BIdoiun avdntuén. H véa kuBépvnon tou ZUpI-
Za €xel OEONEUTEI va OTAUATACEI TNV EMEKTACN TOU
OpUXEioU, N TMWOANCN TOU OToiou EvVIAcodTAV OTNV
mpoomndbeia dvtAnong 060wV yia Ta Kpatikd Tapeia
HEOow 1DIWTIKOTIOINCEWY, KaT' emtayiv Twv davel-
OTWV TNG EANGDAG. H teAiknA €kBaon tng Wdxng ma-
papével aBéBain, OUwS n taivia deixvel eudatiké ot
n dUvaun tng BouAnong kal n avdAnyn dpdong PAg
€MTPEMOUV va a101000&0UE.

For the film project Unearthing Disaster (2013-2015)
Angela Melitopoulos and Angela Olga Andersen
began recording, in 2013, the environmental, social
and psychological damage to the region of Skouries
in northeastern Greece by the operation of a
Canadian gold mine (sold by the Greek government
for next to nothing) located in a pristine forest in

the Halkidiki area. Economically the region largely
depends on tourism, fishing, farming and beekeeping
and the mine has come to violently threaten the
biodiversity and ecosystem of the magnificent natural
landscape. The film shows the gradual but massive
destruction of the site, the clashes of activists with
the police and with those who have chosen to work
in the mines, highlighting the various conflicting
interests. The focus is on the residents of the area
who fear that the short-term economic benefits

of gold mining will destroy their livelihood, as well

as their clean water supply. Minerals have been
mined there for years, but only on a small scale and
without any environmental risk. As a consequence

of the large-scale open pit mining, conducted by the
Canadian company Eldorado Gold, the region's river
system and its sources will be turned into a toxic
waste tank. The locals are determined to protect
their environment. In 2012 they began a citizen
movement and demonstrated against the expanding
open pit mining projects, which was filmed by the
artists in 2013. In 2015 they again returned to the
region to film, showing the continuing onslaught

on the idyllic countryside, which by now has turned
into an unrecognisable barren desert, where a total
of 300 hectares of pristine forest have already

been cut down. The site has become a contested
area for a heated debate pitting the forces of neo-
liberalism and capital against those of citizen groups
and environmentalists, between the arguments for
jobs and "development" versus the arguments for
the environment and sustainability. The new Syriza
government has vowed to stop the expansion of the
mine whose sale was part of a drive to secure money
for state coffers through privatisation in order to
meet Greece's creditors’ demands. The outcome is as
yet uncertain but the film provides a strong reminder
of the optimism of the will in action.

AmokaAumtovtag tnv kataoctpodn | (Aidépouoc X - Unearthing Disaster | (Corridor X -
Yotepoypago oto ta&idi xwpic Té€Aog) 2013
SikdvaAn Bivieo-eykatdotaon, Xpwua, AXog
37’

Postscript to an Unfinished Journey) 2013
two channel video installation, colour, sound
37

ANGELA MELITOPOULOS &
ANGELA OLGA ANDERSON
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Ytnv emoxn pag, e16noeig and kdbe ywvid Tou mAavATtn $Ttdvouv aotpa-
maia o yag, ondte BewpnTikd Ba prmopolUcaue va yvwpidoune avd ndoa
oTiyun 11 oupBaivel omoudnnote otov kéopo. ‘Ouws gival T6oo peydiog o
OYKOG TV MANPODOPIWY, TTOU TEMKE EMAEYOUUE -1 UTIOXPEWVOUAOTE- Va
ayvonooule To HEYAAUTEPO UEPOG TOUG. AIOPKWG EPXOUACTE AVTIETWTTO!
ye tnv apBdotaxtn «Bapdtnta» Tou eival. Ta mepioodtepa €pya tou Tom

Molloy Baciovtal og umdpxouoeg €IKGVEG Kal UAIKO:
o€ €1dnceoypadia KOIVWVIKOOIKOVOUIKOU evdladé-
povtog amd to diadiktuo kar ta MME. ZIn ouvéxeia
ene&epyddeTal QUTEG TIG TINYEG KAl TIG HETAUOPPWVEI
o€ €pya TEXVNG TIOU KaTayivovtal Ye Ta mpoBAnuata
NG avBpwmOTNTAG Kal e avlpwTioug Tou BAEmouv
Tn Zwn Toug va aAAdlel dpapatikd amd yeyovdta otd
omoia 8ev ackoUv Kavévav €heyxo. Amogdelyovtag
kG0e mpokatdAnyn kai aglohoyikn kpion, o Molloy i
€peUVA TOV TPATIO UE TOV OTToi0 EPdaVIZeETal 0 KOOUOG
uéoa amd tov ¢akd. Mapouacidlel TNV OMTIKA TOU WE
vnoahidtnta arld xwpig va pag apnvel mepiBwpIo
dlapuyng. Mag mapoucidler yeyovédta tng CwNG Tou
enmavaAappdvovtal oto SINVEKES, XWPIG va pag Sivel
TNV TIAPAUIKPN €UKAIPIA va ATIOCTPEWOUUE TO BAEU-
Ja gag, Xxwpis va adpnvel mepiBwpio otnv adladopia
i tn okdmun dyvola. EvamoBétel oe eudg 1o Bdpog
1 TO MPOVOUIO VA KPIVOUE TOIEG Eival OI GUVETTEIEG
TOUuG. TNV €kBean, o Molloy mapouaidlel To XwpiS TiT-
Ao (2014), mia eykatdotacn amotehoUuevn amé 1.000
HIKPEG PWTOYPADIEG, KOUUEVEG OXONAOTIKA LE TO XEPI
Kal tormoBeTnuéveg o€ €va oTevo TPATIEY TIOU €XEl
unkoG déka Pétpa Kal dTdvel péxpl To UYPoG Tou a-
TIoU. O KaANITéXvVNG €xel kaTeRdoel amd 1o 51adikTuo
dwTtoypadieg mou pag deixvouv dyvwoTd, avedvuua
avBpwmva mAdopata mou evenmAdknoav o€ yeyovota
dgpatng Biag kal mévou: MpdoduyeG, AOTEYOI, TTOPVES,
Ouuata moAéuou, npwivouaveig, yébuool, maidid-ep-
ydteg, BUpata Mip@v. Aev €xoupe kauia duvatdtnta
Va ayVONOOUUE TNV KPAuyn Toug: N dpopdn, XWAN yu-
vaika mou k€pdioe Tov Slaywvioud opopdIds Mig Ndp-
Kn, 0 doteyog Betepdvog TTOAEUOU TTOU Kpatd €va xap-
TOvI TIou avaypddel Eiual mpéuuog va doUAEYw yia
@ayntd, 1o abwo Taidi ye 1o omAoTTOAUBSAC OTO XEpI.
‘ONEG QUTEG Ol HIKPEG, EUBPAUOTEG, XAPTIVEG ATIEIKO-
VIGEIG GUYKPOTOUV UIa GUANOYIKIA KpAuyn TIou amaitel
va 8WO0UUE TTPOCOXN GE TINYEG TTOU PEXPI TIPOTIVOG
ayvoouoaue - uéxpl dnAadn va €pbel o Molloy kai va
TG BdAel umpootd ota pdtia pag: mAéov kaveig dev
umopei va Tig ayvonaoel A va Tig mapaBAEWPEL ITnv 6Ao
Kal TTI0 KEPUATIOUEVN Kal EUEPEBIOTN €MOXN pag, 6mou
paivovtal ol MOAITIKEG Kal TIPOOWTTIKEG GUYKPOUOEIS,
molog eival o pdAog Tou KaAAitéxvn; Eival dpaye va
amootd TNV MPOCOoXA Jag Kal va caynveUel ToV vVou
yag, amopakpUvovtdg Tov amd Ta o MEOTIKA TIayKo-
opia Znthpata; 'H avtiBeta va avadeikviel ta Zntripa-
Ta Qutd Pe TPOTIO TTOU VA UAG UTTOXPEWVEI VA avaAoyl-
OTOUHE TOV TTPOCWTTIKG HAG pOAO Kal Tov TPOTIo WG
yag, dnuioupywvtag €pya MOMTIKG aAAd kal MoAITIKG,
onAadn téoo Pe TNV atodikA 6o Kai he th dnudaoia
évvola tou 6pou; O Tom Molloy avrikel EekdBapa oto
deltepo oTpatomedo.

Living in a time where news from wherever on

our planet reaches us with the speed of light,

we theoretically could know everything that

is happening at any moment and any place in

the world. But the excess of information is so
overwhelmingly large that we prefer, or even are
compelled, to close our eyes for most of it. We

are constantly confronted with the unbearable
“heaviness” of being. Tom Molloy bases most of his
work on existing imagery or found material: news
material from the Internet and media of political
and socio-economic interest. These sources,

he then crafts into art objects that address the
predicaments of humanity and those whose lives
are radically affected by events over which have no
control. Without any form of prejudice or judgement
Molloy contemplates the way the world appears
through the lens. He illustrates his vision in a sober,
inevitable way. He shows us the eternally recurring
facts of life, allowing us no chance to look away,

no room for indifference, or deliberate ignorance
and leaves it to us to consider their implications as
a burden or a benefit. In the exhibition the artist
presents Untitled (2014) an installation of 1,000
small coloured photographs, meticulously cut out by
hand and placed on a 10 meter long narrow table, its
top at eye level. The pictures are downloaded from
the Internet, and show us the unknown, unnamed,
anonymous human beings who have been involved
in unspeakable violence and suffering: refugees,
homeless people, prostitutes, victims of war, heroin
addicts, drunks, child labourers, famine victims.

We cannot ignore their cry for attention: the one
legged beauty who won the Miss Landmine contest,
the homeless veteran with his cardboard sign Will
work for food, the innocent child carrying a machine
gun. These small fragile paper renderings are a
collective cry for attention, from a source we may
have become deaf to - until Molloy puts them here
under our very eyes: unignorable, and unmissable.
In our increasingly fractured and fractious age,
where political and personal conflicts are rife, what
is the most appropriate role for the artist? Should
artists work to distract and beguile our minds away
from the most pressing global issues? Or to draw
attention to them in such a way that we consider our
own roles and the way we live now; to make work
that is both political and Political - in the personal
and the public senses of the word? Tom Molloy is
firmly in the latter camp.

Xwpic TitAo 2014

1000 éyxpwues dwTtoypadieg kal EUAIVO Tpamél
150 x 1000 x 30 €k.

‘Atoyn TnG eykatdotaong oto ETE 78, Bpu&€AAeg,
TemtéuPplog, 2014

Untitled 2014

1000 colour photographs and wooden table
150 x 1000 x 30 cm

Installation view at ETE 78, Brussels,
September, 2014

TOM
MOLLOY




1. ®@ecoalovikn, lavoudpiog 2015. H mepioTpedSuevn
mépTa tng eE600U Atav xaAaopévn 0w Pe Bepaiwoe
0 PUACKAG TOU TTEPITTTEPOU.

H 10€a tng emokeung oav pia deUtepn gukaipia.

2. Marcel Duchamp, Door, 11 Rue Larrey, 1927. Mia iép-
Ta 1ou Propei va amnokAeioel éva ané ta dUo ywviakd
avoiyyata, aAAd moté€ kail ta 8Uo Tautéxpova, Hia A&l
ToUupYIKA aAAd kal ducAsitoupyiki mépta. ‘Eva ready
made mou SIXOToUEl TNV OIKIaKA acddAgia Kal Tapw-
Sl TNV 1I81WTIKATNTA Kal TOV TTEPIOPIOUO.

3. To mpwto TNALOTTIKG €pyo Tou S. Beckett, Eh Joe
(BBC2, 4 louAiou 1966) Eekivdel pe Tov Joe va eE€Td-
Cel MOPTEG OIAPOPETIKWY PeYeBWY TIou Sev odnyolv
mouBevd yiati eival xtiopéveg. MIAGVE yia pia eEwTe-
pIKA ameIAA TIou Tpo€pxetal and péoa kal odnyouve
Babid miow.

4. «X10 0€aTpo OtV EI0EPXEOTE ATIWPNTIY Eypade
€Ew amnd 10 dwudtio o Tadeusz Kantor, mpogidoroiw-
VTaG TOUG BaTéG TOU yia TOV Kivduvo Tou d1aTpéXouv
maipvovtag YEPOG OTO CUVWHOTIKG yeyovdg, kal Tnv
avtaAayn e 1o €pyo. H ouppeToxn tou Beath eival
éva oupBdv e anpOPAENTEG ouvENeleS. To €pyo aTio-
TEAE( PIa ETWVUNPIT TNG MPAYUATIKATNTAG. TomoBETE-
Tal 6To onpeio érou n Zwn téuvel To B€atpo.

5. Endgame. Mia 1otopia yia $oBepEG oUPBINOEIG Ka-
HwUEveS pe tpudepdTNTa Kal cadioud. Mia lotopia
mou oapkddel Tnv avnumépia, Tnv €EGpTNon aAAd Kai
TIG EMVONACEIG TTOU TNV E0PKiZouv. O kabévag pag Exel
untdp&el Xap, KAoB r kal ta duo padi.

6. O oupmeopévog xpbévog, (n eAdxiotn diadpoun)
600 Slapkei To dvolyua piag mépTag, apkeTog yia va
mepnaThoel§ pia ¢dpoa aAAd kar 1kavog va SiaPeu-
o€l ateAéodopeg emMoTpodEG. Voo xpeldZetal yia va
dtdoeig otny apxn, kel amd émou Eekivnoeg, va ¢T1d-
o€l dnAadn oTo TéAoG. Mia akdua onpacia TnG AEENG
exit, OMw¢ 10 BIWVOUUE OAPEPA OTN XWPA UAG.

7. ZAPepa, ol TEPIOTPEDOUEVEG TTOPTEG AEITOUPYOUV
Kal he texvoAloyia avixveuong PHETAAAWV A XNUIK@V.
AmoteAoUv ONPAvTIKG XapakInpIioTiKG aodaleiag oe
aepodpdula Kal KEvipa kpdtnong. Mmopouv va €€o-
TTAI0TOUV JE CUGTAPATA EMTAPNONG KAl avayvwpiong
TTPOCWITOU.

8. To KUpIo OdENOG HIag TepIOTPEDOUEVNG TTOPTAG
Bpioketal oto 611 eival MAvta KAEIOTA Kal avoixTh
OUYXPOVWG.

Mepiotpepbuevn népta (i To Mepiotpogov), 2015

Mia nepiotpepduevn opTa, mou dev odnyei mouBevd,
mou Oev XpnolueUel, TTOU KopoideUel Kal umAoddpel,
apol and érou KI av umelg n €£0do¢ eival €i0od0g
Kal To avtiotpodo. To €pyo pIAde! yia «To TéNoG Tou
naixvidiol tTwv MUBwvy», tnv mpoddveia Tou Tayl-
deUEl, yIa TIG XAUEVEG EUKAIPIEG TTOU AKPIBWG MEISA
xdénkav €yivav pibol. Fivetal, yia S1apKAG TTEPIOTPO-
®n oav TIgwpia, dtav apxn Kal TéAog, uéoa N EEw dev
dlapépouyv, étav To AdBog odnyei oe MPOOXESIACUE-
VEG EUKQIPIEG, O€ EMAVAAAPBAVOUEVEG ATTOTUXIES, OTO
JapTUPIo TNG AMEYVWOUEVNG alolodo&iag, OTwg To Te-
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1. Thessaloniki, January 2015. The revolving door at
the exit was broken, | was told by the pavilion guard.
The idea of repair as a second chance.

2. Marcel Duchamp, Door, 11 Rue Larrey, 1927.

A door that can only close the entrance to one room,
but never both at the same time — a door that is both
functional and dysfunctional. A ready made that
bisects domestic security and is a parody of privacy
and seclusion.

3. The first piece that S. Beckett wrote for television
was Eh Joe (BBC2, 4 July 1966). The play opens with
Joe examining doors of various sizes, which open to
the walls and therefore lead to nowhere. They refer
to an external threat that comes from within and take
you far back.

4. "No one who embarks on a life in theatre goes
unpunished": Tadeusz Kantor's message outside the
room warned the audience about the risks involved in
participating in the conspiratorial act and his play.
Audience participation is an event with unforeseeable
consequences. The work is @ metonymy of reality.

It is situated at the point where life intersects with
theatre.

5. Endgame. A story about extraordinary
cohabitations made of affection and sadism. A story
that takes a sarcastic look at feebleness, dependence
and the things invented to dispel them. We have all at
some point been like Hamm, Clov or both at the same
time.

6. Compressed time (the shortest path); the time it
takes for a door to open, enough to walk through a
farce, but also sufficient to dismiss fruitless returns.
Just enough time to reach the beginning, your

point of departure, and reach, therefore, your final
destination. Another meaning of the word exit, as we
experience it today in our country.

7. Modern revolving doors feature metal or even
chemical detectors. They are essential security
devices at airports and detention centers. They

can also be equipped with surveillance and face
recognition systems.

8. The main benefit of a revolving door is that it
remains always open and closed at the same time.
Revolving door (or The Peristrophon), 2015

A revolving door leading nowhere, which has no

use, which mocks and bluffs, since, no matter from
which point you enter, the exit is the entrance and
vice versa. This work is about “the endgame of
Myths", the prominence that entraps us, the lost
opportunities that became myths exactly because
they were lost. The revolving movement takes

the form of punishment, as there is nothing to
distinguish the beginning from the end, or the inside
from the outside; a mistake can lead to preplanned
opportunities, to repeated failures, to the torture of
desperate optimism described by Gramsci. Peristrofon
is exactly about this endless obsession with failed

piypdoel o Gramschi. " autA tnv emavaiaupavoue-
VN EUPOVA OE GTPATNYIKEG amoTtuxiag WIAGel To Mepi-
otpogov aAAd Kal yia kéououg aviifetoug Adyw B€-
Anong, mou ToTE, Adyw euduiag dev Ba cuvavinBouv.
...«To TéAoG Bpioketal péoa oTnv apxn Ki WoTtdoo ou-
vexigoupey'

daivetal va PiBupiZel XapoyeA®WVTag o Xau KoItwvtag
TNV oPAyuUpN TTIOU TIAPAKOAOUBET.

«Ma yia okedpBeite Aiyo, yia okedpBeite, otn yn Bpi-
OKOOAOoTE, oWTNPIa SEV UTIAPXEIN?

...Kal ommpwxver tnv mépta va Byel, kai va YAUTWOEI.

Nikog Naupidng

2y duoue MIEKeT, To TEAOG TOU mTaixvidiod,
€kO.'YUIhov, utodp. K. TkaAikpag, 0.54

Mepiotpepouevn mépta (i To Mepiotpogov) 2015
eykatdotaon: meploTpedpOUEVEG MOPTEG, AAOUUIVIO,
YUQAT, autépatog ynxaviouog mepioTpodig,
dWTIoUSS VEOV

Revolving door (or The Peristrophon) 2015
installation: revolving doors, aluminum, glass,
automatic rotating mechanism, neon light

strategies, and about worlds that are opposed

by volition, which will never meet because of the
intellect.

... "The end is in the beginning and yet you go on"'
Hamm appears to whisper with a grin on his face, as
he observes the spectators.

"Use your head, can't you, use your head, you're on
earth, there's no cure for that!"?

...And pushes the door to get out, to save himself.

Nikos Navridis

2 Samuel Beckett, Fin de partie,
editions de Minuit, Paris, 1957

NIKO2 NAYPIAH2
NIKOS NAVRIDIS
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>1a mpwtdtuma, aAAnyopikd ox€dia kal épya Zwypadikng tou Pavel
Pepperstein BAémoupne MOMTIKG Kal TTOAITIOTIKA cUUBoAd va Tomobe-
ToUvtal o ¢aviaoTikd Tomia kal cevdpla. XTnv evotnta dwdeka uda-

ToypadIdv We titho Ayia MoAitikA (2013), Tou ma-
pouaidZetal oTnv €kBean, o KAAMTEXVNG OXOANIALE]
Tnv Katdotaon Tou oUyxpovou KOGUoU pe foeg 86-
o€Ig 0apddviou MVeUPATOS, XIoUPop, oupeaAiioyou
Kal KPITIKAG. AUGAEITOUPYIEG TOU KATITAAIOUOU Kal
™G dnpokpatiag, Sokiyacieg TnG EUPWTING Kal €idn
mou ameidouvtal ye eEaddvion pyetagopdwvovIdl
O€ EIKACTIKEG 10TOPIEG Yéoa amd TO XapAKTNPIOTI-
KO €ANIKOEISEG, TTEPITEXVO KAl TTOAUXPWHO OTIA TOU
KaAAITéExvn. BAEmoupe Tnv tEXVOAOyIKh Tpdodo
va kataotpédel Tov Kdopo Kal TNV Eup@dmnn va ma-
pevoxAeital anmd Apepikavoug, KivéZoug, Poaooug,
MoucouAudvoug kal TaAlumdy, eved n T0XNn TV
amelloUPevwV EI0WV OUYKpiveTal pye to OAokau-
Twua.’ETol, n moAitikA Sidotaon mapelodpEéel oTNV
a100ntikA. O1 €€6xw¢ euddvtaoteg udatoypadieg
Tou, GTIaYUEVEG YE HAEOTPia Kal AemTdTNTA, GUV-
5éouv Tn Pwaoikn MpwTtomopia e Tnv mapadooiakn
Tommoypadia, TNV TOT dPT, TO GTUA TV KOUIE Kal
TIG eIkovoypadnoelg maIdIk@V BIBAIwY. Omwg Aéel o
510G 0 KAAMITEXVNG, «TTPOCTIABW va UI0BETACW YIa
maidikA -n akdua Kal mapapuBévia- mpoacéyyion TG
TOAMTIKAG TTPAYUATIKOTNTAGY, EVW O 610G TIPOCBE-
Tel: «onpepa dev eival eUKOAO va BPEIG TNV TIVEU-
uatikn eAeubepia Kal To yeyovog autd umayopeUel
™n oTPodn o€ yia mo adeln, maidikn tpdmov Tivd
vAwooa avemeE€pyaoctwyv ouvaicbnudiwy, otnv
ormoia ival dUOKOAGTEPO va aoknBei €EwBev emip-
pon A €Aleyxog». O Pepperstein (Yeudwvupo tou
KaAAITéExvn) dnuioupyel Tapddo&eg 1I0TOPIES Kal TIG
oxOAIdZel ye aviyuatikd, mpodntikd i dieioduTIkA
KelUeva, ypauuéva pe tov KouWwo, eNIKOEION ypa-
®1Ké xapaktipa tou. To €pyo ToU €ival yia KPITIKA
NG MOAITIKAG 10TOPIag, oTNV omoia cuvdudlel aA-
ANyopIKd Kal COUTIPEPATIOTIKG OXAPATA YE TNV OU-
TomKA A160ONTIKA TNG PwaoIkAG MpwTtomopiag Kal Tng
OOBIETIKAG dIACTNUIKAG EMOXNG. Ydaivel autég TIg
EIKAOTIKEG avapopéG o€ TMPWTOTUTIEG IGTOPIEG, HE
Talyviddn KOVOETTOUAAIoUO, Snuloupy®vtag €pya
TTOU EKTIPOCWTOUV autd mMou o id10G ovoudlel «Pu-
xedeAIKO peaAioudy. To €pyo Tou YeTadidel «uia ai-
oBnon outoriag i Tnv emMBUPIa TNG OUTOTTIAGY, KU~
plwg duwg mapaméumel otnv emBuyia yia aAAayn.

In Pavel Pepperstein’'s inventive, figurative drawings
and paintings, political and cultural symbols are

set in fantastical landscapes and scenarios. In

his twelve-part watercolour series Holy Politics
(2013) shown in the exhibition, he comments

on the present state of the world with sardonic

wit, humour, surrealism, and criticality in equal
measure. Problems of capitalism and democracy,
the troubles of Europe, and animals threatened
with extinction are transformed into visual

stories in Pepperstein’s characteristic serpentine,
ornate and colourful style. We see technological
progress destroying the world, Europe harassed

by Americans, Chinese, Russians, Muslims, and

the Taliban, while the fate of endangered species

is compared to the holocaust; and thus the

political dimension penetrates the aesthetic. His
highly imaginative, fluidly and delicately executed
watercolours connect Russian avant-garde
iconography to traditional landscape painting,

and pop art, comic book style and children’s book
illustrations. As the artist himself says, he “attempts
to take a child's -or even a fairytale- view of
political reality” and: “today, it's not easy to find
intellectual freedom, so it necessitates a switch to
a more naive, childlike language of raw emotion,

on which it becomes harder to exert an outside
influence or control.” Pepperstein (the artist’s
pseudonym) fashions bizarre stories and comments
on them with enigmatic, oracular or piercing texts
in a graceful sinuous handwriting. His work is a
critique on political history by using Suprematist
and illustrative imagery, and the utopian aesthetics
of the Russian avant-garde and Soviet space age;
these visual references he weaves into inventive
stories with a mischievous conceptualism, resulting
in what he calls "psychedelic realism". In his work
he projects “a feeling of utopia, or a wish for utopia”
but most of all, his practice alludes to the desire for
change.

H Eup®mn ge umeAdde¢

ané Tnv evétnta Ayia MoAitikr
(H moAitikri tou maixvidiod) 2013
akouapéha o€ xapti

32,5 x 25 k.

Europe in Trouble

from the series Holy Politics
(Politics of Play) 2013
watercolour on paper
32,5x25cm
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H mpéBeon tou Aviwvn Titta pye 10 véo tou €pyo, Throw Hands, ou
dnuioUpynce yia tnv MmievdAe @ecoalovikng, ival va dnuloupynoel
€vav KEMTEAECTIKOY XWPO TToU apevEs aputviZel To mMapeABOy, adeTé-
pPOU avTINETWTTICEl TO Mapdv. ZTov EKBeaIaKd xWpo diAoEevouval Téo-
oepa xépla yeydAwv Slactdoswy, dptiayuéva amd amouiynon d€puatog,

o€ 1€00epa SIAPOPETIKA XPWHATA: KOKKIVO, UTTAE,
KITpIvo Kal Agukd. Ta avTiKeipeva €xouv XpnoTiké
XApakTApa -0l EMOKEMTEG PmopoUv va kabioouv
i va EanmAwoouv o€ autd- kal armoteAouyv dlactau-
pwon emimAou kal yAurtou. Ta xépla amoteAolv 1o
OKNVIKG YIa TNV TTapousiaon tTwv umdAoIMwV €pywv
TOU: uia ogIpd MaANIOPOBITIKEG TTIVAKIDOESG ME KAITT, Ol
omoieg €xouv avamapaxBei oe MOAU akpiBd UAIKA
OTWwG 10 udpuapo, o urpoUvtdog Kal AAAa ETaAAQ.
Mpdkeltal yia UAIKG TTou xpnoipormoliodvial ouvi-
Bwg o€ KpaTIKG KTipia A og dnudoia yAuntd Pe ypa-
DEIOKPATIKEG A KETTIONUEGY» CUVONAWOEIG. Z€ AUTES
EMKOAADVTAI KOAG] pE EIKOVEG TTOU TTAPOUGIAZouV
XEPIA TTOMTIKOV KAl GAAWV TTOAMITIKOV 3pOVIWY améd
NAEKTPOVIKG Kal €viuma Jéca evNUEPWONG - XEI-
povopieg mou umotiBetal 0TI umoypauuidouv Tn
omoudaiétnta Twv 6owv Aéyovial, ekdppdloviag
Tov Bupd, tnv 10xU K akéua kal tov $po6Bo. Mapdt
T0 €pyo TAPAmEUTIEl OE TTAAQIOTEPES TTEPIGSOUG
NG 10ToPiag TNG TéXVNG, OTMWG N TTPOTTIOAENUIKA Kal
N JETATOAENIKA aBdv-ykapvT, To mapdv mou avarna-
p10Td ouvdéetal pe tn Bia Kal TNV EKAOYIKEUON TNG.
O KaAAITEXVNG Xxpnaiyotolei ouxvd dwTouovIdad €p-
YWV TNG YEPUAVIKAG Kal pwOIKAG TpwTomopiag mou
Tap€mnepmav otnv €Aeucn piag véag €mMoxNAg: pia
€MOXNG, OTTOU 0 KAAAITEXVNG-UNXavikég Ba €maide
KaBopioTiké pOAo oTNV 0IKOSOUNON TNG KOIVWVIag
Kal oTnv UAomoinon ouToTIKWY ISEWV. Mpodavwg n
eAmida auth eixe dlaPeuotei AON KATd TNV €MOXA
¢ ePddviong tng kal pdAiota pe eEalpeTikd Bi-
alo tpdémo, duwg n dUvaun Tou xepioU Kal TNG XEl-
povopiag diatnpei To gvdiadpépov TNG WG €vdeIEn
€iTe MOMTIKAG €MIPPOAG K ATTAG €iTe IGEONOYIKAG
kamnAgiag. O Mittag aviiueTwmidel Tov EKBeTIaKS
XWPO -€va mpwnv ouvedplakd KEVIPO- oav €va 131
aitepa «To&IKG», JOAUCUEVO TTOMTIKG TIEPIBAAAOV
TTOU avakaAei otn gvAuN tn Adikn diapapTupia Kal
eE€yepon, kaBWG Kal tn (Biain) avtidpaon Twv du-
VAUEWY KATAOTOAAG amévavtl o€ Kataotdoel§ dpai-
VOUEVIKOU Xdoug. Ta XpWHATa TwV XEPIDV MApaATIE-
MTTOUV €UPECO OTA XPWHATA TNG TTPOEIGOTIOINTIKAG
ofApgavong tng To&IkdTNTag TWV SAKPUYOVWV TToU
eEamoAUouv Katd Twv 51adNAWTWY Ol OTPATIWTIKES
Kal aoTuvouIikEG duvdpelg. MNa tov Mitta, T0 GUYKE-
KPINEVO 10€0ypapua GEPEl EVIUTIWOIAKES opoIdTn-
TEG PE oplopéva pedpata Tng oUyxpovng TEXVNG,
kKal 6a pmopoUce kKAAAIoTa va ekAndBel oav éva
€idog détournement and Tnv aliodnTIKA TOou Mma-
0UXdoug N TOU VEOTIAAOTIKIOUOU O€ KATI EVIEAWS
S1aPOPETIKS, TEPIGGOTEPO GOPTICUEVO TTOAITIKA KAl

For his new work Throw Hands for the Thessaloniki
Biennale, Antonis Pittas' intent is to create a
“performative” space in which the past can be
reactivated and the present addressed. The
exhibition space hosts four large hands made from
a faux-leather material in four different colours:
red, blue, yellow and white. The objects are a cross
between furniture and sculpture, and are intended
for use: people can sit or lie on them. The hands,

in turn, serve as a stage for the presentation of
other works Pittas presents: a number of old-
fashioned clipboards, reproduced in very expensive
materials such as marble, bronze and other metals,
materials usually used for government buildings

or public sculpture, with bureaucratic or “official”
connotations. Attached to these are various
collages of images showing hands of politicians and
other political actors as represented in online and
offline news media - gestures that are supposed to
underline the importance of what is said, expressing
anger, power or even sometimes, fear. Whilst

the work evokes the art historical past, including
both pre- and post-war avant-gardes, the present

it represents is associated with violence and the
rationalization of violence. Photomontages of the
German and Russian avant-garde often employed
the hand of the artist as a sign of a new time to
come: a time, in which the artist-engineer would
have a crucial role in building society and realizing
utopian ideas. Obviously, this hope was already
frustrated back then and very violently so, but

the force of the hand and the gesture remains
interesting as a sign of political influence or defeat,
or ideological instrumentalisation. Pittas's view of
the exhibition space -a former convention centre- as
a very "“toxic"”, contaminated political environment,
which might recall civilian protest and upheaval

as well as the (violent) reaction of military and
police forces to the state of apparent chaos. The
colours of the hands indirectly refer to the colours
of the image that is found together with hazard
warning labels on tear gas cans, which indicates the
toxicity of the gas thrown by military and police. For
Pittas this ideogram strikingly resembles certain
modern art forms, and can be seen as a kind of
détournement of Bauhaus and De Stijl aesthetics
into something quite different, more politically
charged and confrontational. And of course, there
are the obvious references to Barnett Newman's

ouykpouaolakd. Tekdbapeg ducikd eival kal ol ava-
$opég oTn oeIpd CwypadIikwy Epywy Molog doBdtal
10 KSkkIvo, To KiTtpivo kai To MmAe (1966-1970) tou
Barnett Newman, aAAd kal 010 dwTOPOVTIEZ TOU
Gustav Klutsis mou epdavizel tov Aéviv va mepiBdi-
Aetal and téooepa x€PIa, TA OToia EKTIPOCWITOUV
TOUG MUAWVEG TNG 00oBIETIKAG Kolvwviag. Mapdtl o
Mittag dev avulauBdvetal Tov €aUutd TOU WG TOV
CKAAANITEXVN-UNXAVIKO» TIOU €iXE OPAMPATIOTEI N
MPWTOTMOPIa TWV APXWV TOU €IKOOTOU aikva, av pun
TI dAAo mpoomaBel va dnuloupyncel CUVOAKEG TTOU
epebiCouv tnv KPITIKA OKEWN, armopelyoviag OUwG
KdBe ampokdAumto TpomayavdIoTIKO unvuua. Og-
wpel Tov eautd Tou €vav mapatnpntA Mou €pxetal
AVTIMETWTIOG PE PIA TTPAYHATIKOTNTA TNV OTIOIa OUV-
0€Touv n guddvion VEWV GUANOYIKQV KIVRUATWY, Ol
eVTAOEIG OTO E0WTEPIKO AAAG KAl HETAEU KOIVWVI-
@V, Ol MEPITTAOKEG TTAPATTIOUTIEG KAl Ol AQVETIAUTEG
avtipdoelg. e autd to TAaiclo, Tov gvOIaPEpEl
1d1aitepn n kataypadn tng dnpdoiag A GUANOYIKAG
UVAUNG €v TN yevEoel TNG aAAd kal n duvatdtnta
dvnueloroinong autiAg tng kataypadng. ‘Etol, to
€pyo tou avadeikvUeTal tpdémov TIvd o€ Pvnpeio
ToU 51adNAWTA.

Throw Hands
(Aemtopépela) 2015
egykatdotaon
(Ma&IAdpia,
pdpuapo,
umpouvtZog, xapti)
JeTaBANTES
dlaotdoelg

‘Aroyin NG
egykatdotaong otnv
Mmigevdie
Tuyxpovng Téxvng
©eooalovikng, 2015

Throw Hands
(detail) 2015
installation
(cushions, marble,
bronze, paper)
variable dimensions
Exhibition view at
the Thessaloniki
Biennale of
Contemporary Art,
2015

work series Who's Afraid of Red, Yellow and Blue
(1966-1970) and Gustav Klutsis' photomontage of
Lenin flanked by four hands depicting the pillars

of Soviet society. Though Pittas does not see
himself as the “artist-engineer” that the early
twentieth century avant-garde had envisioned,

he strives at least to create conditions for critical
thoughts to be triggered, while eschewing any overt
propagandistic messages. He sees himself as an
observer, confronted with a reality of new collective
movements, of tensions arising within societies and
between regions, of complicated references and
unresolvable contradictions. In this context, he is
especially interested in capturing public or collective
memory in the making as well as the dynamics of
monumentalization that accompany this process,
whereby his work becomes a kind of protester’s
memorial.

ANTONH2 TTITTA2
ANTONIS PITTAS



O vtavtaiotng Tristan Tzara eixe emvonoel pia yéBodo moINTIKAG ypa-
®nA¢ Bydlovtag tuxaia AéEeig amd €va kaméAo. Me tnv id1a epiTTou Yé-
0000, 0 Oodwpng Mpodpouidng «éypae» €va BiRAio 108 ceAidwy, e
524 npotdoelg. O1 tuxaia tormoBetnuéveg AéEeig mpoépxovtal amd 524
BiBAia kal Tep1odikd, Ta omoia éoTEIAaV 0TOV KAAAITEXVN G001 avIarmo-
KpiBnkav 0to KAAeoud Tou yia Tn GUYKEVIPWON €VIUTOU UAIKOU TTOU

ETPETIE VA KATEXEI oNPAVTIKA B€on 0TOV TTOAITIKO
Aéyo InG apiotepds. Avdueoa ota BIBAIa mou édta-
oav oTa xépla Tou mepIAaupdvovTal kopudaia Kei-
peva énwg To KepdAaio tou MapE (1867), lurepia-
AIoUGG, T0 avaTaTto otddio Tou KamtaAiouou (1916)
Tou Aéviv, KaBw¢ Kal Mo olyxpova Keiheva, Omwg
H kouuouvioTikn urté6ean (2008) tou Alain Badiou.
O kaAAitéxvng dnuioUpynoe to BIBAI0 Katd tn di-
dpkela dUo okTdwpwy TMEpHOpUAvs oto Kunsthalle
Athena 1o 2011, 0TIG OTTOiEG CUUMETEIXE N NBOTIOIGG
AyyeAikn MamoUAla. H didpkela Twv mePHOpUavs
kabopioe kal Tnv KukAodopia tou BIBAiou: 16 avTi-
tuna. H mepddpuavg kar 1o BiBAio ekmpocwtmolv
uia uéBodo emaveE€Taong Kal KPITIKAG avdyvwong
NG MOANITIKAG YADGOAG KAl TWV Kopudainv €pywv
NG apIoTePNG oKEWNG, aAAd Kal TTalyvIOdouG avTi-
UETWTIONG CORBAPWY KOIVWVIKWY KAl IGTOPIKWOV
¢ntnudtwv. To SToixelo yia Tnv Urmootrnpién véwv
douwyv amoteAeital amd éva Pympouvtlivo EMTOIXIO
yAurité mou Aeitoupyei oav pddi yia ta 16 depéva
oT1o XEpI BIBAIa. To koivd pmopel eAelBepa va maip-
vel BIBAIa yia va ta EepuAAioel Kal, KaBWG kKabBévag
Ta tomobetel oe diadopeTikd KGOe dopd onpeio, n
oUvBeon tng doung oTnPIENG aAAdlel. Ta duo €pya
amotehoUv amd koivolU €va ouvoTiTtikd KOAGZ tou
TOT TMoUpPi TWV TOAMTIKOV avaAUoewy amd TNV €m0~
xn Tou Map& mou mapouacidZovtal €6@W YE TN HOPPN
ouvOnudtwy, eni TNG onuaciag kal ouvddelag Twv
oToiwv PE TNV €MoXN Pag KaAoUuaoTte eYEi§ va di-
epwTnBoUlE.

Dadaist Tristan Tzara devised a method to create
poems by pulling words out of a hat. Applying this
method, Theo Prodromidis “wrote" a book of 108
pages, with 524 sentences, composed of words
taken at randomly from 524 different books and
magazines, which were sent to him on a general
call for printed matter that had to be relevant and
important for the political discourse of the left.
Books included seminal texts like Karl Marx's Das
Kapital (1867), Vladimir llyich Lenin's Imperialism,
the Highest Stage of Capitalism (1916) as well as
more contemporary texts like Alain Badiou's The
Communist Hypothesis (2008). The content of

the book was put together during two eight hour
performances at Kunsthalle Athena in 2011, carried
out by Prodromidis together with the actress
Angeliki Papoulia. The duration of the performance
determined the print run of the book: 16 copies.
The performance and the resulting book present

a method to formulate a re-reading as well as a
critique of political language and seminal leftist
discourse and to deal in a playful way with formal,
social and historical issues. Element for the support
of new structures is a bronze wall sculpture, serving
as a kind of bookshelf for the 16 hand-bound books.
The viewer may take a book from the sculpture to
leaf through it, and by placing it back somewhere
else, the composition of the books in the supporting
structure will be changed. The two works together
form a synoptic collage on the potpourri of political
analyses since Marx, here presented as sound bites,
whose relevance we are asked to question today.

AvTio... KTA, Kal ZToIX€io yia Tnv
umrootripi&n véwv douv 2013-2014

16 BIBAIa Sepéva oto x€pl, 108 oeAideg
10 KaBéva, 38 pmpouvtZiva otnpiypata
35x 350 x 13 ek.

Goodbye...etc, and Element for the
support of new structures 2013-2014
16 hand bound books, 108 pages each,
38 bronze supporting elements
35x350x13cm

OOAQPH2 NMPOAPOMIAH2
THEO PRODROMIDIS




Jtnv evétnta €pywv dvtdog i Oupd (2013) n Merig¢ Algiin Ringborg 6i-
vel 1o B€pua tng d1IEAEUONG GUCIKWY, TTOANITIOUIKWY, YAWOCIK®WY Kal ypa-
dEIOKPATIKWY ouvOpwv. Adopun otdbnke n eumeipia Tng idiag tng Algln
Ringborg wg petavdotpiag amd tnv KwvotavtivoumoAn otn ZTOKXOAUN.
H Siadikacia mepiAappdvel MANBOG ypadeIoKpATIKES adppayideg, AITACEIG
Kal oUVeVTEUEEIG, Kal, EHO00OV TEAEODOPNACEI, EMITPETEI TN VOUIUN EYKA-
tdotaon evidég tng E.E. Yridpxel duacikd kal o eVAAAAKTIKOG, mapdvouog
TpOTOG petavdoteuong. To Fdvidog i Oupd €E€TALEl €va GUYKEKPIUEVO

oUvopo: Tov motapd Mépitg, ‘EBpo h Mapitoa, énwg
ovopdZetal atnv Toupkia, tnv EAAGSa kai Tn Bouhya-
pia avtiotoixa, o omoiog mnydZel and Tn BouAyapia
Kal oploBeTel Ta ocUvopa avdueoa OTIG TPEIG XWPEG.
O motapdg, ouvovouatog tTng KAAMTEXVIOAG otnv
TOUPKIKA €KdOXA Tou ovouatds Ttou, €ival orpepa
éva and ta kupia onpeia mapdvoung €106d0U PETA-
vaotwv otnv Eupwrnaikn ‘Evwon. To yeyovég 6t n
KaAAITEXVNG €xel To id10 dvoua pe tov motapd eival
MEV OUUTTWUATIKG, TTAPauéVEl OUwG EEAIPETIKG €v-
SlapEpov kal ouvdEsTal Ye TNV mAoyh Tou MEPITG
WG MPWTAywvIoTh TnG oglpdq. H Algiin Ringborg e&e-
Tddel 1o 10 TO TOTAWI Kal, XPNOIPOTIOIWVTAG ATIAWG
Tnv €IkévVa N TO TOTIOYPADIKO TOU OXEDI0, UTTOSNAW-
vel Tn d1dBaon amé kal mpog TIG dUo KateuBbUvoelg.
AvTAQvVTag éumveucn amd To €pyo Xwpi§ TITAo Tou
Felix Gonzalez-Torres, Tnv aévan avamapaywyn piag
€1kévag vepou, n Algiin Ringborg mapouaiddel pia ma-
péuola elkéva Tou motapou MEPITG. 210 Xwpi§ TitAo
(EBpog, Mapitoa, Mépitg) utiaivicogtal TIG S1adopeTI-
K€G TomoBeaieg MEPIE TOU TTOTAPOU Kal, KaT' EMEKTA-
on, Ta diadpopeTikd MOAITIKE cucTAPATa ota oroia
autéq avrikouv. Emekteivovtag auth tnv 10€a, 01O
€pyo TNG MmmAe rmotduil, k6KkKIvo alvopo dU0 YPAUMES
eudavidouv tnv evaépia droyn ToU pou Tou motauou
Kal Tou ToAITIkoU ouvépou. H ZuvBrikn tng Awldvng
OpIce TOV TMOTAUO WG PUGIKG oUVOPO TWV TPIDV XW-
PWV, KABWGS dUWG PeTATOMIZETAl O POUG TOU, O TIOTA-
uéG mavel va cuumimTel Je Ta oUvopa Tou EiXE opioel
n Xuvenkn, avadsikviovtag Tnv aubaipetn puon Twv
ouvopwv v Yével. To ¢ (To dtuxo ypduua) gival pia
GUAAOYRA EMIOTOAWY amd TNV TIPOCWTIKA aAANAoypa-
¢ia tng Algiin Ringborg, pe eMiKEVTIPO TNV TOUPKIKA
UTOOTIYUNA TIOU TTaipvel To ypdupa ¢ oTo dvoua Merig.
>tn véa matpida tng KaAAITéxvidag, tn Zoundia, ol
apx€¢ kal dAAol dopeig (tpdmeleg, mavemotAyia,
akéua Kkal n Ymnpeoia Metavdoteuong) ypddouv
ouxvd AdBog A avtikaBioTolv To ¢ TNV aAAnAoypa-
¢ia toug padi Tng. AANotE TO ypduua ¢ amoucidlel
Kal To dvopa Tng KAAMITEXVISAs epdpavicetal ws Meri,
dAote avtikabiotatal amd to oUuPBoro % kai yive-
Tal Meri%, eviy dANote maipvel Tn B€on Tou TO AVTi-
o0To0IX0 Ypduua TnG YAWooag onpavong html (Meri&
#231). AUTA N amTWAEIQ TNG UTTOCTIVUAG AEITOUPYET WG
S1apKNAG urmevOUpIon TNG JIAMOPETIKAG KXWPAG TIPOE-
AguoNnG» Kal tng aduvapiag €vtagng tnG KAAMITEXVI-
0aG 0To VvEo clotnua. XT0 nxntiké €pyo Archiving
Meri¢, akoUue €vav peydAo apibud avBpwmnwv va
npodEpouv 10 dvopa «Mericy, kaBévag pe tn dIKA
ToU TIpodopd, TMPOKAAWVIAG oUyxuon OTOV aKpPod-

In the series of works A Hook or a Tail (2013) Merig
Algln Ringborg reflects upon crossing natural,
cultural, linguistic and bureaucratic borders. The
work takes as its point of departure the way Algin
Ringborg herself moved from Istanbul to Stockholm;
this process entails a series of bureaucratic stamps,
application forms and interviews, which ultimately
might result in a lawful and legal residence within
the EU. Another way to migrate is, of course, to
move illegally. A Hook or a Tail makes reference to

a particular border: that between Turkey, Bulgaria
and Greece and the river Merig, or Evros or Maritsa.
Originating from Bulgaria, it acts as the border
between Turkey and Greece and is given different
names respectively. The river, partly being the
namesake of the artist, is today one of the most
frequently used locations for illegally entering the
European Union. That the artist shares her name with
this river is coincidental, but nevertheless intriguing,
and the river being the river Merig is central to these
works. Alglin Ringborg looks at the river itself, and
by its simple image or topographical outline suggests
the notions of crossing it in either direction. Taking its
reference from Felix Gonzalez-Torres' Untitled which
is an endless reproduction of an image of water,
Algln Ringborg shows an image of the river Merig in
a similar manner. In Untitled (Evros, Maritsa, Meric)
she hints at the different localities that surround this
water and therefore the different political systems
they exist within. Furthering this idea, in the work
Blue River Red Border two lines mark the bird's eye
view of the river and the border. It was decided at
the Treaty of Lausanne how the border and the

river would coalesce, but as it meanders, the piece
shows where the river flows naturally and where the
Treaty of Lausanne once decided that the border
would run, highlighting the constructed nature of
borders. C (The Unfortunate Letter) is a collection

of personal letters that concern the mark known

as cedilla, as in the ¢ of Meric. In the artist's new
context of Sweden, the ¢ is frequently confused or
altered in letters from authoritative agencies such
as banks, universities and even the Migration office.
Ranging from simply omitting the letter and making
the name Meri to more advanced Meri% to replacing
the ¢ with the html code as in Meri& #231; the loss

of the cedilla serves as a continuous reminder of
“originally” coming from somewhere else and of not
fitting within the system. Moreover, Archiving Meric,

TA, TIou akoUEl €ite To dvoua tnG KAAMTEXVIOAG EiTe
Tou rotapoU €ite kal Ta dUo - BoAwvovTag Ta JETagU
TOUG oUvopa Kal avadelkviovtag tnv KeEVIpIkA B€an
TOU ovouatog kabeautol €vavtl tou émolou popéa
Tou. TéAog, 010 Becoming European, yia ogipd oxe-
Siwv mou mapouacidlouv oppayideg nuepounviag oe
Xapti, egdavicovtal ol NUEPOUNVIEG Kal TO KABEOTWS
Slapovig TnG KaAAITéxvidag otnv E.E., aAAd kal, did
NG MApaAeiPewg, ol epiodol NG «eEAdPAVIOAG TNG»
Kd0e popd mou ERyalve eKTOG ouvépwy E.E. To épyo
Jigeitar To obotnua kataypadnig tng diapgoviag Tng
ané TN PETAvVAOTEUTIKA unnpecia. Ta dlapopeTikd
XPWHUATA avTIoToIXoUV O€ JIapOoPETIKG KaBeoTWTA
SIaoVAG: TO PMMAE dNAWVEI TOUPIOTIKOUG AGYoug, TO
KOKKIVO KABEOTWS TMPOoowpIVAG Siapovig, To hoP ot
EKKPEWET 0 KaBopPIoPSG KABEOTWTOG, TO Haupo Tn Po-
viun diapovi, To Pdaoivo To KaBeoTwWS avauovig via
Tnv arnovoun urnnkodtntag. O1 nuepounvieg mou Sev
geudavidovtal avtiotoixolv ota dlactApata katd ta
omoia n kaANITéxvng Bpiokdtav ektdéq E.E., emoke-
ntéuevn yia mapddelyya tnv natpida tng, tnv Kwv-
otavtivounoAn. H mepiodog mou kataypdeetal Eekivd
ot 21 AekepPpiou 2007 Kal OAOKANpWVETal GTIG 3
louviou 2012, omdte N KAANITEXVNG AMTEKTNOE TN OOU-
ndIKA urtnkodTnta. ATé Kolvou, 6Aa ta €pya amote-
AouUv éva kauoTiké oxOAlo mdvw otn diamepatdtnta
TWV CUVOPWV Kal TIG ONUEPIVEG PEUCTEG, AmodnunTI-
KEG KAl ouxvd eMOBAAEIG TAUTOTNTEG TTOU ATTOKTOUV
ol dvBpwrol oTnv emoxn pag, kabwg dlaoxiCouv ta
ouvopa, eite anmé emAoyn €ite amd avdykn.

Xwpic titAo (EBpog, Mapitaa, Mépitg)
amd tnv evétnta [dvigos ri Oupd 2013
eKTUMWON OPOET 0€ XapTi

83,8 x 57,7 K.

Untitled (Evros, Maritsa, Merig)
from the series A Hook or a Tail 2013
offset print on paper

83,8 x57,7cm

a sound piece, plays numerous individuals saying

the name “Meric" with varied pronunciation, which
simultaneously and confusingly is either the artists’
name or the name of the river, or both - blurring the
boundaries of the two and making central the name
no matter what or whom it is attached to. Finally,

the work Becoming European, a series of drawings
with date stamps on paper, displays the dates

and ways the artist has resided within the EU and
disappeared when beyond their territory, mimicking
the manner the Migration Office records her stay.
Different colors represent different legal statuses
such as blue: tourist, red: temporary resident, purple:
pending, black: permanent resident, green: waiting for
citizenship, whilst all the absent dates are when the
artist was outside their borders, for instance in her
hometown, Istanbul. The counting of days ends when
she acquired citizenship and the whole period is from
2112.2007 to 03.06.2012. Together, all these works
together form a poignant remark on the permeability
of borders and of today's fluid, migratory and often
precarious identities that are the result of crossing
borders, for whatever reason, either due to choice or
force majeure.

ALGUN
RINGBORG

MERIC
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Ztnv AABavia, tTa kpolUopata evOooIKoyeVeEIaKAG Biag Katd yuvaikov
Bewpouvtal olkoyevelakn uméBeon kal ol oUZuyol TTOU KAKOToloUv
TIG yuvaikeg Toug omdvia kdBovtal oto edWAI0. YTApEQV TIEPITITWOEIG
ATEATTIONEVWV YUVAIKWY TTOU OKOTwoav toug Bialoug ougUyoug Toug
Kal katadikdotnkav Ue ToIvEG KABelpEng amd ta dikacthpia, Ta omoia

ouviABwg dev avayvwpifouv ehadpuvtikd. H Anila
Rubiku opydvwoe epyaotripia ye pia oudda kako-
TOINUEVWV YUVAIK®OV TIOU EKTIOUV TTOIVEG GUAGKI-
ong ota Tipava, kal aglomoinoe ta €pya Téxvng Tou
dnuioUpynoav yia va amokaAUyel tn poipa toug,
Tnv EAAeIPn mpovolag yia gUGAWTEG OPAdES Kal
TNV QVETAPKA VOUIKA TIpooTacia Toug. € autd ta
epyactipia, Ta omoia opyavwbnkav o€ cuvepya-
oia ue YuxoAdyo, ol yuvaikeg ixav tnv eukaipia va
ekPpaotolv péoa amd TNV TEXVN KAl TIPOOWTTIKES
apnyicelg. Me Bdon TG eunelpie¢ autég, n Anila
Rubiku dnuioUpynoe pia ogipd amd KevIApata Kai
épya CwypadikAg mou mapoucidZouv o1depddpa-
Kta mapdbupa. KaBéva toug eival éva apalpetikd
aAAd OnNAwTIKS Yuxoypddnua Twv yuvaikwyv armo
TNV KAAMITEXVN, Pe Bdon ta dIkd Toug €pya TEXVNG
Kal TIG TPOOWTTIKEG TouG adnynoeig. MNa tnv Rubiku,
autd ta moAUxpwua oidepddpakta mapdbupa cuv-
0€touv €va yvAclo TOPTPETO TNG YUXAG avti Ing
eEWTEPIKNAG POPDNAG TwV Yyuvalkdyv. Ta KeviApata
dnuioupyndnkav pe peydio kOTo 61O XEPI aAmd TNV
Anila Rubiku kal, ocUpudwva pe Tnv id1a, o xpdvog
mou adpI€pwaoe otn dnploupyia Toug cupBoAilel Tov
XpOvo Tou €xouv TTEPAoEl 01 YUVAIKEG QUTEG TTIOW
amnd 1a oidepa TNG GUAAKAG. Ta dppayuéva mapdbu-
pa, OTIWG Kal n EVEPYEIQ TNG CUUPETOXAG TwV IS1wv
TWV YUVAIKOV O€ pia dnuioupyikA mpdén, umopolv
va €PUNVEUTOUV WG dladopeTiKG €idn eATTiIdAG, WG
mpoopovA TNG SuvnTIKAG gAeubepiag. Oplouéveg
amd 11g o10epI€g epdntovial kal dev adphAvouv Kave-
va KevO avdpead toug, AANEG SUWG €XOUV KOTTE( UE
mpIévi A gival Auyiouéveg, divovtag pia aiciédo&n
urtéoxeaon yia éva hEANov eAeuBepiag.

In Albania domestic aggression against women is
considered a personal family matter, and violent
husbands are hardly ever brought to court. In some
cases desperate wives Kill their violent husbands,
and -as the courts generally do not acknowledge
justifying circumstances- they are consequently
sentenced to imprisonment. Anila Rubiku organised
workshops with a group of such womenin a

prison in Tirana and used the art works they made
to expose their fate, the lack of protection for
vulnerable groups of women, as well as the absence
of legal protection. Through these workshops,
organised together with a psychologist, the women
could express themselves in the form of art works
and by narratives about their situation. Based on
her experiences with the incarcerated women, Anila
Rubiku created a series of artworks in drawing and
embroidery representing barred windows, each of
which represents, in an abstract yet suggestive way,
her insight into each of the women's personalities,
culled from the art works and narratives originating
from the women themselves. For Rubiku these
colourful barred windows represent a true portrait,
more of an internal rather than an external likeness.
The embroidered works are laboriously sewn by
hand and Anila Rubiku sees the labour time she
needed to make them as symbolic of the time that
these women have spent behind bars. The barred
windows, as well as the act of participatingin a
creative act by the women themselves, can be

seen to express different kinds of hope and are

a sign of possible freedom. Some of the bars are
impenetrably close to each other, but others have
been sawed through, or are bent apart, and thus
offer an optimistic prospect of a liberated future.

Defiants' Portraits #1-12 2014
egykatdotaon (0idnpog, KEvTnua o€ AIvé kal
pyeta&wtd Udaoua, akouapéia)

300 x 600 &k.

Defiants Portraits #1-12 2014

installation (iron, hand sewing on linen and
silk cloth, watercolour)

300 x 600 cm
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To kaAAItexviké €pyo Tng Marinella Senatore (Bivieo, eykataotdoelg, mep-
dOpuavg, AXog Kal oxE€DI0) €XEl TIG PICEG TOU GTN CUMMPETOXA TOU Kolvou.
J16x06 gival n KaAAIEpyela TnG SnuioupyikAg dUvaung Twv opddwy, &ivo-
vtag évauopa otov didAoyo avdueoa oTnv I0ToPIa, TOV TIOAITIOUO Kal TIG
KOIVWVIKEG OOUEG. H Téxvn TNG amoTeAel Yia yopdr CUPUETOXAG OTa Kolvd
Kal n mpaktKA NG dlakpivetal and Tnv 1I31aITepdTNTa TNG dNPOKPATIKAG

OUMMETOXNG peydAwv Kkal MOAUHOpOWY ouddwv o€
autnv. EumAékel oTn S1adikacia oASKANPES KolvoTn-
TEG KAl ATIEAEUBEPWVEI TIG ONPIOUPYIKEG DUVALEIG TWV
avBpwmwy, divoviag wbnon otov didAoyo, ue Eudacn
oTnV adrynon, tn xpAon SIaPOPETIKWV EKPPACTIKWY
Héowv, OTIWG 0 X0PAdG, 0 KIvnuatoypddog, n mepdop-
pavg, n moinon, n Aoyotexvia kai n xeipotexvia. ‘OAa
BaciCovtal kal €xouv TIG PIZEG TOUG GTNV TOTTIKA KOUA-
ToUpa Kal iotopia. ‘OAol urmopoUv va CUPPETAGXoUY, va
Biwyoouv Kal va maigouv pOAo o€ autég TIG OpactnpId-
TNTEG. AUTEG 0l oUVEPYATIKEG O1adIKaoieg amookomouv
oTN XEIPad€TNON Kal TN CUPUETOXNA, oTnV KaAAIEpyela
g MaIdeiag Kal TG ekMaideuong Kal otnv avtaiiayn
de&lothtwyv H Senatore dev evdiadépetal yévo yia tnv
TUPOSATNON KOIVWVIKWY d1adIKaciwy, aAAd Kal yia tn
Slgpedvnon gvvoiwy, 6MwG n aioBnon Tng kolvétntag
Kal N KOIVVIKA guBUvn, TNV avakdAuyn véwv adnyn-
MATIKWV popdWV Kal Tn dnpioupyia piag oUAAOYIKAG
JvVARNG Yéow TNG KolviAg dpdong. To Movie Set (2012)
eival éva Tpayuatike CET KIVNUAToypadIkAG mapayw-
VAG, WE pIa KAPEPQ, X0, dWTA, KABPETTTEG, UTTAPES VI
X0p0 Kal unxavég karmvou, mou divel Tn duvatdtnta va
SnuloupynBouv taivieg, Bivieo kal pwToypadieg, aArd
Kal va avéBouv Beatpikég mapaoTdoEls, Ol OTTOIEG UTTO-
pouv va KivnuatoypadpnBoulv. To Movie Set yevvABnke
0TO TAQiOI0 TOU Rosas -piag Kivnuatoypadikng ore-
pag o€ tpelg pdEeig- érou n Senatore ouvepydotnke
O€ TPEIG DIAPOPETIKEG TIOAEIG UE TOV TOTMIKG dwpedv
Slavepduevo tuTo, YE Padiodwvikols oTabuous Kal
EVWOEIG, yIa va mpooeyyioel omoudaotég, nBormololg
Kal XOPEUTEG (ETMAYYEAUATIEG KAl EPACITEXVEG), AAAG
Kal ekatovtddeg ouddeg kal dtopa, amd ouvtalou-
X0UG odnyoug Aewdopeiwv Kal aypduuatoug avopw-
TougG, HEXPI GOITNTEG, AKTIBICTEG KAl KOIVOTIKEG XOPW-
bieg. ‘'OANol cuppeTeixav oTn cuyypadn tou MPWTOTU-
mou AIUTIPETOU aAAd Kal oTn oknvoBeaoia tng Taiviag.
>Tn MeydAn Bpetavia, oI OUUMETEXOVIEG (TOTIKEG
opyavwoelg, dtoua, epacitexvikoi Beatpikoi Biaool,
AKTIBIOTES, OKNVOBETEG, EVWOEIG, oTToudaoTéS, ddoka-
Aol Kal KAANITEXVEG) xpnaipomoinoav apxikd to Movie
Set. Zriuepa T0 Movie Set eival éva autévouo €pyo, To
otoio eEakoAouBei va Aeitoupyei wg otolvTio TIapa-
YWYNAG Kal va Bpioketal otn dId0E0N TWV EMOKEMTWY
NG €KBEONG TTOU UTTOPOUV Va TO KKAEICOUVY Kal va TO
xpnoiyoroinoouv. H eykatdotacn eivalr yia avoixti
mAatdOépua kal 0 pOAOG Tou KAAAITEXVN gival va dWOEl
oToUG avBpwroug éva Brua €ékdpaong tng dnuioup-
VIKOTNTAG N €MTEAECTIKOTNTAG TOUG, EMTPEMOVTAG
TouG TMapdAAnAa va cuvavaotpadouy, va Slackedd-
OOUV Kal, iowg, va Kdvouv 1o 6veipo tng adrynong
JIaG TTPOOWTTIKAG 10TOPIAC TIPAyUaTIKGTNTa.

Marinella Senatore’'s work in video, installation,
performance, sound and drawing is rooted in public
participation. The aim is to foster the creative power
of groups of people, initiating a dialogue between
history, culture and social structures. Her art is a
form of communal engagement and her artistic
practice is distinctive in its democratic engagement
of large and diverse groups of people. She involves
entire communities in the process and unleashes the
creative capacities of people by boosting dialogues
with a focus on narration, using different modes

of expression such as dance, film, performance,
poetry, literature and handicraft, all based on and
rooted in local history and culture. Anyone can
participate in, experience, and play a role in these
activities. These collaborative processes aim at
emancipation and involvement, the fostering of
literacy and education and the exchange of skills.
Senatore is not only concerned with triggering social
processes but also with questioning concepts such
as sense of community and social responsibility,
finding new narrative forms and ultimately in
generating a collective memory through joint action.
Movie Set (2012) is an actual movie production

set with a camera, sound, lighting, mirrors, dance
bars, and smoke machines, where films, videos,

and photographs can be made, or where theatrical
performances can be staged with the possibility to
capture them on film. Movie Set was born as part

of Rosas -an opera for the screen in 3 Acts- where
Senatore collaborated in 3 different cities with local
free press, radios and associations to reach out
schools, actors, dancers (professionals and amateurs)
as well as hundreds of groups and individuals from
retired transportation workers, illiterate people,
students, gender activists, community choirs, who
participated in writing the original Libretto as well as
in directing the final film work. Participants in Great
Britain, including local organizations, individuals,
amateur theater groups, activists, filmmakers,
associations, students, teachers, and artists, initially
used Movie Set. Now an autonomous work, Movie
Set still functions as an actual production set, which
is placed at the disposal of visitors to the exhibition,
who may book to use it. The installation is an open
platform, within which the artist's role is to offer a
platform for people to express their own individual
creativity or performativity, socialize, have fun,

and perhaps realise a cherished dream or narrate a
personal story.

Rosas (Movie Set) 2012

eykatdotaon MOAAAMAWY péowv: EUAo, AduTeg Fresnel
2000W, 500W, 650W, pnxdvnua mou dnpioupyei opixAn,
UTIdpeg xopoU, KaBpPEPTeS

uetaBAntég Slaotdoelg

‘Aroyn Tng eykatdotaong otnv Peres Projects, BepoAivo

Rosas (Movie Set) 2012

mixed media installation: wood, Fresnel lamps
2000W, 500W, 650W, fog machine, dance
barres, mirrors

variable dimensions

Installation view at Peres Projects, Berlin

MARINELLA
SENATORE
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«H mpdKANON NG vewTtepIkOTNTAG ival va Zeig dixwg YeudalobRaoelg yua

Kal dixwg amoyonteuony, Antonio Gramsci

O Nedko Solakov peydAwoe otn Aaikn Anpokpatia tng Boulyapiag, éva
KpAdT10G-00pUdOpPO TNG ToRIETIKAG ‘Evwaong Tnv mepiodo 1944-1990, ondte
yVwpiZel kKaAd MG va avayvwpidel Kal va XpNoIUOTIOIEl TO UTTOVOOUNEVO.
H gumeipia autn eival BEBalo 4TI cuvéBaAle otn dIATMAACN TOU KAANITEXVN,

oTNV acuykpdInTn ¢aviacia Kal 0To OKOTEIVE, UTIO-
x04évio xioUpop mou ouvavidue ota TepioodTEPa
€pya Tou. Ta otoixeia autd ekppdlovial (ows KaTe-
Eoxnv ota mavéuopda, aiinyopikd, Baciouéva oe
kefueva ox€S1d Tou, Tou Sigpeuvoulv TNV avBpwTvn
Katdotaon, Toug TIApaloyiopous Tng Zwnig Kal Tnv
Unap€n ev yével. Ita €pya autd mAGOel tov Sik6 Tou
avapxikd KOoUo, GTOV 0moio To AToo PPIoKETaAl OTO
€Ne0G TPAYIKWV aANG Kal AAASKOTWV YUPIOPETWVY TNG
TUXNG, eV® MAPAAANAC QVTILETWITIZEl TIG audIoNUIES
Kal Ta mapddo&a mou diémouv Tn Jwn aAAG Kal Toug
okoteIvoTEPOUG PpOBOUG TOU. TTOV KOGUO Tou Solakov
n ¢avraocia eival axaAivwtn Kal ev urmdpxouv Kavo-
veG. Ta mdvta pmopouv va cuuBouv Kai dpa Ba oup-
Bouv. To €pyo Tou eival avtidatiko kal cuvduad TauTo-
Moyikd, dAoyo, elpwvikd, ouxvd mapdloyo aAAd map’
OAa autd Aoyikd, BaBUOTOXAOTO Kal EUGUWDG XIOUUO-
PIOTIKG. KATI ToU WOIGZEl TTPOG OTIVUAY Kal EK TIPWTNG
OPEWG apeAég, MOAU oUvtoua amokaAumtel avapie-
unta, Babutepa emimeda vonpatog Kai pia GiAocodi-
KN avtiAnyn Tng ZwNng. STNV KPITIKA TOU TIPOCEyyion
€vavTl TNG KOIVWVIag Kal Twv avlpwnwv o Solakov
ekdppdlel mdviote 1o dpaud Tou amd pia 1816ppubun
OTITIKN, Tapouaiddovtag amibava oevdpia ouU amoka-
AUTITOUV BaBUtepeg ahndeleg. Amodidel okEWEIG Kal
ouvaloBnuata ota mpdyuata Tou pag mepiBAAAouy,
KATI TIOU Tou XxapiZel Tnv eAeuBepia va otoxdletal
mdvw 0TO €pWTNUA «ToIo €ival TEAIKd To vénua tng
CWNG;». 210 €pyo Tou Weudaiabriceig (2014), To ormoio
dnpioUpynoe €181KA yia Tnv MmievdAe tng @ecoalovi-
KNG, o Solakov dieupUvel Tnv évvoia Tng Yeudaiodbn-
ong. Tuxvd tng divel avBpWTIOKEVTPIKA popdn i Tnv
METAUOPDWVEI O KATIOI0 «TIPAYHaY» TToU pag GEpvel
QVTIYETWTIOUG PE KABE TI KATATIIECUEVO, KATAOKEU-
aopévo, dpoBepd N eVOXANTIKO. TNV €vOTNTd AUTA
$aviaoiWwoelg, mPoRoAég, YeudaioBnoelg kai ¢poBol
maipvouv tn popdr aAnBivdv mpayudtwv i Oviwy,
IKQVQV va oképtovtal, va pidolv, va ovelpelovTal
Kal va Badicouv. Te opIGUEVEG TIEQITITWOEIG KpUBovTal
uéoa og pia okéWYn n mapouacidZovtal ocav kATl mou Ba
umopoUaoe va ival yia mpayhatiki, antni Yeudaiodbn-
on, Adyou xdpn oav dia ypauun Tou TaploTtdvel Tov
opiZovta. MapdAAnAg, ol XapakTAPEG Kal Ol OKEWEIG
TTOU KAToIkoUV 0€ auTtdV Tov HIKkpdKoopuo atoxdZovtal
mdvw oTNV NBIKA, To KAAS Kal To Kako, TNV eEAeUBepia
NG OKEWNG Kal TNG £KPacng Kal Ta Yuxoloyikd Bdpn
TouU 6Aol gag KouBaloUe Kal avTITAAeUOUUE OE OAG-
kAnpn tn Zwn pag.

“The point of modernity is to live a life without illusions
while not becoming disillusioned”, Antonio Gramsci

Nedko Solakov grew up in the People's Republic of
Bulgaria, which was a Soviet satellite state between
1944 and 1990, and is thus accustomed to both reading
and writing in between the lines. This experience has
no doubt been formative for him as an artist and

has contributed to his wild imagination and the dark,
wicked humour that is expressed in much of his work.
These elements are perhaps best expressed in his
beautifully crafted figurative and text-based drawings,
which probe the human condition, the absurdities of
life, and existence in general. In these, an anarchistic
self-made world unfolds in which the individual finds
himself at the mercy of both tragic and bizarre twists
of fate but is also confronted with the ambiguities and
paradoxes that govern life, as well as the darkest of
fears. In Solakov's world, the imagination is unbridled
and there are no rules; anything can and thus will
happen. His work is contradictory and tautological alike,
illogical, ironic, often nonsensical and yet completely
sane, profound and intelligently funny. What seems
very briefly to be naive at first sight quickly shows its
numerous deeper layers of meaning and a philosophical
grasp of life. In his critical approach to society and
human beings, Solakov always expresses his vision from
a quirky angle and articulates improbable scenarios
that reveal deeper truths. He attributes thoughts and
feelings to the things that surround us, which gives
him the freedom to muse on “the meaning of it all".

In his work lllusions (2014) made especially for the
Thessaloniki Biennale, Solakov expands on the notion
of the illusion. This often acquires an anthropocentric
form or is transformed into a “thing"” which comes to
confront us with what is suppressed, constructed, or
frightening and disturbing. In this series, fantasies,
projections, illusions and fears appear as real things

or beings, able to think and talk and dream and walk.
Sometimes they are hidden within a thought made by
someone, or they are presented as what might be a
real, tangible illusion, such as a line pretending to be a
horizon. At the same time, the characters and thoughts
that populate this microcosm also muse on morality,
good and evil, freedom of thought and expression, and
the psychological baggage we all carry with us and
grapple with throughout our lives.

Yeudaiobrioeig 2014

evétnta 19 oxedinv

oémia, yaupn kai Aeukh peAdvn og xapti
19 x 28 €k. mepiToU To KaBéva

A viales. n;.laf i E s ianr

Illusions 2014

series of 19 drawings

sepia, black and white ink and wash on paper
19 x 28 cm approximately each
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XpeldZovtal xIAETIEG yIa va oXNPATIOTEl €vag TAyeTwvag, o omoiog Ki-
veital pye eEaipetikd apyoug, adidpatous yia tov dvBpwro pubuoug. To
evdlapépov Tou Nikou Tpdvou yia Tnv €vvola Kal tn ouvexn, aévan pon
Tou XpOvou amoktd KaAAITeXVIKA urtéotacn oTo €pyo Tou Evag mayetwvag

oto TPanédl uag. To épyo anoteAeital amd pia oUvOe-
TN, AOOUKTIKA TOTIOBETNON ETEPOKANTWV OPYAVIKWY,
aonpnuévwyv Kal avepwrmodopdIK®WV OXnUdTwv o€
OTPWOEIG, PTIayuévwyv amd Ynuévo dpyiho PeE pol
emKAAUWN, Mavw o€ éva anAod oikiaké tpamédl. Autni
n ¢aIvouevikd xaotiki cucowpeuon mapd&evwyv ailAd
oxedbv avayvwpicigwy oxnUdtwy Kal Jopdwv Poid-
Cel va tomoBeTel TN dUon amévavil 6Tov MOAITIoNS.
OQuuitel dapPiviké katdAoyo amoAlbwudtwy, Tou
nepIAauBdvel amoABwuata BaAdooiwv opyaviopwyv
NG apxaikAg €moxng, mpoioTopikA BAdotnon aAAd
kal mtnvd tng oUyxpovng €MOxXAG, yaidoupia Kal eAE-
davieg, 6Aa mapaygopdwUEva Kal ameikoviouEva e
yeydAn ddon xioUpop Kai ¢avtaciag. Tautdxpova
urmodnAWvel €va TTUKVS olovel aoTikG Torio amd mepi-
epyous mUpyous Kal mapapopdwuéva, mapd&eva Kal
eviote avBpwnéuopda ktipia. To €mmAo AeiItoupyel
WG TpiTo MimMedo voApaTog, mpoacdidovtag oTo YAu-
mté Jia aicBnon oikiakAg Cwng, enmavadépovidg to
€101 0Tn odaipa TnG KABnuepIviig pag eumeipiag. 1dw-
JEVO WG pia evétnta, T0 YAUTITO GEPVEI OTOV VOU TN
Agitoupyia TNG avBpWImvng uvAPNG Tou Xpovou, Tnv
€\euon Tou avBpwmmvou mMoAITiIopoU Kal TI§ kKabopi-
OTIKEG TOU OUVEMeleG o€ Bdpog Tng duong. To €pyo
OUVOAIKE mapaméuTel o€ éva €/00¢ JETA-ATTOKAAUTITI-
koU Torriou, Umaiviooduevo tn pataidtnta tng dIKAG
Jag tamelvig Unapéng o€ oxéon We TNV alwviédTnta,
aAAd kal Tn duvatdtnta TG avayévvnong. ‘Ewg évav
Babuo 1o €pyo €xel pia didotacn SUCTOTTIKA, TTOU ava-
$EPETAI OTNV KATACTPODIKNA TTAPOUGia Tou avepwrou
otov MAavATN, Opw¢ mapdAAnAa avaduetal and autd
Jia 1oxuph Kal aioiédo&n avayvwpion Tng d1apkoug
avavéwong Kal avayévvnong, T6oo oTo TAAicIo Tou
®UGIKoU KOGUOoU 600 Kal ToU avOpWITIVou TTIOAITIOHOU.

It takes millennia for a glacier to form, and it moves
at an extremely slow pace, imperceptible to the
human eye. Nikos Tranos' interest in the notion of
time and its continuous, eternal flow is visualised

in this work, which bears the title A glacier at our
table. The work consists of a complex layering of
dissimilar organic, abstract and anthropomorphic
shapes in fired clay, glazed in pink, which stand
atop a simple domestic table in suffocating density.
This seemingly chaotic agglomeration of strange
but also almost recognisable shapes and forms
seems to posit nature versus culture. It resembles

a Darwinian catalogue of petrified life forms,

from Cambrian marine fossils and prehistoric
vegetation to present-day birds, donkeys and
elephants, all somewhat deformed, and displayed
with a great amount of humour and fantasy. At the
same it suggests a dense quasi-urban landscape
consisting of weird shaped towers and skewed
strange buildings that sometimes tend towards the
anthropomorphic. The furniture functions as a third
level of meaning and it imbues the sculpture with a
kind of domesticity, bringing it back within the realm
of our everyday experience. The overall image of the
sculpture brings to mind the function of the human
recollection of time, and the advent of human
civilisation and its material effects as juxtaposed
with nature. As an ensemble, it alludes to a kind

of post-apocalyptic scenario, which intimates the
futility of our own existence in relation to infinity,
but also the potential for regeneration. On one level,
the work has a dystopic dimension, which infers to
man's catastrophic presence on the planet, but at
the same time it also seems to point to a strong and
optimistic consciousness of constant renewal and
rebirth, both in terms of the natural world as well as
in the cultured life of human kind.

‘Eva¢ mayetdvag oto tpamédi pag 2013

dpyIhog Wnuévog Kal UaAwpévog otoug +1100 Babuoug
KeAaiou, EGAIVO olkiaké EmITTAO

230 x180 x 100 &k.

‘Amoyn amd 1o €pyacTAPIo TOU KAAAITEXVN

A glacier at our table 2013

fired clay and glazed at +1100 degrees Celcius,
wooden home furniture

230 x180 x100 cm

Installation view: artist's studio

NIKO2 TPANO2
NIKOS TRANOS
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To nAloBacihepa eival 1600 BEAKTIKO Kal amomAavntikd, d16TI yevvd
pé€oa pag Ta ouvalcBnipata tng evoxng Kal tng vootaAyiag. O popavti-
oudG avékabev ouvédee Tn SUON TOU NAIOU PE TNV MTTWON TWV TTOAITI-
OV Kal xpnaolgotoloUoe to nAloBaciAeya yia va eKPPAcEl TN VOO TAA-
yia yia kdmolo évoo&o mapeAB4v. O AAI0G OuwG SUEl KABE Pépa, evw dTav
évag dvBpwrmog BAEmel Tov AAIo va dUel, évag AANoG Tov BAEmel va ava-

TEAAEL: n vUXTa Kal n nuépa gival o1 5Uo OYeI§ Tou
idlou daivouévou: TnG TMEPIOTPODNAG TNG ynG. XTO
"Schén" 99 HAloBaagiAéuata, o Thomas Weinberger
Tapoucidlel yia ogipd pwtoypadIdyV MoU amelkovi-
Couv diddopa nAioBaciAéuata. O AAIOG HETATPETTE-
Tal GopUAAICTIKG O€ PIa YIVIHAAIOTIKA €Ikéva. Otav
0 KAAAITEXVNG dpxioe va SoUAeUEl MAVW OTN CUYKE-
KpIpé€vn evétnta, cuveidnTonoince 0TI To B€pa Tou
6a yrmopoloe eUkoAa va yivel avTIANTITO UE EIpwVI-
K6 Tpdémo. EméAreEe AoImdv pia €vvoloAOyIKA TIpO-
GEYYION KAl TNV QVTIKEIPEVIKOTNTA TNG dwToypadi-
ag Tekunpinong, akoAouBwvtag to Udog Twv Bernd
& Hilla Becher, pe tn diadpopd 611 01 OIKES TOU dw-
Toypadieg eival EyxpwUEG. TNV TTPAYMATIKOTNTA O
KAAAMTEXVNG €XEI AAIEUOEI TIG EIKOVEG TTOU XPNOIUO-
molel 010 €pyo amd TOUPIOTIKEG pwToypadies oTo
S1adiktuo. O Weinberger «kaBdpioe» ynoiakd Tig
€lkéveg amd kdBe oToixeio To omoio Ba uymopouoe va
amoomdoel TNV Mpoooxn, adalpwvtag yia mapddely-
ua dévtpa, Bpdxoug, mapaiieg, akéun kai Tov opico-
VTa, KaBIoTWVTag TG dwToypadieg TUTTIKG OUOIOYE-
veig. Tig neTéTpePE 0 dwTOoypadieg amokAEIOTIKA
Tou diokou tou AAIou. Na va avadei&el Tov ogipiakd
XAPAaKTAPA TWV NAIOBACIAEPATWY, XWPIOE TIG PWTO-
ypadieg oe opddeg, TIG omoieg ovépaoe yia mapd-
delypa apricum rutilum caelipotens (1I6xupn nAIakn
Aduwn) i apricum paululum arquatum (eAadPWG
EeBwpliaopgvn Alakdda), mpooBETovTag akdéua Kai
TIG OOTPOVOMIKEG OUVTETAYUEVEG TNG BEonG Tou
AAIOU TN ouykekpiyévn oTiyun. To nAioBaciieua,
€KTOG amd vooTaAyikd, oupBoAilel kal Tnv apxi Kd-
ToIoU VEOU av Kal dyvwotou aképa mpdypatog. H
avatoAn tou nAiou avayyéAAel Tnv €éAeucn TngG vEQG
nuépag, evw n dUon Tou oUPBOAIZEl TO TEAOG TNG
nuépag. 'Etol, yeTadopIkd PIAWVTAG, 0 AAIOG KIVEI-
Tal yovinwg avdueoa og U0 dkpa: To éva Yropei va
ouvOEeBei ue Tnv ATTida, To dANO PE TNV ameAmiaia.
Kai ta dUo autd otoixeia ta ouvavidye otn onpepi-
vA Kpion otn Meadyeio, émou o AAI0G aTOTEAET TO
10XUPOTEPO OTEPESTUTIO.

The sunset is seductive for its ability to engender
sentimental feelings of remorse and nostalgia.
Romanticism has always associated dusk with
doomed civilisations, identifying sunsets with a
yearning for bygone eras. But the sun sets every
day and the sunset of one person is the sunrise

of another, night and day being aspects of one

and the same phenomenon, the turning world.
With "Schén" 99 Sunsets, Thomas Weinberger's
series of photographs of different sunsets, the
artist offers a formalist reduction of the sun into

a minimal image. When Weinberger began to work
on this series, he realised that his subject matter
could easily be understood as ironic and tongue

in cheek. He therefore opted for a conceptual
approach, with a documentary objectivity, in the
style of Bernd & Hilla Becher, but in colour. The
origin of the images is actually an anonymous
inventory of tourist images taken from the Internet.
Weinberger digitally “cleaned” the images from
anything that would be a distraction, such as trees,
rocks, beaches and even the horizon, in order to
render them formally homogeneous. He reduced
them to images of the disk of the sun itself. To
emphasise the serial character of his sunsets, he
ordered them into groups, such as apricum rutilum
caelipotens (powerful sunny glow) or apricum
paululum arquatum (slightly faded sunshine)

and even astronomical coordinates of the sun's
position. Apart from being nostalgic, the sunset
also symbolises the beginning of something new,
but yet unknown. Its rise always heralds a new

day, while when it sets, it symbolises the end of a
day. As such, it constantly hovers -metaphorically
speaking- between two poles; one can be associated
with hope, the other with gloom. Both are inherent
in the experience of the current crisis in the
Mediterranean, where the sun is the most resonant
cliché.

09°18* 53,77 +48°53* 27,39" (amd tnv evdtnta
"Schén" 99 nAioBaciAéuata) 2012

99 ekTUMWOEIG inkjet

30 x 40 k. n KGB¢e pia, kopviZapIouEVES

09°18'53,77" +48°53* 27,39" (from the series
"Schén" 99 sunsets) 2012

99 inkjet prints

30 x 40 cm each, framed

THOMAS
WEINBERGER
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‘Evag AaBupivBog amd toUveA Kal omnAiég, dtiayuéva amd tpia oTol-
xefa og aévaoug ouvduaopoug: métpa, Adorn, dokdpia. [...] Kdtoikol:
dTiayhévol pe ta UNIKG pe TOU apXITEKTOVIKOU TOTIOU. AUGDIGKPITES
0l YPauuEG Tmou xwpiZouv to €uPuxo amd to dyuxo [...] pyia ogipd amd
OUYKEKPINEVEG adalpéoelg, €va omovOUAwTSé aidddpnto. ‘OAa Ta yeyo-
véta ymopouv va emeEnynBolv. Ed®, €va maidiké mdpti A o Té1og evog

€YKARUATOG HrmopoUv va HoldZouV PE VEWTEPIOTIKO
yAuTiTé [...] Ta npi-adaipetikd, EUAIva mmaixvidla twv
oxoAeiwv Waldorf.

[...] H amékAion oTi¢ HopdEG TwV SIadOPETIKWY PE-
oWV TTPOKAAE oUYKpioeIg: €xouv Ta €pya Cwypadl-
KAG peyaAltepn mapouoia amd TG YndIakég €1KO-
VEG; MATIWG apdpdtepa Yuxoppayolv odelovtag o€
pia olovei Umapén; [...] Xdpn otnv eUKOAN petadpa-
oigéTnta and tn Lwypadid 0To €IKOVIKO aVTIKEIUE-
VO Kal amd eKel 6TO MPWTATUTIO, TO EIKOVIKS amoKTd
aAAokotn aAnBoddvela, evid N GUGIKA TIPAyUaATIKG-
TNTa amoktd yia anti evdexopevikdtnta. [...] OXI ue
TN HoP®N PIag KPITIKAG A amoddunong Tng 1Idg0Aoyi-
a6 (U€ow KPITIKAG TNG YAWOOIKAG avanapdotaong),
aAAd otnv dueon, aicOntnpiakn eumeipia. [...] NWg
va BPEIG TOV TIPOCavatoAioud Gou Ut autég TNG
ouvOnikeg; Me 11 B6a poidZel n odtipa, n GopuUaAIoTI-
KA YAUTTTIKA/TIpoowmikA adrynon; Mg 8a poidlel
n MOAITIKA péoa ota tolve,; [...] Katavdnoe tig ma-
PAAANAEG adalp€oel TV XPNUATAYoPWY, TwV Yn-
DIAKWV XWPWV, TNG VEO-GOPUANICTIKAG TEXVNG. [...]
H omnAid tou Tou Z6yiep (0 pitog tng Apiddvng), n
XWpa Twv Oaupdtwv tng AAKng, To Oupdvio TéEo
™n¢ Baputntag, o AaBuUpivbog twv BIETKOVYK, TO
Minecraft [...] eikéveg amd tolveA otn Méca. [...] Mia
TpUma oto €dadog katariyel otnv «Sketchlandy,
10 Mapd&evo BaciAelo otnv odWvuPn odTipa TOU
Charles Dickens, émou ol dvBpwtol Si€movtal amno
TOUG vOuouG TnG CwypadIKAG Kal Ta HEPN TOU 6WUa-
T6¢ ToUG urmopoUv va oBnotolv Xwpig va meddvouv.
[...] ZoAnvoeIdA¢ dpacn: ol EVNUEPWTIKEG odaipeg
OTIG omoieg KatolkoUue. Aev Kdvouue avalAtnon
010 01adiktuo, aAAd €MIOKEMTOPACTE TIG IOTOCE-
AI®€G MOU ATTOTUTIWVOUV TIG TTPOTIUACEIG pag BAoel
mponyoUpevwy avalntiocwy [...] évag KOGUOoG Tou
enekteivetal aévaa aAAd mapdAAnAa yivetal 6Ao
Kal 1Mo otevoq. [...] To «KEVS aVIXVEUCIUOTNTAGY
avapépetal ota épla mou B€tel 0 VOUOG OTO PEYE-
060G TwV EIKGVWV TTOU PmmopoUuV va dWoouv ol dopu-
d6pol (50 x 50 eKk.) Metatpémnel kGBe avOpwWmivn
popdn mou mapatnpeital and YnAd o€ €va povadi-
KO, YKpI TIEEA, TToU Oev Eexwpidel amd ta SimAavd
miEeA, Ta omoia umopel va ekmpoowtmolyv KTipla, un-
Xavég i to ToTio.

Olav Westphalen

A maze of shafts and caves, made up of three
elements endlessly recombined: rock, dirt, beams.
[...] Inhabitants: same stuff as architecture.
Distinctions blurred between animate and inanimate
[..]an array of concrete abstractions, a modular
alphabet. Any event can be spelled out. Here,

a children's party, a crime scene can look like
modernist sculpture [...] the semi-abstract, wooden
toys at Waldorf schools. [...] Declination of forms
through different media prompts comparison: are
drawings more present than digital animations? Are
both bleeding into some sort of quasi-presence?

[...] Given the ready translatability from drawing to
virtual object to prototype, the virtual is infused
with a creepy plausibility, while physical reality
becomes palpably contingent. [...] Not in the manner
of ideology critique or deconstruction (through

a critique of linguistic representation), but in
immediate sensory experience. [...] How to orient
yourself under these conditions? What will satire,
what will formal sculpture/personal narrative look
like? What will politics look like in the tunnels?

[...]1 Grasp the simultaneous abstractions of financial
markets, digital spaces, Neo-Formalist art.

[..]Tom Sawyer's cave (Ariadne's thread), Alice's
Wonderland, Gravity's Rainbow, the Vietcong maze,
Minecraft [...] images of tunnels in Gaza. [...] A hole
in the ground leads to “Sketchland"”, the peculiar
realm in Charles Dickens' eponymous satire where
humans obey the laws of drawing and body-parts
can be erased without them dying. [...] Tunnel
visions: the information spheres we inhabit. We
don't search the web, but revisit the accreted bias of
previous searches [...] an endlessly expanding, yet
rapidly narrowing world. [...] A “gap of detectability”
is caused by the legal limits to pixel-sizes in
satellite-images (50 x 50 centimeters). It turns a
human figure seen from above into a single, grey
pixel, indistinguishable from surrounding pixels
representing architecture, machinery, landscape.

Olav Westphalen

Xwpic TitAo (ané tnv evétnta Ta TouveA) 2014-15
UEAAVI Kal akouapéAa o€ xapTi
pyetapAntég Siaotdoelg

Untitled (from the series The Tunnels) 2014-15
ink and watercolour on paper
dimensions variable

OLAV
WESTPHALEN
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To €pyo tou Qiu Zhijie aviAel éumveuon amé TIG TTOAMITIKEG, I0TOPIKES
Kal dIA0oodIkEG apnynoelg dladpépwv TOANITIOUWY Kal TIEPIOXWV avd
TOV KOOWO. AVTAEI TIG 10€€G Tou amd pia peydAn moikiAia Tnywyv, 6TIwg
0 KOPPOUKIaVIoUOG, o Boudiopds, o MAaTtwvIouds Kal To IoAdu o Ala-

dWTIOUOG Kal 0 pap&ioudg. Tuvdudlovtag auTéG TIG
EMPPOEG UE Eva OTIA EMNPeAcpEvo amé tnv mapa-
doo1akn KIVeEQIKA KaAAlypadia, Snpioupyei peydAng
KAfpakag ox€dia pe peAdvi, Ta omoia ameikovidouv
oUvOeToUG Kal AaBupivewdeig xdpteg kal diaypdu-
yata mou augdioBntouyv TIG EMKPATOUCES amOYEIS
yla tnv maykéopia 1otopia kal to pgéAAov Ing. Ol
nepimAokol xdpteg Tou avamtyooovtal oav €vag
AaBUPIVOOG aAANAEVIETWY IGEWV KAl I0EOAOYIQY,
amokaAUTTovVIAG pag TNy KoodoBewpia Kal Toug
MPOBANUATIONOUG Tou KAAAITEXVN yia B€pata Omwg
0 KATAKEPUATIONOG Kal n eprigepn ¢pUoN TNG KOIVW-
viag, n avBpwnétnta kal To ZATNUa tng UTIapENnG Kal
Tou Bavdtou. O kKaAAITéxvng BAEmel Tov KOOUO oav
KATI xaotikd, mou SiEmetal amd Tnv tuxn, Tn poipa
Kal TO MEMPWHEVO, PE Bpaxeieg uévo oTIyUEG TAENG
Kal autovopiag. H dnpioupyia xaptwv eivar Aoimév
évag tpémog dviAnong vornuatog géow tng olvoe-
oNG avTIKEINEVWY, IBEWY, TOU XWPOU Kal Tou Xpovo,
aAAd kal évag Tpoémog «avtictaong otnv mapadpo-
olvn Tou KOOUOUY» Kal TipooTidBeiag va dnuioup-
ynBei, mapd tn ducoiwvn adetnpia, yia aiciédo&n
oTTIKA yIa To HEAAov. H BaBuotdxaotn amaiciodo-
Eia mou dlakpivel To XdpTng ToU MEMPWUEVOU ATTO-
KaAUuTiTel BoudIoTIKEG EMPPOEG AAAG Kal VITOETKES,
kKabw¢ o Nitoe Atav o 1IAdcodog TG «BEANGNG yia
SUvauny aAAd kal €vag omTIPIGTAG TToU EMKUPWVE
tnv a&ia tng Cwng. To Xdptng TnG £MavaoTatikiG KU-
kAogpopiag mapouaiddel Tnv Topeia Twv emavactd-
CEWV amd TNV €MITUXIa TNV TTAPAKUA Kal, EV TEAEI,
otnv ISIWTIKA oIKovouia Kal Tov ekdnuokpatioud. H
kamtaAloTIkA diadikacia xaptoypadeitar oto de&i
uE€pOG Tou Xdptn: EEKIVA amd To 0TddIo TOU axaAi-
VWTOU aVIAywVvIouoU, TTEpVE o€ autd TNG HOVOTTWAI-
akAG Kuplapxiag, ev cuvexeia otnv méAwon yeta&u
mAoUCIWV Kal PTWXWV Kal otnv Ta&ikh cUykpouaon,
mpotoU kataAA&el otnv emavdoTaon kal TNV oUTo-
mia. Méoa and autég TG daIdaAWdEI§ TEPITTAQVA-
O€IG TOU, TToU KatamdvovTal ye OAa ta BeUeAI®ON
epwtApata tng Lwng, o Qiu Zhijie avadeikvUiel evai-
AGKTIKOUG TPpOTIOUG Bewpnong TnG I0Topiag Kal Ing
KOIVWVIag. AnpIoupy@viag mpwIOTUTIEG KAl TTaAlyVI-
WOEIG OTMTIKEG Ywvieg, yovordtia, tomia, oX€oEIg
Kal I6€€G, pag mapakivei va okedptoUue mola Ba ntav
n popdn Tou oUyxpovou KOOUOU €AV EiXxaue KAVEl
€0TW Kal pia popd S1aPoPETIKEG EMIAOYEG, EVW TTA-
pAAANAa OTpEdEl TO GUAAOYIKO $avIaciakd mpog
TNV avayvopion 0TI ta mpdyuata pymopouv va eival
S1aPOopPETIKA.

Qiu Zhijie's work is inspired by political,

historical and philosophical narratives from
cultures and places around the world. He draws

his ideas from a wide variety of sources: from
Confucianism, Buddhism, Platonism, and Islam,

to the Enlightenment and Marxism, among

others. Combining these references with a style
drawn from traditional Chinese ink painting and
calligraphy, he creates large, complex, labyrinthine
maps and diagrams, in the form of ink drawings,
guestioning the existing assumptions about our
world history and the expectations about its
future. His complex maps unfold as a labyrinth of
interconnected ideas and ideologies, and provide
insight into his worldview and concerns, such as
social fragmentation and transience, humanity,
existence and death. He sees the world as chaotic,
and ruled by chance, fate and destiny, with only
short moments of order and self-assertion.

Making maps is thus a way of creating meaning by
establishing relationships between objects, ideas,
space, and time, as well as a way of “resisting

the madness of the world” and of attempting to
create an optimistic view from a pessimistic point
of departure. The Map of Fate is influenced by
Buddhism, as an intelligent form of pessimism, but
also by Nietzsche as the philosopher of the will to
power, and as being a life-affirming optimist. The
Map of Revolutionary Circulation shows the process
of how revolutions develop into success, turn into
decadence, and finally change into privatisation
and democratisation. The capitalist process is
charted on the right part of the map: evolving from
free competition to monopoly, then to polarisation
between the rich and the poor and class struggle,
and finally ending with revolution and utopia.
Through these intricate meanderings that muse on
all the essential questions governing life, Qiu Zhijie
points to alternative ways of looking at history and
society. By creating original and playful viewpoints,
pathways, landscapes, relationships and ideas he
prompts us to think how the contemporary world
might be if we had once chosen otherwise, as well as
re-routing the social imaginary towards the fact that
things can also be different.

XdpTng TNG EMAvaAocTaTIkKAg KukAogopiag 2012
UOAUBI o€ xapti
80 x 60 k.

Map of Revolutionary Circulation 2012
pencil on paper
80 x 60 cm

QIU
/HIJIE







KaZiuip MaAéBitg, Maupo OpBoydvio,
mep. 1915, AGd1 og pouoaud

17 x 24 &K.

KMZT-Zuloyn Kwotdkn, ©ecoalovikn

Kazimir Malevich, Black Quadrilateral,
€. 1915, oil on canvas

17 x 24 cm

SMCA-Costakis Collection, Thessaloniki

KPATIKO MOYZEIO ZYITXPONHZ TEXNHZ

MONH AAZAPIZTQN

STATE MUSEUM OF CONTEMPORARY ART

MONI LAZARISTON

O KAZIMIP MAAEBIT2 KAI Ol
MAGHTE2 TOY. 100 XPONIA
A0 TO MAYPO TETPATQNO.
EPTA PQ2IKH2 TTIPQTOMOPIAX
ATTO TH 2YAANOTIH KQ2TAKH

TOY KM2T

KAZIMIR MALEVICH AND HIS
STUDENTS. 100 YEARS AFTER
THE BLACK SQUARE. RUSSIAN
AVANT GARDE WORKS FROM
THE COSTAKIS COLLECTION

OF THE SMCA

To paupo TeTPdMAEUPO - Ao TO onpEio
HUN3€v oTnv MoAucnuia

Tov AekéuBpio Tou 1913 oto BEatpo Aou-
va-Mapk tng Ayiag MMetpoumoAng, uia
mapéa KaANITeEXVWyY, mou nBeAav va odn-
yAcouv Tnv TéXvn OTNV TIO akpaia ¢op-
JaAIGTIKA Kal TIEIpapaTikA popdn tng, avé-
Bace YiIa pouToUPIOTIKA dTiepa TTou EdeEPE
Tov TitAo Nikn Emi tou ‘HAiou. O TToInTég
ANeEEI KpouToévix Kal BeAipip XAEuTvikod
éypagav 1o AIUTPETO, 0 HOUGIKOG Kal Zw-
ypddog MixanA MatioUaoiv Tn PJouasikA Ki 0
Cwypddog Kalipip MaAéBitg dnuiolpynoe
Ta OKNVIKA Kal Ta KooTouia.

The black quadrilateral - from point
zero to polysemy

In December 1913, at the Luna Park
theatre in Saint Petersburg, a group

of artists, all of them determined to
make art more radical, formalistic and
experimental, staged the Futurist opera
Victory over the Sun. The libretto was
written by poets Aleksei Kruchenykh
and Velimir Khlebnikov, the music by
musician and painter Mikhail Matyushin,
and Kazimir Malevich was responsible
for the costume and stage designs.

The opera was about the “futurist



To €pyo avadepdtav otoug «duvatols av-
BPpWTTOUG» TTOU KAaTtopOwvouv va daudoouv
Tov "Alo. O1 Bacikoi SnpIoupyoi TNG GUYKE-
KPIUEVNG POUTOUPIOTIKAG OTIEPAG XPNOI-
potioloUv Kal yida TIG TPEI HOPDEG TEXVNG
(moinon, pouoiknA, ZwypadIikn) TEXVIKEG
mou BaciZovtal otnv aIoBNTIKA Tou UTép-
Aoyou. To Kkefpevo dev ATav katavonto, Ta
oknvikd &ev avarmapioToloav KAt Guyke-
KPIMEVO, N JOUCIKA ATav atoviki. Ma tnv
mAeloPndia tou kGopou to B€apa ftav du-
oapuoviké, akouydtav wg amdAUTN KAKo-
dwvia Kal aVTIHETOTIOTNKE WG okdvdaho.
H meipapatikn émepa BaaoiZdétav otnv dro-
n, TOU EUYAWTTA €ixe TTepIypdPel TV iS1a
mEpiodo o douToupIioTAG ToINTAG AAEEEI
Kpoutadvix, 611 dev gival MA€éov To TEPIE-
XxOUevVo TIou TIpoadiopiel Tn ddpua aird
10 avtiBeTo.

O KaZipip MaA€pitg (KieBo 1878 - Aéviv-
ykpavt 1935) oxediaoe ta oknvikd Kal ta
kootoUpla tng démepag. ‘Hrav évag avn-
OUX0G KAAMTEXVNG TTou péaa oe AMydTeEPO
amd pia SEKAETIa iXe XpNGIPOTIOINGEl 0TN
ZwypadIKA TOU TEXVIKEG ATIO TOV IUTIPECI-
ovioud, tov dwpioud, Tov MPIKITIBIoPS Kal
ToV KUBO-doutoupioud yia va KataAnel
oe éva Udog mou o idlog aicbavdtav 6Tl
TOV XapaktnpiZel Mpoowmikd: Tn petado-
pd NG UTEPAOYNG TIOINTIKAG YAWOOAS TWV
Poowv ¢outoupiot®v otnv Zuoypadikn,
SnAadn TNG YAWCOAG TTOU €XEl ATIOKTAOEI
S1Kk6 TNG MpwToYyEVEG vonua e Bdon 6xi tn
yv@on aAAd tnv aiobnon kal Tnv eumeipia.
ra tov oxediaopd TwV OKNVIKOV 0 MaAé-
Bitg Zwypdoioe Bpalopata eIKOVWV Kai
VEWUETPIKEG GOPUEG TTOU KAAUTITOUV N pia
v dAAN dnuIoupy®VTAG Mia TIOAUETTITTE-
on emaddveia. e éva onyeio, éva paupo
TETPAYWVO avTikaBioTd Tov AAIO Kal KaAu-
TTTEI ONOKANPWTIKA autdé Tou Bpioketal amd
KAdtw tou. Ta oknvikd autd édwoav otov
MaA€BITG To €vauopa yia va Zwypaodioel
dUo xpovia apydtepa to Madpo Tetpdywvo
n, 6nwg eival cwotdéTEPO, To Maupo TeTpd-
MAEUPO, TITAOG TIOU AVIATIOKPIVETAlI OTNV
mpaypatikn eikéva kabwg kapia mAgupd
Sev eival akpIBWG ion Ye Tnv dAAN.

To kaAokaipl Tou 1915 0 MaAéRITG KAsiveTal
O0TO EPYACTAPIO TOU 0TA TEPIXWPA TNG M-
0xaG. AoUAeUEl TIUPETWIWS yia €va «VEo
€id0¢ ZwypadIikngy, Omwg diaunvuel. e
dia ouZntnon yia tnv eEEAIEN TNG oUyXpo-
vng ZwypadIknig, o KaAANITExvNG IBAv Mouvi
oupdwVel e Tov MaAépitg 6t n Cwypadi-
KA €xel eEavtAnoel Ta 6pid TnG Kai 4TI ako-

strongmen” who succeed in taming

the sun. The techniques employed

by the creators of this futurist opera

in all three art forms (poetry, music,
painting) were based on the aesthetics
of the transrational. The text was
incomprehensible, the costumes and
sets did not represent anything in
particular and the musical score was
atonal. Most of the audience found

the spectacle to be disharmonious

and an absolute dissonance, and the
performance was seen as a major
scandal.

The experimental opera was inspired

by a view aptly expressed at the time

by futurist poet Aleksei Kruchenykh:
content no longer determines form; on
the contrary, form determines content.
Kazimir Malevich (Kiev 1878 - Leningrad
1935) was the stage and costume
designer for the opera. A restless artist,
his work explored in less than a decade
techniques from impressionism, fauvism,
primitivism and cubo-futurism, before
developing a style that he felt best
expressed his true self: he adopted the
transrational poetic language of Russian
futurists in painting, in other words

he adopted a language that acquired

its own primary meaning not through
knowledge, but through perception and
experience.

For his stage design, Malevich used
fragments of overlapping images and
geometric shapes, creating a multi-
dimensional surface. On stage, a black
square replaced and covered the sun.
These designs inspired Malevich to
paint, two years later, his Black Square
or Black Quadrilateral, a name that
more accurately represents the actual
painting, since no two sides are precisely
equalin size.

In the summer of 1915, Malevich locked
himself inside his workshop in the
outskirts of Moscow, working frantically
to develop a “new kind of painting”, as he
put it. In a discussion about the evolution
of contemporary painting, artist Ivan
Puni agreed with Malevich that painting
had reached its limits and that even the
radically experimental movement of
cubo-futurism, just three years after it
had first emerged in Russia, no longer
had any potential for advancement.

un Kal 10 dKpwG TIEIPAUATIKG Kivnua tou
KUuBodouToupiopoy, UeTd amd pia oxedov
Tpixpovn mopeia otn Pwaoia, dev €xel TMAE-
ov MOAAEG AANEG SuvaTSTNTEG va TPOOdE-
pel oUte pmopei va e&ehixBei mepioodtepo.
Amodacidouv va dlopyavwoouv dia €kOe-
on mou Ba éxer tov titho 0,10, TeAeutaia
®outoupioTikn EkBeon.

H 0,10 TeAeutaia ®outoupiotikri EkBeon
€YKAIVIGOTNKE OTOV EKOECIAKO XWPO TNG
Navtiévta Ntoumitoiva otnv Ayia lMe-
TpoumoAn otig 19 AekepBpiou tou 1915 Kal
€ixe didpkela evog pnAva. XUPUETEIXAV Ol
KaANITéxveG IBAv Mouvi, Tévia Mmoykou-
oAddokayia, ‘Ohya PoZdvoBa, Kalipip Ma-
AERITG, IBGV KAioUv, Bhavtipip TdtAlv, Na-
vTIé¢vta Ouvtaitodpa, Alouumép Momdpa,
Ndtav AAtuav, Mapia Bacihied, Bépa TMé-
otel, Avva KipidoBa, MixanA Mevkdéo kai
0 GOUTOUPIOTAG oINTAG Baoill Kauévoki.
TxedOv OMNol ol KaANITExveG €DeIav €pya
KUBOGOUTOUPIOTIKAG TeXVIKNAG. EEaipeon
amotéAecav o BAavtipip TATAIV TTOU OUp-
JETEIXE PE Ta TEpidNuUa «wypadikd avd-
vyAUda» Kal «avti-avdyAuday, celpd Tou
€ixe TpwTomapouaidoel vwpitepa to 1915,
o IBdv KAlouv Tou mapouciace, HETAEU AA-
AWV, Ta «IMtdueva yAuTITdy, Ta maAaidtepa
«mobiles» mou yvwpilouue otnv lotopia
NG Hovtépvag Téxvng, kai n ‘OAya Pold-
voBa. H teAeutaia mapouciace dUo yAuttd
mou $EPouv Toug TITAOUG AUTOKIVNTO Kal
ModnAdtng. TPOKEITAl YId OYKOUETPIKES
KATAOKEUEG TIou &ivouv éudaon otn Gpdp-
pa, to UAIKS Kal tnv udn. IIn cuAhoyn
Kwotdkn Tou KMXT ¢duAdooetal yeydhog
ap1BudG oxediwv Kal TMVAKWY TTOU OXETICo-
vtal dueoa ye Tnv €kBeon KABWG Kal ap-
X€1a0KS UAIKO. H ouykekpipévn €kBeon givai
ONPAVTIKA 0TNV 10Topia TnG TEXVNG yiaTi
o' authnv o MaA€BITG TMpwTomapouciace
o€ 600 TOIXOUG TO KivNua TOU TOoUTpeENaTti-
opoU. H 8IKA ToU CUPPETOXNA oTnV €KBeon
nepIAduBave 49 Zwypadikoug TVaKeS TTou
avanapioToloav YEWUETPIKEG HOVOXPW-
HaTIKEG POPUES XWPIG IXVN TIPOOTTTIKAG KAl
alwpouvtav o€ €va UMOAEUKo $OVTo, TO
otoio Sev mapémeume o€ oupavd aAAd pdA-
Aov o€ KAToIo KEVO XWPO TIOU ATIOKTOUGCE
d1NocodIkn Sidotaon.

Ta ooumpedatioTikd €pya Tou MaAéRItg
ntav anaAayuéva amd kKdbe €idoug avti-
Kefpevo Kail ixav gTdxo va SNA®WCOoUV Tov
mpwTelovia péio tng Gpépuag €vavtl Tou
niepiexouévou, va emavaidBouv, dnAadn,
pe dAAa Adyia Tn prion Tou AAeE€l Kpou-

They both decided to organize The Last
Futurist Exhibition 0.10, which opened
at the gallery of Nadezhda Dobytsina

in St. Petersburg on December 19, 1915
and lasted one month. Fourteen artists
participated: Kazimir Malevich, Vladimir
Tatlin, lvan Puni, Liubov Popova, Ivan
Kliun, Ksenia Boguslavskaya, Olga
Rozanova, Nadezhda Udaltsova, Nathan
Altman, Vera Pestel, Maria Vasilieff,
Anna Kirilova, Mikhail Menkov and
futurist poet Vasilii Kamenskii.

Almost all participating artists presented
cubo-futurist works of art, with the
exceptions of Vladimir Tatlin, who
contributed with his famous "painting
reliefs” and “counter-reliefs", a series
he had first presented in 1915; Ivan Kliun
who, among other works, presented his
“flying sculptures”, the first “mobiles"”
known to us from 20th century art
history; and Olga Rozanova. The

latter presented two abstract reliefs
titled Automobile and Cyclist. These
three-dimensional constructions place
emphasis on form, material and texture.
The Costakis Collection of the SMCA
includes a large number of sketches
and paintings directly related to the
exhibition, as well as relevant archival
material. This exhibition is an important
chapterin art history because it is where
Kazimir Malevich first presented, on two
walls, the movement of Suprematism.
He presented a total of 49 paintings
depicting geometric, monochromatic
forms, without any trace of perspective,
suspended in front of an off-white
background, which did not allude to

the sky, but rather to some empty
space, which acquired a philosophical
dimension.

The suprematist works of Malevich are
non-objective, underlying the supremacy
of form over content; they reiterate,

in other words, the view of Aleksei
Kruchenykh that, contrary to common
practice, now form would determine
content instead of the opposite. Malevich
was of Polish descent and the term
“Suprematism” (Suprematizm) alludes
to the Polish word “supremacia”,
meaning supremacy, from the Latin
root "suprem". According to Malevich,
Suprematism denotes the supremacy
or dominance of color and form over all



‘Amoyn tng 0,10 TeAeutaiag
®ouTOUPIOTIKIG EKBEGNG UE TOUG
OOUTIPEUATIOTIKOUG TTIVAKESG TOU
Kalipip MaAéBitg, Ayia MetpoumoAn,
AekéuBpiog 1915

View of the suprematist paintings
by Kazimir Malevich at the 0,70 Last
Futurist Exhibition of Paintings, St.
Petersburg, December 1915
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KaZiuip MaAéBitg, xeipdypadn
oeAida, 1916, HOAUBI Kal
XPWHATIOTO peAdvi og xapti
16,1x 25,7 K.

KMZT-ZuAAoyn KwoTdkn,
@eooalovikn

Kazimir Malevich, handwritten
page, 1916, pencil and colored ink
on paper

16,1x 25,7 cm

SMCA-Costakis Collection,
Thessaloniki



todvix, 0TI n dpua ival auth Tou TPOG-
5idel To meplexduevo Kal Oxi To avtibeTo,
omwg ouvéBaive €wg TétE. O MAAEPITG
€iXE TTOAWVIKNA KATAYWYN Kal 0 6pog «Zou-
TTPEPATIONOGY (Suprematizm) Bupicel Tnv
moAWVIKA AéEN «supremacia» mou onuai-
VEI UTIEPOXN Kal TTPOEPXETal amd tn AdtTi-
VIKA pida «supremy». O SOUTIPEUATIONAG,
olUudwva Pe Tov MaAEBRITG, SNAWVEI TNV
umepoxn A TNV Kuplapxia Tou Xpwuatog
Kal tng $péppag mdvw oe dAa ta dAAa ou-
otatikd uépn tou mivaka. O MaAéRITG Bew-
poUoe Tov €autd Tou €vav I810TUTIO PEAAI-
TN, HOvVo TTou EBAETIE TOV pEAAIOUS OE pia
$avtaocTikn TpayuatikdTnTa oTnv ormoia,
onwg €Aeye, yia va ¢Tdoel Kaveig mpémel
va amopakpuvBei amd tnv opatr mAgupd
g CwNg.

>Tn ywvia avdueoa otoug dU0 TOIXoUG UE
Ta €pya Tou, 0 KAAMTEXVNG TOTOBETNOE,
oav BpnokeuTIKA €IkOva, To0 Maupo Tetpd-
mAgupo (ANGdI og pouoapd, 79,5 x 79,5 k.,
Kpatikn Mivako®nkn TpeTiakdd, Mdoxa),
10 €pyo TOU aTOTEAECE TO £€UBANUA TOU
COUTIPEUATIOTIKOU KIVAUATOG. Mg Tov Tp6-
o autd, o MaAéRITg £dwae 1310TNTES Bpn-
okeilag oto kivnud Tou. H apvnTikA KPITIKA
TTOU TOU aoKNONKe Atav peydin.

O MaAéBITg xapaktnplos 1o Maupo TeTpd-
YWVO WG «TO TIPWTO Briga Tpog tnv kaba-
pni dnuioupyia» kal «To onueio Pndév Ing
$Opuacy, Kal emeonuave Ot EeMépace 1o
UNOEV Kal 0dNyRONKE GTN PN-AVTIKEIUEVIKA
dnpioupyia. Zwypdoice 10 «Maupo Tetpd-
ywvoy KaAumtovtag évav dANov courpe-
JatioTiko Tivaka. O1 10TopIKol TEXVNG aKTI-
voypddnoav ta TPWTA COUTIPEUATICTIKG
€pya Tou KaAAITéxvn kai diamiotwoav 6Tl
otov KauBd eixe ¢iAotexvnBei mponyou-
uévwe éva dAo €pyo, ouviABwg amd tnv
mponyoUuevn «utépAoyny Tiepiodd Tou. H
avarmapdotacn tng abéatng MAEUPAS Tng
unapéng eival kAt Tou amacxoAouoe Tov
dnpioupyd amd Ta TPWIPA KAANITEXVIKG
TOoU Xpovia. OI KPUUMEVEG €IKOVEG Kal Ta
aAANAemIKaAuTITOUEVA  emimeda  avadei-
x0Onkav oe pIAocodIKn Bewpia.

O MaAéBit¢ avalhtnoe oTov ZOUTIPEUATI
oud Tnv amotUnwon tng Tétaptng Aidota-
ong. H Tétaptn Aidotaon €yive yvwotn
yéoa amé tn Bewpia Tou Aivotdiv. XIn
ouveidnon Tou KaAAITExVIKoU KOGHOU, N
Tétaptn Aidotaon yivétav aviAnTThn wg
MapAUETPOG OE {Ia YEWUETPIa Tou Jev
UTTGKOUE OTOUG EUKAEIBEIOUG KAVOVEG.

H un opatni mpayyatikétnta Bdoel tng TE-

other elements of a painting. Malevich
thought of himself as a peculiar type

of realist; one who saw realism in an
imagined reality. However, in order to
arrive at that reality, one must distance
one's self from the visible aspect of life.
In the corner between the two walls,

the artist placed, as if it were a religious
icon, the Black Quadrilateral (oil on
canvas, 79,5 x 79,5 cm, State Tretyakov
Gallery, Moscow), which is the emblem
of Suprematism. Malevich thereby
attributed a religious quality to his
movement and attracted a great deal
criticism for this.

Malevich defined the Black Square as
“the first step to pure creation” and as
“the zero point of form", underlining that
he had emerged from that zero point to
non-objective creation. He painted the
“Black Square” over another suprematist
painting. The forensic examination of
the first suprematist works of the artist
led art historians to discover that the
same canvas had been used in earlier
works, mostly from his “transrational”
period. The depiction of the unseen side
of existence had preoccupied the artist
from his very early art years. The hidden
images and the overlapping surfaces
emerged as a philosophical theory.
Malevich tried to discover in
Suprematism the depiction of the Fourth
Dimension. The Fourth Dimension had
become known thanks to Einstein's
theory. In the art world, the Fourth
Dimension was perceived as a parameter
of non-Euclidian geometry.

The unseen side of reality based on

this Fourth Dimension and the non-
objectivity leading us towards a New
Realism formed the foundations of
Malevich's suprematist theory, which
advocates the transcendence of all the
rational limits that define visible reality.
The Costakis Collection of the SMCA
includes a small Black Rectangle. When
the painting was discovered by art
conservation specialist Maria Kokkori,
the x-ray revealed traces of an earlier
painting below it. It was part of an

early plan for a painting, one of the
sketches for which was titled War (1914)
and depicted a horse with the words
“Berlin”, “War" and "“Peace" (Khardzhiev
collection, Stedelijk Museum,
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TapTNG AIGOTAONG KAl N PN AVTIKEIMEVIKO-
TnTa mou Jag odnyei og évav Néo Peaiioud
amoteAoUv ta BepéNia TNG COUTIPEUATIOTI-
KAG Bewpiag Tou Kaliuip MaAéBITg, n omoia
SlaknpUooel TNV UTIEPTIAdNON Twv KABe
AOyNG opiwv mou TepIBAAAOUV autd Tou
eival opatd mpayuaTiko.

>Tn ouAdoyn Kwotdkn tou KMIT Bpioke-
tal éva piIkpdé Maupo OpBoywvio. ‘Otav 1o
€pyo auté avaiubnke amd Tn cuvTnpiTpia
Mapia Kékkopn, n aktivoypadia amokdiu-
Pe ixvn dAou maAaidtepou Zwypadikou
mivaka amnd kdtw. Mpodkeital yia yépog w-
ypaoIikoU TTivaka, yia Tov omoiov 10 ox£€J310
MéAeuog Tou 1914, mou avamaplotd tnv
€IKOva evog aldyou pe TIG AéEeig «Bepo-
Aivoy, «MOAepog» kal «Eiprivny (GUANOyR
Xaptlied, Mouceio Ztévielik, Auotep-
vIay), amotelel ocad€otata TPOoXxEDdIio.
‘Onwg emonyaivel n Kokkopn, dev UMAPXE
oxedOv KaBoAou okovn peTa&l Twv dUo
XPWOTIKWV CTPWHATWY, TIOU onuaivel 4Tl o
MaA€BITG GIAOTEXVNOE TO COUTIPEUATIOTI-
K6 OpBoyvio auéows YETG Tov TaAaIdTe-
po TTivaka Tou UTTAPXE amod KATw, yeyovog
mou KaBiotd autd to HIKPO €pyo €va amd
T4 TPWTA €pya COUTIPEUATIOTIKAG Zwypa-
DIKAG.

YTa yetayevéotepa xpdvia, To Maupo Te-
TpdmAgupo MPOKAAECE TIOANEG Kal Sladope-
TIKEG OKEWEIG KAl EQUNVEIES, Kal EMNPEace
ToIKIAOTPOTIWG TNV Téxvn Tou 200U ai®va.
Eival yvwotdé 611 0 MaAéBItg améppimte
TOUG GUUPBOAICUOUG Kal EMESIWKE TNV KU-
plapxia Tng OpUaAg, woTO00 0l TTOANATIAEG
Kal 0UXVA avVTIKPOUOUEVEG EPUNVEIEG TOU
Maupou TetpamAeUpou emBeBaAIdVOUV OTI
eival éva €pyo yia tn ZwypadikdTnTa Kal
Ox1 éva €pyo ZwypadIkng.

EmuéAeia: Mapia ToavtodvoyAou
Bon@oi empeAntég: Aduva lodvapn
AyyeMIkn XapiotoU

Amsterdam). According to Kokkori,
there was almost no dust to be found
between the two colored layers, which
means that Malevich painted this certain
suprematist work right after he had
completed the earlier painting, making
the Black Rectangle one of the earliest
works of suprematist painting.

Since then, the Black Square or Black
Quadrilateral inspired many diverse
thoughts and interpretations, and
influenced 20th century art in different
ways. Although it is well-known that
Malevich dismissed symbolisms and
insisted on the supremacy of form, the
multiple and often conflicting accounts
of the Black Quadrilateral confirm that
this was a work about painting and not a
work of painting.

Curator: Maria Tsantsanoglou
Assistant Curators: Angeliki Charistou
Domna Gounari



Utopie Black Square 2001
evéTnta pwtoypadidv

100 x 100 €k. n kaBepia
‘Aoyin TnG eykatdoTaong oto
Kpatiké Mouoeio ZUyxpovng
Téxvng, @eooalovikn

Utopie Black Square 2001
series of photographs

100 x 100 cm each

Installation view at the State
Museum of Contemporary Art,
Thessaloniki
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MISCHA KUBALL

O Mischa Kuball mapoucidZel pia evétn-
1a dwtoypadiwdv 100 x 100 eK. Ye TiTAO
Utopie Black Square (2001) mou ouvdé-
ovtal dueoca Pe 1o adliépwua oto Maupo
Tetpdywvo tou Kadipip MaAéRITG. O KaAAI-
Téxvng avadépel yia tnv ogipd autn: «To
1915 0 MaA€BITG OAOKARPWGOE TNV TPWIN
napaAiayn Tou Maupou Tetpaywvou, eVOg
€pyou TIoU €xEl TN popdn diaknApuéng kai
€KTOTE TO €pYy0 aUTO QAVTIMETWITIOTNKE
JE TolkiAoug TpdmouG. Ma péva amoTeAel
KUPIwG To UuTEPPBATIKO oUCTATIKG Tou Bpi-
oketal mépa amd tnv UAIKA avamapdotacn
™ng Evépyelag i tng loxdog A... Méxpl Kal
OTIG EPEG HAG TO €pY0 auTO JeV €Xel XAOEl
TNV AIVIYUATIKA Kal oUPBOAIKA Tou a&ia. H
eVOTNTa TWV GWIOYPADIKWY VIOKOUME-
VIWV TIOU TIapoucidouv tnv tormoBétnon
XEPIWV OE €pya TEXVNG, oav va Toviouv
™V avep@mivn KAIuaka, EMXEIPEl va umo-
ypaupioel tnv oxéon avdueoa otnv Outo-
mia kal Tov kabnuepivé KGopoy. XTIg 16 Ze-
ntepPpiou, 010 MAicio Tou 4ou PeoTIBAA
Nepddpuavg TnG 5n¢ MmevdAe Zhyxpovng
Téxvng, o Mischa Kuball 6a mapouacidoel
Jia mepdéppavs adpliepwpEvn 6To Madpo
Tetpdywvo. To €pyo TOU UTIOOTNPIXBNKE
amd to IFA, leppavia kar amd 1o lvotitouto
['kaite Tng @eooalovikng.

Mischa Kuball presents a series of
photographs 100 x 100 cm entitled
Utopie Black Square (2001), which
represents his personal contribution

to Kazimir Malevich's Black Square.
Commenting on this series, the

artist states that: “In 1915 Malevich
completed a first manifesto with his
version of the Black Square. Since

then it has been perceived in various
ways. For me it mostly stands for the
transcendent component beyond its
material representation of Energy or
Power or... Even today it has not lost

its enigmatic and symbolic value. My
series of photographic documentation of
putting my hands on the art works as to
insist a human scale, tries to underline
the connection between Utopia and

the daily world.” On September 16, as a
part of the 4th Performance Festival of
the 5th Biennale of Contemporary Art,
Mischa Kuball will present a performance
dedicated to the Black Square. His work
is supported by IFA, Germany and the
Goethe Institute of Thessaloniki.



Handle them 2015

O KAANITEXVNG WG EMIUEANTAG: pia mapéupacn
otn ZuAoyh Kwotdkn tou KMET

Aoyin TnG eykatdotaong oto Kpatikd
Mouaceio ZUyxpovng Téxvng, @ecoalovikn

Handle them 2015

The artist as curator: a collection
intervention at the SMCA

Installation view at the State Museum of
Contemporary Art, Thessaloniki
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ANTONH2 TIITTAZ
ANTONIS PITTAS

O Avtwvng Mittag oto €pyo tou Handle
Them (2015) mapeuPaivel otnv ouAAoyn
Kwotdkn tou KMZT Kal OUYKEKPIUEVA
ota €pya 000 KAAMTEXVWY, TNG AloupTiop
MoméBa kai Tou MkovotaB KAoutolg tomo-
0eTWOVTAG TOV KAAMITEXVN oTov POAO TOU
emueAntA. O MNittag aoxoAeital e TO KOv-
OTPOUKTIBIOTIKG €pyo TNG AloupméB Momd-
Ba (1889-1924) kai tou kouoTtdp KAoutolg
(1895-1938). To €pyo Kal TwV U0 KAAAITE-
xvov gival Babeid pilwpévo otn Pwoikn
Emavdotaon, epdoov apketd amd ta oxe-
S1a Kal ta dwTopovTdl Toug Asitolpynoav
G mporayavoIoTIkG péaa. O TIEPITTTWOEIG
g MoméPa kal Tou KAoutolg amoteAolv
TummKSé Tapddelyua yia Toug TEPICOOTE-
POUG KAAAITEXVEG o1 omoiol utootripi§av
v Emavdotaon, eAicodpevol adevdg
METAEU TNG KAAANITEXVIKAG eAeUBEpiag Kkal
NG ONPACIAg EKTIUNONG KAl APETEPOU TWV
anmaItACEWV KAl TWV KATAOTOAWY TNG VEAS
TOAITIKAG TAENG. O TNittag, yia Tov oroio 1o
0€ua Tou MoAITIKoU BavdaAioyou cuvioTtd
akoun éva B€ua Tou Tou KIVED TNV TEPIEP-
vela, digpeuvd tn Aentd ypapun avdueoa
otnv e§gpelivnon Kal Tnv anmnoddéunon oTov
pdmo mou dlaxelpidetal Ta €pya TEXvNG
TEKUNPIOVOVTAG Ta PE Wia oglpd dwToypa-
dIOV 0g TTOAAEG amd TIG OTToieG Ta xEpia
TOU KUPIOAEKTIKG ayyiCouv TIG ampootd-
TEUTEG emMdAVEIEG TwV OUVBECEWV TOU
KAouUtoig kal tng MoméBa. To €pyo evido-
O€Tal OTNV KEVIPIKA €kBeon tng 5n¢ Mmi-
evdhe ZUyxpovng Téxvng Oecoalovikng
mou TiItAodopeital Amd tnv amaiciodo&ia
n¢ vénong otnv aioiodoé&ia tng mpdéng, o€
emuéAela tng Katepivag Mpéyou.

In his work entitled Handle Them (2015),
Antonis Pittas intervenes in the Costakis
collection of the SMCA and in particular
in the works of two artists, Liubov
Popova and Gustav Klucis, placing the
artist in the position of the curator.
Pittas engages with the constructivist
work of Liubov Popova (1889-1924) and
Gustavs Klucis (1895-1938). Both their
works are deeply rooted in the Russian
Revolution, as many of their designs
and photomontages were functioning
as means of propaganda. Popova's

and Klucis' situation was rather typical
of most of the artists supporting the
Revolution, manoeuvring between,

on the one hand, artistic freedom and
public appreciation, and, on the other,
the demands and repressions of the
new political order. Pittas -to whom
political vandalism is another intriguing
topic- explores the fine line between
exploration and destruction in his
handling of the art works, which he
documented in a series of photographs.
In many of the pictures, his hands
literally touch the unprotected surface
of works by Klucis and Popova. His work
is part of the central exhibition Between
the pessimism of the intellect and the
optimist of the will, which is curated by
Katerina Gregos.



KPATIKO MOYZEIO ZYITXPONHZ TEXNHZ
KENTPO ZYITXPONHZ TEXNHZ
OEZ>AAONIKHZ (ANOGHKH B1)

STATE MUSEUM OF CONTEMPORARY ART
CONTEMPORARY ART CENTRE OF
THESSALONIKI (WAREHOUSE B1)

2 XETIKE2 KINHZEI2
EYATTEAIA KPANIQTH -
JULIEN PREVIEUX

RELATIVE MOTIONS.

vei yia Awpida kevtnuévou
ddopatog, mpoBoAn Bivieo)

H ékBeon ummootnpixOnke
amé toug: MpeoPeia Tng
FaAAiag otnv EAAGSa-
FaAAIké Ivotitouto EAAGSOG,
FaAAIKo Ivotitouto, Meviké
Mpo&eveio Tng MAAiag

otn Oecoalovikn-FTaAAIké
lvotitoUto Ogagoalovikng

Evangelia Kranioti
Antidote 2014
installation (crank
praxinoscope leading

a band of embroidered
fabric, video projection)

The exhibition was
supported by the:
Ambassade de France en
Gréce-Institut Francais en
Greéce, Institut Francais,
Consul Général de France
a Thessalonique-Institut
Frangais de Thessalonique

EVANGELIA KRANIOTI -

JULIEN PREVIEUX

H €ékBeon ZxetikéG Kivioers. EuayyeAia
Kpaviwtn - Julien Prévieux amoteAei TuAua
NG €pEUVAG YIA TN oUYXPOVN KAANITEXVIKA
napaywyn otnv euputepn mepIoxn TG Me-
ooyeiou, AapBdvovtag uméyn tnv mpdodo
NG €MOTAUNG Kal TNG TexvoAoyiag, Tou
dev adnivel kavéva Touéa avemnpgacto,
TouG deopoUg Pe TNV evTOMIa aAAG Kal €u-
pUTepn mapddoon TG TEPIOXAG, TTOU ETN-
pedZovtal amé ntripata kouAtoupag, Bpn-
oKelag, olkovopiag, yewypadiag, GUARG kai
TTOMITEUHATOG, KAl GUGIKA TIG EMKPATOUOES
onfpepa ouvOnkeg, ol omoieg eival yia TIg
TEPIOOOTEPES XWPEG OUOKOAEG €W Spapa-
TIKEG. ZuvIoTd, KaTd auTthv Tnv €vvola, ou-
VEXEIQ TNG €KBEONG -UEPOG TOU KEVTPIKOU
mpoypduuatog tng 4ng MmevdAe ZUyxpo-

The exhibition Relative Motions. Evangelia
Kranioti - Julien Prévieux is part of an
investigation into contemporary art
production in the wider Mediterranean
region, which takes into account the rapid
progress in science and technology, a
process having a universal impact. It also
looks at the ties between our local and
wider traditions in the region — influenced
as it were by cultural, religious, economic,
geographic, racial and political factors -
and current conditions, which, for most
countries in the region range from tough
to tragic. In that sense, it constitutes a
continuation of the exhibition “Tradition

- Reversal"” of the 4th Thessaloniki
Biennale of Contemporary Art, since it



vng Téxvng- lapddoon-Avatporr, dapou
kal auth avixvevel, AapgBdvovtag uméyn
Ta mpoavadpepBévta Zntriyata, Ta Kataye-
ypapuéva otn oUANOYIKA pvrApn kal katd
ouvénela akdun Zwvtavd otoixeia Tou
mapeABovTog, TMPoodaAToU Kal amwIEPOU,
onwg mapaddoeig, ekppdoelg, I0Topieg, Ye-
TAKIVAGEIG, TTAAIEG TEXVIKEG, avaTTuEn TNg
TEXVOAOYIag Kal Tn YETEEENIEN TOUG PE TN
OUVOPOUN TWV oUYXPOVWYV HECWY, TIG TTPA-
KTIKEG Kal Bewpieg Kal TPWTIOTWG Tn dUva-
un NG moinong, o€ emiKaipn KAANITEXVIKA
YA®WOoa. AUTA N PETA-YAWOOA UTTOYPAUMi-
Zel TNV 1I0TOPIKOTNTA Kal OUVEXEIA TOU K®-
SIKa emiKoIvwviag, péoa amé Tig d1adopeTi-
KEG TNG EKDAVOEIG, XEIPOVOUIAKEG, OTTTIKEG,
TTPOGDOPIKEG, NXNTIKEG, YPATTTEG, AKOUN Kal
KIVNOIOAOVIKEG Kal TNV eE€TAlel wg mBavh
oupmnepidopd  «IBIOOUYKPACIAKNG E€Kdpa-
ONG Kal 1I310PATog Vg XWpou» e Babid
TTONITIOUIKA, 10TOPIKA Kal TIVEUPATIKA KAN-
povopid, 6mwg eival autég tng Meooyeiou.
01 SXeTIKEG Kivrioeis avadépovtal o dpa-
OTNPIGTNTEG OIKOTEXVIKEG, TAMEG UEBS-
doug, TeAeTOUpyieg, €61ua, BpUAoug Kai
UUBoug aAAd Kal oUVABEIEG KOIVWVIKEG R
EMAYYEAUATIKEG, TTOU £8paIBNKAV KUPIWG
ye tnv avdmtuén tng Blounxaviag kal tng
emoTAUNG. Autd odriynoav o€ avTtIARYEIG,
davtaotikd ta&idia oto didoTnUa, CUTTE-
PIDOPES, KIVACEIG, TTPdEEIG TTou AoV dev
udiotavtal, oxi yiati éxouv xdoel TNV ou-
oia toug aAAd yiati éxouv katapynBei ol
SUVAUIKEG Kal Ol avdykeg Tou apxIkd TIg
MPOKAAEoav Kal TIG cuvtnpouoav yia Kal-
pd. TuvexiZouv, 6UwG, va Mapauévouv oTo
aouveidntd pag kar Paxvouv adopués yia
va mupoSoTACOUV TN UVAPN, ATOMIKA Kal
OUAMNOVYIKN, Kal va ekdnAwBouv péoa amd
NV KAANITEXVIKA Snuioupyia.

O1 JIAKPITIKEG aAAG ONUAVTIKEG avapopég
otnv mapddoon kal Tnv kabnuepivétnta
YEVIKOTEPQ, Kal TTIO CUYKEKPIYEVA TNG EU-
pUTEPNG YEWYPADIKAG Agkdvng TnG Meoo-
yeiou, kaBopiZouv 1o €pyo TnG Euayyehiag
Kpavi®tn kai tou Julien Prévieux. O1 dUo
KAAMTEXVEG yVWPIOTNKav Pe apopun au-
TRV TNV ékBeon Kal Katd OUVETTIEID TA EKTE-
Beipéva €pya éyivav aveEdptnta amd tov
kaBéva toug. Mpoépxovtal amd diadopeTi-
KOUG €mMaTNUOVIKOUG kAGdoug, ommoldacav
éxvn o€ GAMeG OXOAEG Kal yevvhbnkav
kal éZnoav o€ dIadoPETIKEG XWPES. Kal ol
SUo mpoadelyouv oTn Xprian TnG UYNANG
TEXVOAOYIag yia Tn Snuioupyia £pywv Tpw-
TOTUTIWY, JIadPACTIK®Y, PE EVIOVA KOIVK-

also traces -taking the aforementioned
issues into account- those elements

of the recent and distant past, such as
traditions, expressions, tales, movements,
and techniques, that are recorded and
survive in our collective memory, and
then transliterates them with the use of
new media and modern practices and

theories, but primarily through the artists’

sheer creativity, into a contemporary
artistic language. This meta-language
highlights the historicity and continuity
through various forms of communication
- gestural, visual, oral, aural, written, and
physical- and investigates it as a potential
expression of “a special character and
idiom" of a region with such a long and
rich cultural, historical and intellectual
heritage such as the Mediterranean.

The Relative Motions refer to domestic
activities, old methods, rituals, customs,
legends, myths, as well as work-

related norms and techniques that
emerged primarily with the advent of
industrialisation and the leaps in science.
It was those elements that led to a great
variety of ideas, to imaginary trips to
the moon, to behaviours, movements
and actions that no longer exist, not
because their essence has been lost

to us, but because the social dynamics
and expediences that had caused their
original emergence and had been
sustaining them for a long time, no longer
apply. They nevertheless survive at the
subconscious level, always looking for
an occasion to stimulate our individual
and collective memories, and manifest
themselves through artistic creation.
The subtle but significant references to
tradition and everyday life in general, and
more specifically in the Mediterranean
basin, are a defining characteristic of
the work of E. Kranioti and J. Prévieux.
The two artists first met on account

of this exhibition, and therefore the
works exhibited here were produced
independently. They hail from different
scientific backgrounds, studied art at
different schools and were born and
raised in different countries. Both make
use of modern technology to create
works that are original, interactive,
intensely social in character, referring

to the concept of memory. Their goal is
to recycle those elements stored in our
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Julien Prévieux
A6 Tov
OKTWPpIO oTOV
®dePppoudpio 2010
egykatdotaon

Julien Prévieux
From October to
February 2010
installation

VIKO XapakTIhpa kal avapopd oTn WvAun.
>ToxeUouv 0TNV avakUKAWGON TwV KaTaye-
YPAUMEVWY OTO GUAAOYIKO UTTOOUVEIDNTO
OTOIXEIWV, TTOU EVTAOCOUEVA OTNY OUYXPO-
VN €MOXN, TPOOTIBEVTIAl OTO TIVEUHATIKG,
a&lako, moAItiouiké olotnua. H Eexaopé-
vn Tpd&n yivetar Adyog mou umevOupitel
SIaKPITIKG KOIVEG avadopég Kal avixveUel
opoldTNTEG o€ ¢nTAPATa avBpwrivng mpa-
KTIKAG O€ TOWEIG TMou polidZouv acUvdeTol
Kal, KAmoTe, ek dlau€Tpou aviibeTol.

H EuayyeAia Kpavidtn pe 10 €pyo Antidote
avaoupel and ta BAdn Twv xpdvwv mapado-
OIaKEG TEXVIKEG TTOU OXETICOVTAl PE TN YU-
valkeia uméotaon, OTIwG N UpAVTIKA OTOV
apyaAeld Kal To KEVINWA, Kal JE AUTEG avi-
xveUel TNV guaioBntomoinon tng cUyxpo-
VNG KoIvwViag og ZwTikd B€uata -6mws Tou
Xpovou, Tou €pwTa, TNG TMoTNG, TNG AToU-
oiag, tou véotou, Tou Bavdtou- Kal apxe-
TUmMKG povIéAa, Omwe Tou ta&Ididtn-vau-
TIkoU 1 TnG yuvaikag-apdxvng. Tautdxpo-
va, MEAETA Toug AGYoUS Kal Toug TPOToUS
£PapUoynAG TWV TAPAdOCIAKWY TEXVIK®Y,
Onw¢ 10 KEvInua, otn olUyxpovn €moxn
Kal o€ atutmkoUG XWpoug epyaciag (@dpua
epyaaoiag, 2015) f TIg ueBAdOUG dlaxeipiong
piag EAAEIPNG, PIag amouasiag and HEPOVW-
WEVEG, OXNUATIOUEVEG TIEPIOTACIAKE, Op-
YaVWUEVEG 0UAdEG. AlaTnpviag otabepd
WG OUMBOAIKS XWPO TNG KAANITEXVIKAG Kal

collective subconscious, and integrate
them into the present, thereby enriching
our intellectual, cultural and value
systems. Forgotten practices discreetly
remind us of our common references and
trace similarities in human practices even
in areas and fields that appear unrelated,
if not entirely different.

In her work Antidote, E. Kranioti brings
back to life from the distant past
traditional technigues connected to the
condition and life of women, like loom
weaving and embroidery. She uses those
techniques to investigate the awareness
of modern society with regard to vital
issues and themes such as time, love,
faith, absence, homecoming, and death,
and to touch on familiar archetypes like
the sailor-traveller or the spider-woman.
Furthermore, she examines the rationale
and modern applications of traditional
techniques like embroidery in atypical
work places (Work uniform 2015) and
contemporary ways of dealing with a
deficiency or an absence from separated,
ad hoc groups. Maintaining the sea as
her fixed, symbolic space of artistic
creation and personal adventure -in her
most important work, the film Erotica,
Exotica etc she travelled almost the entire
world as a sailor- the photographs of



Julien Prévieux Julien Prévieux
To oUvoAo Twv aAnBivav mpotdoswv (Mpiv) 2009 The totality of true propositions (Before) 2009
ekTUMwon inkjet oe xapti inkjet on paper



TTPOCWTTIKAG TNG TepITETelag Tn OdAacaoa,
apou yia To oNPavTIKOTEPO £PYO TNG, TNV
taivia Erotica, Exotica etc, yUpioe w¢ vau-
TIKGG 0xedGV G0 TOV MAAVATN, TIPAYUATEU-
etal yéoa amod TG PWIoYPAPIiEG TNG EVO-
ntag Zntigata mou adopolv ouddeg ou
Zouv 0TO TIEPIBWPIO TNG KABNUEPIVOTNTAG
Kal TIG OXECEIG TTIOU avamtuooouv PETAEU
TOUG Kal Je autoug mou Bewpolv dikoUg
touG. H 18éa tou dvBpwrmou-mepinynTh,
nBeAnuéva N avaykaoTikd, MPWIAYwVIOTEl
0T10 €pyo TNG, aAAd Sev tnv eumodilel va
npooeyyioel -mdvia yéoa amd autrhv- Kal
dAAa B€uaTa CUOXETIOP®Y, OTTWG autd TNG
KEVINUEVNG €IKOVAG Kal TNG KIvnuatoypa-
dIKAG YndIakAg Taiviag.

O Julien Prévieux, amé tn SiKrA Tou MAEUpPd,
EMKEVIPWVETAI OTN PETAIXMIAKA TIpayuati-
KOTNTA TNG ONPEPIVAG EMOXNAG, TTOU TIaTdEl
avdueoa oto otabepd mapeAdév Kal To
paydaia eEehioobuevo mapdv. IxoAdlel
pe maiyviodn didbeson tov mapaioyiopd
NG ONUEPIVAG KOIVWVIag, OTwG TIPOKUTTTEI
amd Tn padikA Kal TuTioTioiNUévn avTIyE-
TOmon wTKWV Bepdtwv (m.x. n avepyia),
ota Lettres de non motivation 1 digpeuvd
N ox€on NG TEXVOAOYIaG PE Tn dnuioup-
yia kai tnv mapddoon, Zntviag ané emnay-
VEAUatTieq TAEKTEG va PeTAdPEPOUV OTNV
umpooTivil MAeUpd kdmolwv TOUASBeEp TNV
Ynodlakd KatapeTpnuévn EVEPYEIAKA Kal
BUUIKNA CUUPETOXN TWV aVOPWIWV OE Opa-
SikéG dpdoeig 1 B1adnNAWOEIC, 0To €pyo Amé
T0v OKTWPpPI0 oToV DeBpoudpio. ATTOHOVK-
VEI TNV KIVNON UTTOXPEWTIKWY KABNUEPIVAV
SpACTNPIOTATWY TOU avOp®TIoU g TAAIEG
Kal TapWXNPEVEG AOXONEG Kal TNV PeTAdE-
pel WG amioroinuévo WUngiakd oxEdio oe
HUGTIKA OTTIKA YA®Wooa oto Ti 6a kdvou-
e otn ouvéxeia;, AkoAouBia 1. Mg Tov id10
TpoTo avapBabuilel TIG AUTOUATOTOINUEVES
avOpWmveg KIVAGEIG yia Tn AEIToupyia Tia-
AQIOTEPWV TEXVONOYIKWY UNXAVNUATWV OE
EVTUTTWOIAKA SIA0TNUIKA Xopoypadia oTo
Ti 6a kdvouue otn ouvéxela; AkoAoubia 2,
Je TO oroio améomace To Kopudaio yia Tn
oulyxpovn Téxvn Bpapeio Marcel Duchamp
10 2014. H KivnoloAoyia auth uroypaupicel
TNV OOIGTNTA TWV KIVAGEWY YIa S1adopeTI-
KA amoteAéopata o SIaPOPETIKEG ETTOXEG
Kal TTPOCOMOIGTEl e TEAETOUPYIA, TTOU ETTI-
SEXETal TTOAAEG EPUNVEIEG KAl TIAPATIOUTIEG,
aAAd TToU TO KUPIO XapakTnPIoTIKS TNG givail
OTI «OTEKETAI» EKTOG XPOVOU, HETAEU yng
Kal oUPTIavTog, utievBupidovtag tn pataid-
TNTA Kal TO TEMEPAOHEVO TNG UAIKNAG ZWNAG.
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that section examine issues related to
marginalised groups and the relationships
forged between such groups and the
people they recognise as their own. By
intention or necessity, the idea of the
wandering man is central in her work,

but does not stand in her way from
approaching, through that concept, many
other issues of correlations, for example
between the embroidered image and the
digital film used in the cinema.

As for Julien Prévieux , he focuses on
the condition of our era, an era that
stands on the verge between the stable
past and the rapidly evolving present.

He makes a playful comment on the
irrationality of modern society, testified
by the standardised, universal approach
to vital issue such as unemployment;

in his Lettres de non motivation he sets
out to discover the connection between
technology, creation and tradition; in
D'Octobre a Février he asks professional
weavers to attach to the front side of
sweaters the digitally recorded energy
and emotional levels of people who take
part in group actions or demonstrations.
In What Shall We Do Next? Sequence 1

he isolates the mandatory, repetitive
movements manual workers used to
perform to operate machines, and then
presents them as a simplified digital
sketch using a secret visual language.

In What Shall We Do Next? Sequence 2,
he similarly upgrades those repetitive
human movements to operate older
technological machinery, turning them
into an impressive space choreography.
This work won him in 2014 the top award
in the contemporary art world, the Marcel
Duchamp Prize. This kinesiology brings
out the similarity of movements that
produce different results in different eras,
in a process that resembles a ritual that
has multiple interpretations and readings,
but whose main characteristic is the fact
that it is “situated” beyond time, between
earth and the universe, reminding us

of the futility and limits of material
existence.

The two artists, whose work has received
multiple awards and recognition in the
past months, unknowingly coordinate
their work, following Relative Motions,

as they both examine the relationship
between the past and the present, myth

Euayyehia Kpavidtn
AvTidoto (oTIypiétumo) 2014

Evangelia Kranioti
Antidote (video still) 2014

Kai o1 500 KAANITEXVEG, TwV OTToIWV TO €pY0
SlakpiBnke Kal BpaBelbnke Toug TeEAeUTaI-
0UG WAVEG, ouviovidovial €pAUNV TOUG,
Je ZXeTIKES Kivioelg, otn dlgpelvnon tng
oxéong TapeABévVTOG-TIapdvIog, MUBou-
aAiBeiag, mapddoong-oUyxpovng TEXVO-
Aoyiag, téxvng-emotAung. Me autdév Tov
TPOTO EMIKAIPOTIOIOUV EEXAOUEVEG APXES
Kal €Monuaivouv oJoIOTNTEG Kal XApaKTN-
PIOTIKA o€ JIadOPETIKEG €TOXEG Kal Tredia
YVWOTIKG, KAl Ta EVTA000UV GTNV TIpayua-
TIKOTNTA, TIG TIPOKAACEIG, TIG CUVOAKES Kal
TG 181a1ITEPSTNTEG TNG oUYXPOVNG ETOXAG.
Ta €pya toug umevBupiZouv, oxoAidZouv,
npodntelouy, euxapiotoly, évtag amod-
AUTa olyxpova, Xwpi¢ woTtéoo va amoko-
mtovtal and tn ouvéxela Tng mapddoong,
v ormoia KdBe dAAo mapd amoppitTTouy.
Tautéxpova, ToviCouv TNV UyIA TAEUPd TNG
OX€0NG TEXVNG Kal TEXvVoAoyiag, TTapeABo-
VTOG Kal WEANOVIOG Kal TPoBAAAoUV TIG
EKAEKTIKEG OUYYEVEIEG Kal TIG KOXETIKES
KIVAGEIG» KAANITEXVWOV UE OlaPOPETIKES
KATaBoAEG aANd Pe KOIVEG avadopég otn
apx€yovn Kal aoTelpeuTn TIONITIOTIKA TTapd-
doon Kal 1o mapdv tng Meooyeiou. TENOG,
TpoTeivouv TPOTMOUG WETAMAAONG TNG OE
olyxpovn €kdpacn Kal Kolvé KwdIka avd-
yvwong Kal iowg dpdong, unevbupidoviag
OMOISTNTES Kal ETEPOTNTEG TOU KolvoU TTo-
AITIGUIKOU AfKVOU, G€ pIa pEUCTA, avtidati-
KN, HETABATIKA Kal TTapdAoyn €moxn, OTIWG
eival n onpepIvA, TIou emavatomoBetel Ye
Spapatiké tpdmo th Meodyelo oto emike-
VIPO TWV eEeAEewV.

EmuéAela: Katepiva Kookivd
ZuvempeANTAG: Avva Mukovidtn

and the truth, tradition and modern
technology, art and science. In that way,
they make forgotten principles timely
again, and they highlight similarities

and common traits in different eras and
fields, integrating them all in the realities,
challenges, conditions and peculiarities of
our time. Their works remind, comment,
foretell and offer pleasure, being utterly
modern, but without severing their ties
with tradition. Tradition for both artists is
anything but disposable.

At the same time, they bring out the
healthy relationship between art,
technology and tradition, showcasing

the eclectic relationships and “relative
motions” of two artists who have
different origins but also common roots in
the primordial Mediterranean cornucopia
of culture and the region’s present.
Finally, they suggest ways that this
tradition can be recast in a modern idiom
and a common code of interpretation
-perhaps even action-, reminding us

of the convergences and divergences

of our common cultural cradle, in a
volatile, contradictory, transitional and
irrational era such as our own, an era that
dramatically catapults the Mediterranean
to the centre stage of developments.

Curator: Katerina Koskina
Co-curator: Anna Mykoniati



Carlos Motta
‘EpduAa TaAévra (otiypidTumo) 2014
Bivieo MpoBoAR o EUAIVN KATAGKEUNA

Boryana Rossa o€ cuvepyaaia e tov Oleg
Mavromatti

Avamapdotaon: Hammer and Sickle (1994)
(dwToypadia-oTiyuidTumo Bivieo) 2008-12
70 x 20 ek.

Natdooa MamadomoUAou
Caroatid 2 2012

wnolakd KOAGZ, dwtoypadia
200 x 80 €k.

Carlos Motta
Gender Talents (video still) 2014
video projection on wooden structure

Boryana Rossa in collaboration with Oleg
Mavromatti

Re-enactment: Hammer and Sickle (1994)
(photograph-video still) 2008-12
70x20cm

Natasha Papadopoulou
Caroatid 2 2012

digital collage, photograph
200x80cm
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H tautétnta péoca amé Tnv erEpOTNTA:
S81apOPETIKOTNTA Kal TEXVN

Oewpieg yia T0 oWPaA Kal Thv TQUTOTNTA
otov 206 aidva

EEaiTiag Twv peAETWY Tou Freud n oggou-
aAIkOTNTa Bewpeital pia amd Tig duvdueig
mou KpuUBovtal micw amd kdBe avara-
pdotaon kalr avtiAnyn tng Snuioupyiag
OTIOIOUBATIOTE  KAAAITEXVIKOU TPOISVTOG,
padikng i un katavdiwong. M’ autd kai Be-
WPOUUE APKETA onpavtikd va EEKIVACOUUE
TapakoAouBw®VTag TNV 10TOPIa AUTWV TWV
avTIARYEWY 0€ 0x€on UE TO €PYO TEXVNG,

KPATIKO MOYZEIO ZYITXPONHZ TEXNHZ

AHMAPXEIO OEZZAAONIKHZ

STATE MUSEUM OF CONTEMPORARY ART

THESSALONIKI CITY HALL

TAYTOETEPOTHTA
IDENTALTERITY

Identity through alterity: diversity
and art

20th century theories about the body
and identity

Sexuality has been recognised since
Freud as one of the forces behind

all representations and theoretical
constructs regarding both visual arts
and mass culture. For this reason,

we believe it is important to begin by
tracing the history and evolution of the
perceptions related to the work of art up
to the present day.



€WG Kal ONUEPQ.

AUTA AoITIOV N KEVTPIKA 10€a, EUMOTIOUEVN
anmdé 1o NAdN TATpIapxiké-avopokpatou-
JEVO, patoloTIKG Kal amolkiaké oUoTnua
a€l®v Tou 190U Kal TwV apxwv Tou 200U
aiwva, Kupidpxnoe otnv téxvn, 1600 OTN
dnuioupyia 600 Kal 0To JUTIKG eumdpio
TEXVNG, OTIG akadnuieg, otnv eKudon-
on Tng TéXvng, 0TouG Beopols Kal atov
avepxOpevo kAGdo Ing lotopiag tng TE-
xvng. Mpiv Aoimdv tov Movtepvioud Kai
TIG AeYOUEVEG IOTOPIKEG TIPWTOTOPIEG, N
SnuIoupyIKA (avipikn) «UagoTpiay Tauti-
OTNKE PE TNV TIApaywyn oeEoualikd dpop-
TIOUEVWV EIKOVWV YUVAIK®V, Kal Guolikd
Kal AAWV aTépwVv PUAETIKG Kal Ta&ikd
Siadpoporoinpévwy, 6mou n SladpopeTiKé-
™nTta OIEUKOAUVE TNV ¢eTIXomoinon Ing
avanapdoTaong TWV EPWTIKWY CWUATWV.
Amd 1o 1910 Kal 1o 1920 Pe Ta KIVAPATA
tou Ntavid kar tng Pwaoikig MpwTtomopi-
ag, Eekivdel n diadikacia amootabeporoi-
Nong Twv Kupiapxwv avuARYEwV Kal n
mdAn yia 106Tnta otov tPdmo oUAANYNG
Kal amédoong TOU GWHATOG Kal TNG TTOAI-
TKAG Tou. Aé Tnv Hannah Hoch kail tov
Marcel Duchamp péxpi tov Francis Picabia,
ol o pifoonacTikoi NTavtaioTég yia mpw-
™ dopd diepwtnAbnkav yia Tov dvBpwro,
TO OWMPA TOU Kal TIG avamnapacTtdoelg Tou,
péoa amd eikdveg mou SiaAUouv Kai divouv
Jia amooTacpatiki 1I9€a yia tnv Tautdtnta
TOU POVTEPVOU TTOAITN, Tautidovtag Tauto-
XpOva TN CEEOUAANIKOTNTA KAl TO OWHA HE
TN PnNXavn, mpaypaTonoi®vIas TNy mpwn
e&fowaon amouuBoroinong Tou ETEPOKAVO-
VIoTIKOU epwTioyoU. XTn Pwaia, yetd tnv
OktwPplavA Emavdotacn kalr péxpl tnv
dvodo tou XTtdAiv otnv £€oucia, n EATIda
yia outortia épePe GTO TPOOKNAVIO TTPWTO-
DEPIVIOTIKES 10EEG (AKGUN KAl PIA OXETIKA
avoxn amévavtl oTnv opopuAodIAia) Kai
n anokafnAwon acTIKWYV, TATPIaPXIKWV
Kal KAmMITAMOTIK®V ISEWSWV OUVEXIOTNKE.
AM®OTE, €ival amd Ta TPWIA KIvApatd
Tou duTikoU uovtepviopoU Omou 10dEio
AGyo €xouv ol yuvaikeG KAANITEXVEG oTn
S16aokalia, dnuloupyia kar mapaywyn tou
€pyou téxvng. Méoa amé to Ntavid Eemn-
dnoe o YoupeaAiouds pe €6pa To Mapiol,
OToU 01 KAAMITEXVEG, UE apxnyd TOuG ToV
ouyypadéa kai mointri André Breton, 1oxu-
piCovtal 611 Ba emavactaticouv €O TNG
Téxvng Mapdyovtag €IKOVEG TOU UTTOOUVEI-
dntou Kal Tng embupiag, diappnyvioviag
pe autdv Tov TPOTIO TOUG MIKPOAOTIKOUG

So this central idea, instilled by the
already established patriarchal, male-
dominated, colonialist value system of
the 19th and early 20th centuries, came
to dominate all aspects of the world of
art: artistic production, the Western

art market, academies, schools and
institutions, and also the upcoming field
of history of art. Before the emergence
of Modernism and the so-called
historical avant-garde movements,
(male) creative "mastery" was identified
with the production of sexually charged
images of not only women, but also of
other racially or socially segregated
individuals, who, on account of their
otherness, were unashamedly fetishised
in erotic representations. Between 1910
and 1920, the art movements of Dada
and the Russian Avant-Garde started

to subvert that dominant belief system,
initiating the struggle for equality in the
conception, representation and politics
of the body. From Hannah H6ch and
Marcel Duchamp to Francis Picabia, the
works of radical Dadaists probed the
human essence, the human body and its
representations, creating images that
shatter and give a fragmentary idea

of the identity of the modern citizen,
while also identifying sexuality and the
body with the machine, thereby creating
the first formula that would debunk
heteronormative eroticism. In Russia,
from the time of the October Revolution
until Stalin's rise to power, the hope

of utopia was thankfully followed by
proto-feminist ideas (and even by some
tolerance of homosexuality), continuing
the process of bringing about the
downfall of bourgeois, patriarchal and
capitalist ideals. Of course this was also
one of the first movements of western
modernism in which women played

an equal role in the teaching, creation
and production of artworks. Out of
Dadaism developed Surrealism, and

the most important center of the new
movement was Paris. Surrealist artists,
led by André Breton, the French writer
and poet, asserted they were part of a
revolutionary movement. They created
images that tapped the subconscious
and desire, demolishing the bourgeois
norms of sexuality. Unfortunately,
however, virile, and even homophobic
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kavoveg mepi oeEoualikOTNTag. AUOTU-
XWG TA ApPeEVWTA Kal apkeTd opodoPikd
16@dn emKkpdTnoav Eoa 0TOV KUKAO TV
00UPEAAIOTWV Kal uévo o Georges Bataille,
Tn dekaetia Tou ‘30 e To 6paud Tou yia Tn
SUvaun TV «SIECTPAPPEVWVY OTOIXEIWV
¢ oeEouaAikng embupiag, umépeoe va
ammoSUVAUWOE! Ta AOYOTEXVIKA Kal EIKAOTI-
Kd edia TNG EMOXAG.

O1 dekaetieg Tou ‘40 kal ‘50 Bswpouvtal
dKpPWG OUVINPNTIKEG, AVOPOTIPEMEIG Kal
KAVOVIOTIKEG, H€oa Kal amd To Tpioua Tou
WuxpoUu MoAéuou aAAd Kal PE avTITIpoow-
TeUTIKG Sefyua Téxvng Tov Apnpnuévo EE-
TipEciovioud, dpTiayuévo amd AvIpeG yid va
katavalwBei amd dvipeg. H dekagtia tou
‘60, MapOAo TTou PUEXPI Ta HECA TNG ETIKPA-

Marianne Darlen
Solhaugstrand

‘OAo1 o1 KAAAITEXVEG
gival epuappoditor
2012-2013
akouapéAa, EAGVI,
TAQOTIKO xapti

36 x 27 K.

Marianne Darlen
Solhaugstrand
All artists are
hermaphrodites
2012-2013
watercolor, ink,
plastic paper
36x27cm

ideals would eventually prevail among
surrealists. In the 1930s, Georges
Bataille was the only one who succeeded
in subverting the literary and artistic
norms of the day, with his vision about
the power of “perverted” elements of
sexual desire.

The 1940s and 1950s are considered

an extremely conservative, masculine
and normative period, noted by the
emergence of Abstract Expressionism in
a climate of Cold War politics. The work
produced by the movement was made
by men for men. The period from the
1960s to the early 1970s was marked by
the norms of “sexual revolution” and the
emergence of first-wave feminism, which
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KwotAg Pwkdg
Aev gipai
SUOAEITOUPYIKGG,
gou gioal! 2014
dwToypadia

60 x 90 &K.

Kostis Fokas
I'm not
malfuctioning,
you are! 2014
photography
60 x90cm

Slava Mogutin
MapéAaon

Tnv Huépa
Ave&aptnoiag (and
v evétnta Lost
Boys) 2004
YndIakn eKTUTIWON
c-print

50 x 60 €k.

Slava Mogutin
Independence Day
Parade (from the
series Lost Boys)
2004

digital c-print

50 x 60 cm

Yevgeniy Fiks
Méoxa 2008
dwtoypadia

30 x 20 &k.

Yevgeniy Fiks
Moscow 2008
photograph
30x20cm

Igor Grubic

East Side Story
2006-2008
SikdvaAn Bivteo-
eykatdotaon

14'

Igor Grubic

East Side Story
2006-2008
double channel
video installation
14




1el 0 doppariopds otn Téxvn, Kal ol ApXEG
¢ dekagtiag tou ‘70 eival autég Tou e
10 100G TOU «eAeUBEPOU OEEY Kal TO TTPW-
TO QEUIVIOTIKO KUUA KPITIKAG Kavovwy Kal
a&ldv dIaAUOUY EVIEAXG TIG 0TABEPEG EVOG
AeukoU etepodUASPINOU aoToU dvipa Kai
TTPOCGOETOUV HEOW EIKOVWV Kal AEEEWV Kal
AANeG ouvIoTwoeG otnv e&iocwon. Muvaikeg
KaANITEXVIOEG, OTwG n Lynda Benglis (rtou
€pyo TNG TIapoucidZeTal o auth Tnv €kOe-
on), n VALIE EXPORT, n Yoko Ono, n Judy
Chicago, n Mary Kelly, n Martha Rosler, kai
TTOAEG AANEG, TTOAgpoUoav akdun yid pia
fon Béon otov avdpokpPaToUPEVO KOOHO
NG TEXVNG WG dnuioupyoi Kal éxi uévo wg
avtikeiyeva und e€€taon amd 1o «avopi-
K6 BAEupay. Tn B€on auth BorBnoav Kkai
UPKETEG YUVAIKEG BewpnTIKOi TNG TEXVNG,
6nw¢ n Lucy Lippard, n Linda Nochlin kai
n Griselda Pollock, yéow piag mpwWING Ka-
Taypadnig TWV YUVAIK®OV KAANTEXV®V TTOU
eixav ayvonBei evieA®¢ amd tnv emiocnun
10Topia TNG Téxvng Kal B€toviag 1o GpUAo
WG avaluTIKA katnyopia pyali pye tnv Tdén,
™ OUAA K.4.

01 dekaetieg tou ‘80 kal ‘90, umd To Tpi-
opa TNG PETapovIépvag Bewpiag Kal To
Bdpog NG Kpiong tou AIDS, otpédouv
NV TIPOoOXA TOUG OTN BpUPHATIOUEVN
avepwmivn eumelpia Kal tn ogEoualikn
TQUTOTNTA, 0T GUVOEDCN TOU EPWTIKOU UE
OAEG TIG TIOMITIKEG, KOIVWVIKEG KAl OIKO-
VOUIKEG TTAEUPEG TOU, Kal 0Tn Bewpia Tou
dUNou (gender) mou cuvdéetal dueoa pe
™ ¢UAA, TNV €BvdTnTa, Tn Bpnokeia Kal
v Td€n. Autd €1diIkd avdykaoe Toug Oe-
WPNTIKOUG TNG GEEOUAANIKGTNTAG Kal TOU
¢UNou va avayvwpioouv tnv Umap&n kai
AAAWV KAAMTEXVWOV Kal SNUIOUPYWV TIEPA
amd tov SuTIKG Aeukd aotd Kai va diepeu-
VAGOUV TIG TTEPIPEPEIEG TNG KAANITEXVIKNAG
mapaywyng kai 6xi yévo ta UNTPOToAITIKA
KEVTIPA. JUYKEKPIYEVA, oUudwva HE TIG
gueer Bewpieg Twv Judith Butler kai Eve
Kosofsky-Sedgwick, To ¢UMNo €ival pia pe-
Tapdieon tnv omoia «emTEAEN» 0 kaBévag
amd eudg ye pia oglpd amd OTEPEOTUTTIKES
enavalauBavoueveg KIVACEIG, ekPpAoelg,
Béoeig kal a&ieg. EI8IKG n meppdpuavs kai
10 BIVIED, WG OXETIKA KaIvoUpIEG HOPDES
€kdpaong, xpnaoigomolnkav apketd katd
n JIdpKEId aUTWV TV dekasTiwy, divo-
vTaG SUVAMIKEG KAl GOKAPIOTIKEG amavtn-
OEIG 0 OX€ON WE TO TPAUMATIOUEVO, TTO-
VEUEVO Kal BVACKOV owud, avapepOUEVES
KUPiwG otov 16 Tou HIV mou adaipece tn

guestioned established rules and values.
Although formalism dominated the arts
until the mid-60s, that period was also
marked by the collapse of the tenets

of the white, heterosexual, bourgeois
man, with art and literature adding

more factors to the equation. Female
artists like Lynda Benglis (whose work

is presented in this exhibition), VALIE
EXPORT, Yoko Ono, Judy Chicago, Mary
Kelly and Martha Rosler kept fighting for
equality in the male-dominated power
structures of the art world, striving to
be recognised as creators and not only
as the sexual objects of the “male gaze".
Their struggle was greatly assisted by
the work of several female art theorists,
such as Lucy Lippard, Linda Nochlin

and Griselda Pollock. Those theorists
acknowledged for the first time the work
of female artists, who had previously
been ignored by the canon of art history,
while also recognising gender as an
analytical category next to class, race,
etc.

Art in the 1980s and 1990s, under

the influence of postmodern theory

and the ramifications of the AIDS
epidemic, focused on the fragmental
human existence and sexual identity

and investigated the multifarious
(political, social and economic) aspects
of eroticism. Theorists developed their
ideas of gender theory, connecting
gender to race, nationality, religion and
class. Especially this latter development
compelled theorists of sexuality and
gender to acknowledge the importance
of artists and creators beyond the
confines of the dominant white, western,
bourgeois artist, and turn their attention
to the periphery of the art world,
instead of dealing exclusively with the
metropolitan centers. The queer theories
of Judith Butler and Eve Kosofsky-
Sedgwick, for example, treat gender as

a masquerade, which is “performed”

by everyone through the repetition of

a series of standard, normative acts,
expressions, positions and values.
Performance art and video art, two
relatively young forms of expression,
played an important role during that
period, giving forceful and often
shocking answers to questions related
to the frail, suffering and dying body,
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Zwn xINGdwv avBpwrnwv TpIv amodaci-
00UV 0l KUBEPVNACEIG va KIVNTOToInBouv.
H evaoxOAnon Twv KAAMTEXV®OV HE TO
owua, Tn og§oualikdTnTa kal Tnv TautdTn-
TA OUVEXIZeTal oTn oUyxpovn TEXvN UtiO TO
mpiopa NG teExvoloyiag, tou diadikTuou,
NG TaUTOXpova UAIKNAG Kal AuAng Umapéng,
NG 0IKOAOYIaG Kal OAwV TWV aAAay®V Kai
OTOIXEIWV TTOU GUVBETOUV TOV KOO0 OTOV
otoio ZoUe.

H €kBean TautoetepdTNTa

JTNV E€MOTOAN ToU ameuBuvel Tov Mdio
Tou 1934 otov olUvipodo XTdAIV 0 Harry
White, uéAoG TOU KOPHOUVIOTIKOU KOUUQ-
T0G TNG MeydAng Bpetaviag kal opopuArd-
®1Mog, Tou €€nyel yia moloug Adyoug ol duo

David Hockney
Aekatéooepa
moifipata tou
K.M.KaBdpn 1966
BiBAio pe
MBoypadieg

Kal akouativia,
12 depéveg kai
1eAelbepn,
ekdooelg Alecto,
Aovdivo

47,4 x 35 €k.

David Hockney
Fourteen Poems
by C.P. Cavafy
1966

book with etchings
with aquatint,
complete set with
12 bound and one
loose, published
by Editions Alecto,
London

47,4 x 35cm

reacting primarily to the AIDS epidemic
that had claimed the lives of thousands
of people before governments finally
decided to act.

Contemporary art maintains a strong
interest in the human body and the
concepts of sexuality and identity. This
time, the investigations of artists are
connected to issues related to modern
technology, the internet, the material-
immaterial duality of existence, ecology
and to all other aspects of our diverse
and changing world.

Identalterity: the exhibition
In his letter to comrade Stalin from
May 1934, Harry White, a member of




1816TNTEG dev eival avTIPaTIKEG Kal yiaTi
ol opodUASPINoI dev amotelolv Kivouvo
yia Tnv €dpaiwon tou coolaAiopol ouTe
TPETEI VA AVTIMETWTIIZoVTIal OUANARSNV
G exBpol ToU OOPIETIKOU KABEOTWTOG.
Xpnolyotiolel €mXelpAigata Tou amnxouv
TIG T0TE avTINAYEIS Kal Tn uéBodo Tou dia-
AEKTIKOU UNIGUOU yia va Souncel Tig BEoeIg
Tou. Avduecoa og dAAa, emotpatelel Kal TN
diamiotwon &t n katdotacn TwV ogodu-
AodIAwV oTov kamitaAioud eival avdioyn
JE TNV KATAoTaon TV Yuvaikwy, Twv dia-
DOPETIKWV GUADY, TWV EBVIKOV UEIOVOTA-
TV Kal GAwvV opddwv Tou kataméZoval
yia tov évav 1 tov dAAo Adyo.

H emoToAn auth mapouoidZeTal yia mpw-
™ dopd 010 eAANVIKS KOIVE WG PEPOG
TOU €IKAOTIKOU TTPOTZEKT TOU KAANITEXVN
Yevgeniy Fiks pe titAo Méoxa. O Fiks dpw-
Toypadier dnudoioug xwpoug -mdToeg
otn Méoxa- yupvoug amd kdBe avBpwmi-
vn mapouaia. Mpapuévn oyddvia xpdvia
TpIv, N €V AOyw EMMOTOANR Sev améTpePe
TNV ToIvikotoinon TnG opodulodiAiag
Kal duoTUXWG kaBiotatar €k véou emi-
Kaipn o€ pia emoxn mou otn Pwaia kai
oe dAAa KpdTn ol avlpwmiveg OXEOEIG,
n emOeTIKA ONAUKOTNTA, N opaTh €udu-
An diapopd Kal o1 6eEOUANIKEG ETIAOYES
mou dev Tpocapudlovial otov Kavéva
g emPBeRANPEVNG ETEPOKAVOVIKOTNTAG
tiBevtal kal mdAlI umd diwyuo, Adyw Bpn-
OKEUTIKNG, TTIONTIKNAG, EBVIKAG, GUAETIKAG
i dAANG pioaAlodo&iag.

H emotoAn tou White kal n TUxn Tng pag
odnyolv otn diamictwon 6T n diadopo-
moinon Tng Tautétntag amd tn vépua dev
yivetal avekti amd popdég eEouaiag mou
€MJOIVKOUV va SlIagopdWoouV odoloyevh
UTToKeleva, wote va eEacpaliotel n gu-
neiBeia kal n utotayn toug. Agv yivetal va
€i0al Kal KOUPOUVIOTAG Kal 0MOGUASGPINOG.
To éva avtioTpateletal To dAAo. H diado-
pd mpokalei ouyxuon, aduvauia oploBé-
™nong kal ta&ivéunong, exBpikdtnta Kai
emBeTikdTNTA. H peuotdtnta TOoU HUAOU,
n SIEPPUAIKOTNTA, N audIOBATNON OTEPE-
OTUTIWV KOIVWVIK®WV pOAwV kal n dnudaia
S1EKdIKNON TOU JIKAIWUATOG OTNV EAEU-
Bepn €kdpacn Tou UTIOKEILEVOU gyEipouV
ouykpouoelg kal Biaieg avtidpdoeig kai
auté eival éva and ta ZntApata mou Biyel
n ékBeon.

H ZepBida Milica Tomic, oto Bivieo e TiT-
Ao Eiuar n Milica Tomic, kaBi1oTd opatég TIg
OUVETIEIEG TOU €VAAAAKTIKOU QUTOTPOOC-

the Communist Party of Great Britain
and a homosexual, explains why those
two qualities are not contradictory.

He argues that homosexuals are

not a threat to the establishment of
socialism and they should not be treated
indiscriminately as enemies of the Soviet
regime. His arguments echo the ideas of
his time and White employs dialectical
materialism to build his case. In one

of his arguments, he notes that the
condition of homosexuals in capitalism
is analogous to the condition of women,
the different races, the minorities and
other groups that are oppressed for
various reasons.

This letter is presented for the first

time to the Greek audience. It is part of
Yevgeniy Fiks' project Moscow. Fiks is
photographing cruising spots and other
public spaces in Moscow, all of them
stripped of human presence. The letter,
written eighty years ago, did not prevent
the criminalisation of homosexuality

in the Soviet Union. Regrettably, its
content is still relevant: in Russia and
other counties, human relationships,
aggressive femininity, open gender
diversity and any sexual orientation that
does not conform to the imposed norms
of heteronormativity are again fiercely
persecuted by the forces of religious,
political, national or racial intolerance.
White's letter and its fate leads us to the
conclusion that the powers that be, in
their effort to achieve the compliance,
subjugation and uniformity of the
people, have no tolerance for any
identity that goes against the norm.
One cannot be both a communist and a
homosexual. The two are contradictory.
Differences and diversity create
confusion, subvert neat boundaries and
clear taxonomies, encourage hostility
and aggression. Fluid gender identities,
transgenderism, any questioning of
stereotypical social roles and every
claim to free individual expression are
met with repression and violence. This is
one of the main themes of the exhibition.
Serbian artist Milica Tomic, in her

video I'm Milica Tomic, reveals the
consequences of unorthodox self-
determination. “I'm Milica Tomic, |

am Korean; I'm Milica Tomic, | am
Norwegian”, she says, re-introducing
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Slopiopou. «Efpal n Mihitoa Téuitg, ipai
Kopedtiooa / Efpar n Mihitoa Touitg, eipai
NopBnyida» Siateivetar kar emuével va
€MAVA-oUOTAVETAl GTO Kolvé aAAdZovtag
KG0e ¢opd eBvikdétnta. O1 TANYEG OTO
oWua NG ival To TiUnpa ™G evailAacoo-
JEVNG TaUTOMOINGONG.

[uvaikeg Tou dev ekppdlouv tn oe€oua-
AMKOTNTA TOUG HE KOIVWVIKA amodeKToug
6poug eival to Béua TOAAWV TEPDOP-
pavg, pwtoypadi®dv kai Bivieo tng Lynda
Benglis, mpwTomdpou oto ZATnua Tou ¢u-

Wolfgang Tillmans
KapA, miow amé ti¢
pmdpeg (ané tnv
evéTnTa KEVTPIKG
NeupIké Suatnua)
2008

ekTUMwon c-print
40 x 30,8 k.

Wolfgang Tillmans
Karl, Behind Bars
(from the series
Central Nervous
System) 2008
c-type print

40 x30,8cm

Pauline Boudry &
Renate Lorenz
To&iké 2012

Bivieo eykatdotaon
JE VTOKOUPEVTa Kal
Kouptiva pe mayI€teg
13'

Pauline Boudry &
Renate Lorenz
Toxic 2012

video installation
with documents and
sequined curtain
13’

herself to the audience, each time using
a different identity. The visible wounds
on her body represent the price of
asserting one's alternate identity.

Many performances, photographs and
videos of Lynda Benglis focus on women
who do not follow the acceptable norms
of sexual expression and orientation.
The artist has been at the forefront of
feminist action and the struggle for
sexual self-determination since the
1970s. In her landmark work Female



AOU Kal Tou autompoacdiopioyol TNG O€-
EouaAikétntag amd tn Sekastia tou ‘70.
310 10TOPIKG TAéoV €pyo We TiTAO [uval-
Keia euaiobnaia, dUo yuvaikeg EpWTOTPO-
moUv TPOKAAWVTAG tnv €uduAin ddunon
Tou BAéupatog kai tng anmdéAauong. H ndo-
voBAeWia eival To untéBabpo kai oto £€pyo
NG Majida Khattari, ye otéxo tnv avatpo-
A TV OPIEVIAMICTIKOV OUUBdoswv yia
™ Adyva AvatoAn kal tnv maéntikétnta
NG 08aAOKNG WG avTikeiyevo B€aong. H
Natdooa MamadomolAou audiopntel Toug
otepedTUTTOUG pOAOUG Tou dUMNoU, SiEpEU-
vd toug pnxaviopoUg tng avamapdota-
oNng TNG yuvaikeiag oeEoualikdTnTag Kai
mpoPAnuatikomolel Tnv omtikh amdéiauaon,
OMws AAMwoTte Kdvel kai n NopBnyida Kah-
Mtéxvng Marianne Darlen Solhaugstrand
UE TIGC GKOUAPEAEG TIG TTOU HETAdEPOUV
amd tnv dAAn TAEUpd tnv avanapdotacn
NG avdpIkNG o0eEoUaAIKOTNTAG PHECW TNG
SlguduNIkdTNTAG.

H aktiBiotikd mAeupd Tng diekdiknong
Twv Sikalwpdtwv tng LGBT koivétntag
Kal n Bia oe MPOoPaATEG EKONAWCEIG UTIE-
pnodvelag otnv Kpoatia eival to 0€ua
mou mpayuatevetal o Igor Grubic, Tdéco pe
apXelakd VIoKoUpévta 600 Kal Ye epdop-
yavg xopeut®v. EUAoya tov amacxoAei n
Katavénon tng exBpIKATNTAG TTOU TTPOKA-
A&l n dnudoia €kBeon tng diadopds. To
OTOIXEIO TOU VTOKOUNEVTOU Kal TNG TPO0W-
mKAG paptupiag douel kar tn Souleld Tou
Carlos Motta ye cuotnuatiké tpdmo. ITa
‘Eugura TaA€vra dnuioupyei yia mAatdpdp-
ya og eEENIEN, Ue adNYNCEIG IGTOPIWV SIEY-
QUNKQOV Kal JECOPUAIK@Y aTOPWV amd tn
Aativikn Apepiki kai tnv Acia. Avtiotoixa,
n Ursula Biemann, oto KAaoik6 tng Bivieo-
Sokipio EmteAdvtag 1o ouvopo, avalntd
TOUG KOIVWVIKOUG 0poug ekdnAwong Biag
Kal eYKANPATIKOTNTAG KATd TWV YUVAIKOV
o1a oUvopa Me&ikoU-HIMA, oto mAaicio Tou
trafficking kai Ttng mopveiag. TéAog, Ye ap-
KETO xIoUpop Kal eipwveia aAAd mdAl amd
N oKommd Tou aKTIBIoPOU Kal Twv avepw-
mivov dikaiwudtwy, ol Deborah Kelly kai
Tina Fiveash, péow tng yAwooag tng dia-
oénpiong, ¢tidxvouv adioeg ue ocuvbrpata
mou hetadpdlovtal yia mpRTn ¢opd oTa
eANVIKA, pe okomd va mpoBAnuatioouv
yia tnv mapapiaon twv dIKAIWPGTWY TV
UN-£TEPOPUASDIAWV.

310 €pyo tng Boryana Rossa kai tou Oleg
Mavromati, o Kivnuatoypddog amotelel
epyaAeio  peETAdEUIVIOTIKAG avdyvwong

Sensibility, two women kiss and caress
each other, provoking the gendered
construct of the male gaze and pleasure.
Voyeurism is also the context of the
work of Majida Khattari, whose aim is
to subvert the orientalist stereotypes
about the “lustful Orient” and the
passivity of the odalisque as an object
of observation. Natasha Papadopoulou
guestions gender stereotypes,
investigates the mechanisms of
representation of female sexuality and
discusses visual pleasure. The aquarelles
of Norwegian artist Marianne Darlen
Solhaugstrand share those concerns.
But this time, it is the representation of
male sexuality through the eyes of the
transgender that becomes the object of
investigation.

With the use of archival material and
dance performances, Igor Grubic
examines LGBT activism and the violent
episodes that have tarnished gay pride
events in Croatia. He is justifiably
interested in understanding the hostile
reactions to the public demonstration
of difference. The work of Carlos Motta
is also based on the use of archival
material and video portraits. In Gender
Talents he creates a platform that

is constantly under development,
telling the stories of trans and inter-
sex activists from Latin America and
Asia. Ursula Biemann, in her classic
video-essay Performing the Border
investigates the social underpinnings
of the criminal and violent acts against
women at the border between the
United States and Mexico, in the context
of human trafficking and prostitution.
Finally, with a good dose of humor

and irony, but always from the point

of view of activism and human rights,
Deborah Kelly and Tina Fiveash use

the language of advertising to create
posters that feature slogans translated
into Greek for the first time. Their goal is
to raise awareness of the rights of non-
heterosexuals.

In the work of Boryana Rossa and Oleg
Mavromati, film becomes the tool for a
meta-feminist reading of the changes

in gender values in post-communist
societies. Cold war stereotypes are
highlighted and reinterpreted through
the representation and revival of films in
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TV AAAQY®V TOV aVTIAAPEWV Yid To pUAO
OTIG HETAOOOIAAIOTIKEG KoIvwvieg. Wuxpo-
TTOAEUIKA O0TepeSTUTA avadelkviovTal Kal
enaveppnvelovtal péoa amg Tig avanapa-
ot1doeIg-avaBIRoEI§ TAIVIOV OTO €pYO TNG
AvaBiwon: Hammer and Sickle (1994).

ST dwrtoypadies Twv Kwoth Pwkd,
Wolfgang Tillmans kai Slava Mogutin 1o
TTOPTPETO Kal n évvold Tou aAAGZel Kal ou-
vavtoUue OAeG TIG HOPPEG peaAiopoy: amd
TN yeTapdieon kai Tov Yayiko peaMioyd tou
Dwkd, otov utteppeaAiopd Tou Tillmans kai
Tov 0XedGV TIOPVOYPAPIKG Kal VIOKOUWE-
vtapiotiko peaAioud Tou Mogutin. Emiong,
o Hector de Gregorio emiteivel Tnv €évvola
NG UETaUdieons ota mopTpéTa Tou, Oi-
VOVTag TNG TEAETOUPYIKG XapaKIApa Kal
€vTovn AATPEUTIKA-JUOTaywyIkn didotaon.

Deborah Kelly &

Tina Fiveash

E, eaU atpéit! 2001-15
ynolakn dpwtoypaodia
18,4 x 84,1 ek.

Deborah Kelly &
Tina Fiveash

Hey Hetero! 2001-15
digital photomedia
18,4 x84,1cm

Reenactment: Hammer and Sickle (1994).
In the photographic work of Kostis Fokas,
Wolfgang Tillmans and Slava Mogutin,
the form and meaning of the portrait
change as we encounter a variety of
types of realism: from the masquerade
and magical realism of Fokas, to the
sur-realism of Tillmans and the almost
pornographic, documentary realism

of Mogutin. The portraits of Hector de
Gregorio are also defined by the concept
of masquerade, which gives them a
ritualistic character and an intense,
sacramental dimension.

This exhibition brings together a
multitude of diverse voices, representing
different generations and art forms.
Photography, video and performance

OI TPAMINOYKOI
XTYINANETOYX
ETEPOOYAOODINOYZ

-
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Majida Khattari
OdaAiokn pue
HITOUKETO
2009-2010
apyupoturia
120 x 180 &k.
Majida Khattari
Odalisque au
bouquet
2009-2010
silver print
120 x 180 cm
Hector de
Gregorio
To MémAo Tou
Mapadeioou
2014
AvVI®VNG ynplakn
Mpwtondtong dwtoypadia,
Fupvé 1912-5 Tinwua oe
Ox€310 JE HOAUBI apxelaké xapti
oe xapti 84 x 118 €k.
21x14 gk.
Hector de
Antonis Gregorio
Protopatsis Paradise Veil
Nude 1912-5 2014
drawing with digital print on
pencil on paper archive paper

21x14 cm 84 x118 cm
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Ytnv €kBeon OUVUTIAPXOUV TIOIKIAEG -
VEG, amd dIadOPETIKESG YEVIEG KAl KAANITE-
XVIKd péoa. dwtoypaodia, Bivieo kai mep-
$opuavg mpwtootatolyv, adol eivar amd
TA ONUAVTIKOTEPA KAAAITEXVIKA Péoa oTn
onpePIvVA emoxn, aAAd yia pia akéun ¢opd
10 0x€010 avadeikvUel AeTTéG Kal euaiodn-
TEG X0pdEG TOU INTAPATOG Tou EUdulou
autonpoadiopiopol Kal NG eAeUBepPNg
€kPpaong TG oeEoualikoTnTag. Ta oxé-
Sia tou David Hockney mdvw og mompata
Tou Kwvotavtivou KaBdon eivar euplUtepa
YVwoTd. Me tn ANITA adaipeTikGTNTd TOUG
oKklaypadoUv eEalpeTIkG oUVEUPEDEIG av-
Spwv oTo are€avdpivé mepiBAAAov. Alyo-
TEPO YVWOTA €ival Ta ox€dIa Tou PUTIAN-
vioU Zwypddou kai mointA, Aviwvn Mpw-
torrdton. ®tiaypéva otn SeUTePn deKasTia
Tou 200U ai®va, ta ednPikd Zwypadikd
€pya kal o0x€d1a Pe HOAURI O XapTi amotu-
TTOVOUV PE amapduiAAn tpudepdTnTa TNV
dveion tou ednPikoU epwTiooU.

To dpUAo aANdlel, eEghicoeTal. To id10 oup-
Baivel kal pe TIG avTUIAAYEIG Kal TIG avara-
paotdoelg pag yi' autd. To €pyo To&IKS Twv
Boudry kai Lorenz digpwtdtai kai mpoPdA-
A€l T0 TOEIKO WG TN VEA EVAAAAKTIKA KATa-
OKEUN TAUTOTNTAG TOU aTOUOU Xwpig dpUAo,
evdvtia oe omoladnmote popdn kabapdtn-
Tag kar anméiutng didkpiong.

H peuotdétnta toU GUAOU Kal n dpvnon
TWV MAYIWUEVOV SIAXWPIOTIKWV YPAUHDV
TTOU OpiZel N €TEPOKAVOVIKOTNTA €ival TO
KoIvé uréBabpo mou Siarepvd o oUvoho
Twv épywv, aveEdptnta amd tnv emoxn
mou dnpioupynRBnkav Kal ta ekPPaAcTIKA
uéoa. TApepa mapatnpoUvIal EKTETAUEVA
daivopeva €€apong Biag, ekpeTdAAeuong
TWV YUVAIKQV, dpvnong Bacik@v avepw-
mMveVv  JIKAIWUATWY OE a0BEVECTEPES
KOIVWVIKEG Kal €UdUAEG OuddEeG, yeyovog
TTou €vIOXUEl TNV avaykaidtnta dnudoiou
Sladéyou mdvw ¢’ autd ta ¢nThuata, éoa
amd tn okotid Tng oUyxpovng TEXVNG, TWV
BEWPNTIKWY Kal akTIBIOT®WV Tou ¢UAoU.
Ytnv ékBeon Siadaivetal n evay®via ava-
ZATNoN Tou aTdUou Yia AuToTIPOGdIoPIoUS,
N KOIVWVIKA avdykn cupIAiwong kai aro-
50xN¢ Tou dladopeTikoU, TToU €ival o€ Te-
Ak avéAuon koppdti Tou kaBevdg kai Tng
KaBeu1dg pag.

EmpéAeia: ©0dwpng MdpkoyAou
Yupayw Tolidpa

justifiably stand out, being three of

the most important contemporary art
forms, but drawing proves once more its
capacity to reveal delicate and sensitive
aspects of gender self-determination
and free sexual expression. David
Hockney's illustrations of C.P. Cavafy
poems are well-known. In an austere,
abstract manner, he brilliantly illustrates
scenes of intercourse between men

in the Alexandrian environment. Less
well-known are the paintings of Antonis
Protopatsis, a painter and poet from
Mytilene. Dating back to the 1920s, when
the artist was still an adolescent, his
pencil drawings and sketches portray
with exceptional fondness the sexual
awakening of teenagers.

Gender is not fixed: it changes and
evolves. So do our conceptions and
representations of gender. In Toxic,
Boudry and Lorenz investigate and
present a toxic environment as the

new, alternative construction of the
identity of the genderless individual who
defies gender purity and all absolute
taxonomies.

Gender fluidity and the rejection of

the categories and norms imposed by
heteronormativity are the unifying
thread connecting the works of this
exhibition, regardless of when they
were created or which art form they
represent. We are currently witnessing
the spiralling exploitation and violence
against women, as vulnerable social

and gender groups are stripped of their
human rights. All the more reason to
have an open, public dialogue on those
issues, with the participation of activists,
art theorists and artists. The exhibition
showcases the tantalising struggle

of individual self-determination, and
underscores the urgent need for social
reconciliation and accepting diversity,
which is, ultimately, an integral part of
each and every one of us.

Curators: Thodoris Markoglou
Syrago Tsiara

Lynda Benglis
lFuvaikeia EvaioOnoia
(otiypidtumo) 1973
Bivteo

13'13"

Lynda Benglis

Female Sensibility (still)
1973

video

13'13"

Milica Tomi¢

Eiuar n Milica Tomié
(oTiypiétumo) 1999
Bivteo-eykatdotaon, Axog
9'58"

Milica Tomi¢
Avamapdotaon:
Re-enactment: | am
Milica Tomicé (still) 1999
video installation, sound
9'58"

Ursula Biemann
EmITeEA®VTAG TO 0UVOPO
(otiypidtuto) 1999
Bivteo-dokiyio

43'

Ursula Biemann
Performing the border
(still) 1999

video-essay

43'




But Still In One Piece

To mpdtlekt But Still In One Piece, 10
omoio amoteAel evéTNTa TNG KEVIPIKNAG
€kBeong pe titAo TautoeTepdTnTa, GIAO-
Eevel MPOTACEIG KAAAITEXVAV aTIO TNV EA-
ANnVIKA aAAG kal Tn S1EOVA EIKACTIKA OKN-
VA UE ammokAEIoTIKG Yndiakd €pya (Bivteo
N TaIvieg pikpoU Pnkoug, Unediakn ¢wTo-
ypadia, animation). To di1eBvEG dpeoTIBAA
EIKAOTIKOV TeEXvV Medio Apdong Ko-
dpa XPNOIYOTTOIVVTIAG TNV TEXVOYVWOia
NG OIAXEiPIONG AVOIXTWV KAAEOUATWV
o€ KAANITEXVEG PEOW TNG dIAdIKTUAKAG
mAatpépuag www.plartform.gr, anéoter-
AE avoIXTA TIPOOKANGN GE KAANITEXVEG
mou mpaypatelovTal ZntApata €uduiou
autompoacdiopiouol, EMITEAECEWY TOU
dUANoU aAAG Kal EHPUAWY KAl GUAETIKWDV
Slakpioewv. O1 MPOTAOEIG TWV KAAAITE-
XV@V Tou TpokpiBnkav péow tng diadi-
kaoiag a&loAdynong amd tnv emTpomn
TWV EMPEANTOV NG TAUTOETEPASTNTAG,
TToU ouvamnoteAeital amd emueANTEG TOU
KpatikoU Mouceiou ZUyxpovng Téxvng,
empueAntég tou MNediou Apdong Kédpa,
Ka0ws kal amd tov ouvepyalduevo ¢o-
péa Tou Thessaloniki Pride, ouykpotouUv
10 TeMIKS ekBeaiakd ouvolo. H diaxeipion
TWV EIKAOTIKOV EPYWV Kal 0 0XedIAOUOg
NG EMUEANTIKAG diadikaciag €yive UE
oKomd va TapouciacTolVv SIapOPETIKES
EIKAOTIKEG POPGDOTIOINCEIG PIAG KEVTIPI-
KAG Bepatikig, aAAd kar va avadeixtolv
VEEG ETUEANTIKEG TIPAKTIKEG KAl POVTE-
AQ avoIXT®V, dNPOKPATIKWY d1adIKaAcIDV
OUUUETOXIKAG ouvdlauépdwong.
Ekkivovtag amd tnv mapadoxn 4TI TO
KOIVWVIKO ¢UNo amoteAel pia oUvOeTn,
ToAUTIAPAyoVTIKA TAUTdTNTA TIOU EKGDE-
petal péoa amd In yAwood, Tnv gudd-
vion, TIG ouvnBeleg Kal TTOAAOUG akdun
TPOTOUG, MPooTIafoUNE va EPEUVACOUUE
TIG EKPAVOEIG Tou EAEUBEPOU QUTOTPOG-
Siopiopol mMdvw o€ auth TNV Katelbuv-
on. O1 KAANITEXVEG TTOU TIapouaidZovTal
emMixefpnoav va anaviAcouv Kal va ema-
vVanpoacdlopicouv EpWTANATA, OTTWG: WG
umopel n oUyxpovn KAAMITEXVIKA dnpi-
oupyia va ekppdoel MTUXEG TNG EUDUANG
Tautétntag, Kabwg kal €vvoieg Omwg
emBupia, amootpodn, OIKEIGTNTA, ATIO-
Eévwon, petaudieon kal YeETAUopPwaon
otn Bdon Tou autompoadiopioyol Tou
dUNou; Yridpxouv taumou Kal anayopeu-
OEIG, KOIVWVIKOI aTmoKAEIoUOf, 0TEPESTU-
ma, S1aKPIOEIG KAl aTTOCIWTNUEVEG R ETTI-
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But Still In One Piece

The project But Still In One Piece,

which is part of the main exhibition
called Identalterity, introduces

artists’ proposals both from Greece

and abroad consisting exclusively of
digital artworks (video or short films,
digital photography, animation). The
international art festival Action Field
Kodra drawing on the know-how of
managing open calls through the
internet platform www.plartform.gr,
organized an open-call to artists who
work on gender self-determination
issues, gender performativities as well
as gender and racial discrimination.
The proposals which made it to the
exhibition were chosen and evaluated
by the committee of the curators of
Identalterity, comprising curators of the
State Museum of Contemporary Art,
curators of Action Field Kodra as well as
of representatives of Thessaloniki Pride.
The planning of the curatorial process
seeks to present different visual
formulations of the main theme and
allow new curatorial practices and
models of open, democratic processes
of participatory co-configuration to
emerge.

Starting from the assumption that social
gender is a complex, multi-factorial
identity which is expressed through
speech, appearance, habits and other
ways, we attempt to investigate the
aspects of free self-determination in this
direction. The artists presented tried

to answer and redefine questions such
as: How can contemporary artistic work
express aspects of gender identity as
well as notions such as desire, aversion,
familiarity, alienation, disguise and
transformation on the basis of gender
self-determination? Are there taboos,
prohibitions, social exclusion, bias,
discrimination and silent or imposed
gender performances in today's
globalized world? How are the above-
mentioned parameters shaped by the
special social conditions, and which is
the role of the artistic intervention in
showcasing multiple expressions of the
other, the different, which nevertheless
structures each and every one of us as
a total?

BeBAnpéveg emteAéoelg Tou dUAOU OTO
onuePIve Taykooplomoinpévo mepIBaA-
Aov; Mg diapopdwvovtal ol mapandvw
napduetpor avdloya Pe TIG €IOIKOTEPES
KOIVWVIKEG GUVBAKEG Kal TTol10G 0 POAOG
TNG EIKAOTIKNG Map€upaocng otnv avddel-
&En MOAANATAWV ekdpdoswv Tou E€TEPOU,
ToU dAAou, TTou dopei woTO00 ToV Kabéva
amé euds wg éva, wg 6Ao;

ZuppeTéxovteg KaAAITéxveg: Chiara
Bertin (IT), Fred Koenig (FR), George
Petrou (CYP), Trix Rosen (USA), Manuel
Vason (IT), Katepiva ABavacomoUAou
(GR), MapiAéva ANIyiZdkn (GR), AyyeAikn
AuynTtidou (GR), EGa MepouixaloU-Bén
(GR), Mapiva Mkevdvtiepa (GR), KEAAU
YKouAapi®tn (GR)

Anpntpng MixdAapog, dIeuBUVTAG -
KEVIPIKOG empeANTAG Nediou Apdang
Kédpa

AvBn Apyupiou, KevIpiKA empueAATPIA -
ouvToviotpla Nediou Apdong Kédpa
Mavayng KoutookwoTag, KEVIPIKOG ETTI-
MEANTAG - ouvTovIoTAG Mediou Apdong
Kédpa

Participating artists: Chiara Bertin (IT),
Fred Koenig (FR), George Petrou (CYP),
Trix Rosen (USA), Manuel Vason (IT),
Katerina Athanasopoulou (GR), Marilena
Aligazaki (GR), Aggeliki Avgitidou (GR),
Eva Geromichalou-Vei (GR), Marina
Genantieva (GR), Kelly Skoularioti (GR)

Dimitris Michalaros, chief director - main
curator of Action Field Kodra

Anthi Argyriou, main curator -
coordinator of Action Field Kodra
Panagis Koutsokostas, main curator -
coordinator of Action Field Kodra



Thessaloniki Pride

H tautétnta eivar autompoodiopiouds.
Eival n gUvtoun meplypadn mmou divoupe
yla TOV €aUTO Hag. Kolvwvikd KaTaoKeu-
acuévn Kal GopTWHEVN e VEVIKEUOEIG,
uag mpoadiopilel map' 6N autd. Kai dnui-
oupyei deopolg KolvoU avAKEIV JE TOUG
UTIOAOITIOUG ®OPEIG TNG. AUTOUG TOUG
deopoug 1o dtouo dev pmopel va Toug
mpaypatwoel, mapd yévo av tnv amodé-
XeTal. Emopévwg, n TaUTtOTNTa €ival €k
Twv mpaypdtwv amokAgiotikd B€ua idiag
emAoyNng. Kai mpémel va eival, yiati éxou-
JE TO SIKAiwUa va avAKOUUE OTIOU ETTIAE-
youpe. KdBe tautdtnta eival ZATnua au-
Tompoadiopiopod.

H tautdétnta eival dpdopa, éxi dimoro. To
eUpog TWV EMAOYWV Yag o€ Jia Tautétn-
ta eival éoa Kal Ta xpwPata tng ipidag.
Aev eipaote pévo Avipeg N yUVaiKEG.
Mmopei va efyacte Aiyo amd 1o éva kai mme-
ploo6teEPO amd 1o GAAO 1 TOTE 1O €va Kal
néte 1o dANo. MTTopei va eipacte Kal Ta
U0 i Kal Timota amd ta dvo. Aev eipyacte
uovo oTPEIT N YKEL. MTTopei va eipacTte ap-
d1oeEoualikoi i aog&oualikoi.

01 tautdtnteg eival mMOAAATAES. Mia Tau-
16TNTa dev ival amokAgioTikn. O dvBpw-
mog dev €ival povodidoTaTog, EMOUEVMG
npoacdiopileTal oe diadopeTIKG emimeda.
Mmopei va undpxouv MPWTEUOUCES Kal
deutepelouceg TaAUTOTNTEG, AANG Tmd-
vTa €ival MoANATAEG. Kdmoleg umopei va
euTEPIEXOVTAl O KATTOIEG AAAEG, KATTOIES
va €ival mapamANpwUATIKEG, CUUTTANP®-
UaTIKEG A KAl AVTIKPOUOUEVEG.

H tautétnta dev eivar kaBoAiki eEopoi-
won. Kdbe tautdtnta yoipaia yag mpoo-
SlopiCel, aAAG dev pag eEopolwvel oAo-
KANpwTIKd. Agv éxouv 6Aa Ta dtoua piag
opddag ta idla xapaktnpioTikd peTa&u
TouG. Aev eival 6Aeg o1 AeoBieg appevw-
méG. Aev inyaivouv Aol o1 YKEI S1aKOTIES
otn MuUkovo. Autd eival otepedtuma. To
UOVO XAPAKTINPICTIKG TTOU €X0ouV PETA&U
Toug ta dtopa Tou mpoacdiopidoval e
tnv id1a tautdtnta €ival n eTepoyEveld.
H tautdétnta eival Siekdiknon. e évav
KOoUo Tou ouxvd Tpocdiopidel Ta dTo-
pa, emPBdAel tautéTnTEG N TIG SloxeTEUEl
péoa oTa KaAoUTTa TWV KUPIapXwv avti-
APewvY, dikaiwua kal xp€og pag eivar va
S1ekSIKoUPE TNV TAUTOTNTd pag Kal va
v utepaommZépacte. O aydvag yia xei-
padétnon eival ouxvd aywvag yia amodo-
XA TG TAUTOTNTAG Pag.

Thessaloniki Pride

Identity means self-determination.

It is the brief statement we make to
describe ourselves. Socially constructed
and loaded with generalizations, it
nevertheless identifies us. It also forges
bonds of common belonging among its
holders. The individual cannot actualize
those bonds without accepting that
shared identity. Therefore, identity is,
by definition, exclusively a matter of
personal choice, as it must be, since we
have the right to belong wherever we
choose. Every identity is a matter of self-
determination.

Identity is a spectrum, not a dichotomy.
The range of our choices of identity is
as numerous as the colors of the iris.
We are not just men or women. One may
combine more of the one and less of
the other, or alternatively, either this or
the other. We may choose both of them
or neither of them. We are not simply
straight or gay. We may very well be
bisexual or asexual.

Identities are multiple. No single identity
exists. People are not one-dimensional,
but defined on multiple levels. Primary
and secondary identities may exist,

but they are always multiple. Some

are included in others, some can be
additional or even contradictory.
Identity does not mean identical. Every
identity defines us, but does not makes
us completely identical. The members
of a group do not share every single
characteristic with each other. Not all
lesbians are masculine. Not every gay
man spends his vacation on Mykonos.
These are stereotypes. The only
common characteristic people with the
same identity share is diversity.

Identity is a claim. In a world which
imposes identities or channels identities
into the molds of dominant beliefs, it is
our right and duty to claim and defend
our self-defined identity. The struggle
for emancipation often coincides with
the struggle for identity acceptance.
Identity is heterogeneity. The concept of
alterity is inherent to identity. Identity
places its holder opposite the “other”,
demarcates what we are, as opposed

to what we are not. Identity gives birth
to heterogeneity by virtue of identity's
various forms. Identities and their
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H tautdétnta eivar etepdtnta. H tautd-
TNTA TEPIEXEI EYYEVAG TNV €vvold TNg
€1ep4TNTAG, MAG Tpoadiopilel €vavTi 0To
«dA\oy», oploBetei autd mou efyaote éva-
VTl autoU 1ou dev eiacte. H Tautdtnta
napdyel etepdtnta péoa amd Tig diado-
PETIKEG POopdEG TNG. O1 TAUTOTNTEG Kal
ol cuvduaopoi Toug ival dmelpol. H 1e-
pdtnTa, WG Bacikd OTOIXEIO TNG KOIVWVI-
ag pag mpémel va yivetalr avuiAnmtéd wg
mAoUToG Kal éx1 va armoBappuvetal.

H tautdtnta Kal n €tepOTNTa €ival €v-
voleG KAe1d1d yia to Thessaloniki Pride.
AlekSIKoUUe TO diKaiwua otov €udulro
autompoaodiopiopd, tnv amodoxn OAwv
TV HopdWv oefoualikdTntag Kal tn
peuoTéTNTA TWV GUAWY. A Tn okomid
QUTNA OUUTTPATTOUNE OTNV TQUTOETEPSTN-
70, MPoodokwvtag péoa amé éva yeydo
KAAAITEXVIKO yeyovog va euaioBntotoln-
OOUUE TO KOIVO o€ B€pata TautéTNTag Kai
€1ep4TNTAG 0TO GUAO Kal Th 0EEOUANIKO-
nta.

TétoleG OpdoEIG eUMITTOUV OTNV TIPO-
ondBeld pag yia opatdétnta tng LGBT
KoIvéTNTag Kal umooThpIEN NG 106TIUNG
GUMMETOXAG TNG GTNV KOIVWVIKA Kal 1o~
MTIKA ZwnA. AIXUn Tou 86patog amoteAel
10 €TACIO HECTIBAA TTOU SI0PYAVWVOUE
K@0e loUvio, OTTOU TPAYUATWVETAl GUA-
Aoyikd To Sikaiwua Twv LGBT va Byouue
otov dnudCIo XWPO KAl VA CUPUETEXOUUE
otov dnudcio AGyo YE QUTA Pag Tnv tau-
6TNnTa.

combinations are infinite. Heterogeneity,
as a major element of our society,
should be understood as something

that enriches our world, and not be
discouraged.

Identity and heterogeneity are key
concepts for Thessaloniki Pride.

We claim our right to gender self-
determination, and fight for the
acceptance of all forms of sexuality. This
is the primary reason we collaborate in
Identalterity, hoping that this major art
event will raise awareness on issues of
identity and heterogeneity of gender
and sexuality.

Our participation is part of our wider
effort to increase the visibility of

the LGBT community and support

the participation of its members in
social and political life. This effort is
spearheaded by our annual Festival, in
June, and materializes collectively the
right of the LGBT community to come
out in the public space and participate in
public discourse with this identity.



16dkn 2013
MEIKTA TEXVIKN - BIBAlo/avTikeipevo
40 x 90 x 17 €k.

Ithaka 2013
mixed technique - book/object
40x90x17 cm

APXAIOAOIKO MOYZEIO OEZZAAONIKHZ
ARCHAEOLOGICAL MUSEUM OF THESSALONIKI

HEL(L)AS! TIANTOY!

HEL(L)AS! EVERYWHERE!

O Kwvotavtivog Tevdkng eival évag ToAi-
NG TOU KOOHOU AGyw Tou Biou, TnG Taidei-
ag Kal Twv avapopwv ota €pya Tou. Alyu-
nuwtng ‘EAAnvag, yabAteuce otnv TéXvn
oto Mapiol, mapouciace yia mpwtn dopd
atouikd To €pyo Tou oTn Xoundia, dida&e
oto BepoAivo, eE€Bece oe A0 TOV KOOUO
Kal TTOTE O€V UTTEKUWE OTN OECUEUTIKA YO-
nteia evég témou R evoeg otuA. (Map)ako-
AouBwvTag Tn PEXPI OAPEPA KAAAITEXVIKA
S1adpopn Kal MOAUETA Topeia Tou, diadai-
VETAl 0 1I81AITEPOG TPOTIOG TOU Va OXOMALE!
EIKAOTIKA TNV TPEXOUCA KOIVWVIKA TIpay-
HaTik&TNTA, XPNOILOTIOIWVTIAG TIG EVVOIES
TNG ONUEIWTIKAG Kal TNV TPORANUATIKA TOU
SopiopoU Kal Tou PHETadouIouoU.

Mnyn €umveuong Tou KAAAITEXvn ariote-
AoUv moikida oUpPBoAa, onpeia kar UAIKG
katdAoima amnd didpopoug mapeABovVTI-
KoUG MoAITIopoUG TnG Meooyeiou: alyumnti-
akd 16eoypdupata, oUuBoAa ypadng, AibI-
VEG OTAAEG, TAAIVEG TIVAKISEG, SOTPAKA
Kal TaAlopavikoi oppayid6AiBor aAANAETI-
Opouv pe olyxpova onuata, xdpteg, BIBAIa
N KWOIKEG Kal peTaypddovtal EIKAoTIKG o€
€pya CwypadIKAG Kal XapakTIKAG, o€ TPIo-
O140TATEG KATAOKEUEG OTOV XWPO, OE TTEPI-
BdANovta N eykataoTdoel§ kal mpéodata
o€ Yndiakoug XWPoug.

210 TAaiolo TNG GETIVAG 5nG Mmievdie
JUyxpovng Téxvng Oecoaiovikng umod
ToV YeVIKS TiITA0 «TaAI€éG AlaCTAUPWOEIG-
Make it New», 10 Apxalohoyikd Mouaceio
Oecoahovikng mpookdAece Tov  Kwv-
otavtivo fevdkn, Slopyavwvoviag tnv
€kbeon HEL(L)AS! Mavtou!. H B€on gvég

Constantin Xenakis is a citizen of

the world, as his life, education and
references in his artworks prove. He is a
Greek of Egypt, who studied art in Paris,
had his first solo exhibition in Sweden,
taught in Berlin, has exhibited all around
the world and never succumbed to the
seductive charm of a place or a style.
Following his long artistic career up

to the present, one becomes aware of

his particular manner of commenting
artistically on the current social reality
and his use of the concepts of semiotics
and the problematic of structuralism and
post-structuralism.

The artist's source of inspiration
comprise various symbols, such as signs
and material remains from various

past cultures of the Mediterranean:
Egyptian ideograms, writing symbols,
stone columns, clay tablets, sherds

and talismanic seals interact with
contemporary signs, maps, books or
codes and are artistically transcribed
into paintings and engravings, in three-
dimensional structures in space, in
environments or installations and recently
in digital spaces.

For this year's 5th Thessaloniki Biennale
of Contemporary Art under the general
title “Old Intersections-Make it New", the
Archaeological Museum of Thessaloniki
invited Constantin Xenakis and organizes
the exhibition HEL(L)AS! Everywherel.
The position of a contemporary artist in a
museum of ancient art is usually justified



oUyxpovou KAaAAITéxvn og €va HouaEio
apxaiag téxvng iBiotal va otoixelobeTel-
Tal 0TO MAQICIO PIAG KOUVOMIAIQGY PETa-
EU maAiou kai véou. ITnv MepiMIwon Tou
Tevdkn, autdég o «olwmnAGG didhoyogy
ouviotd uia 181aitepn mpd(o)kAnon yia
ToV KAAAITEXVN, KABWG -éMwg o id1og ava-
dépel- Tou divetal n gukaipia va BIDCEI
ToV apxaio eAANVIKG KOGUO, 0TOV oTIoio
Bewpei MWG TMVeEUPATIKA Kal PHETAPUGIKE
avAKel.

Kar mpdyuati, oto Apxaiohoyiké Mouacgio
©eooalovikng n  €IKACTIKA  ouvelpeon
olyxpovwv €pywv tou Eevdkn Kal apxai-
WV TEXVOUPYNUATWV YiVETAl JE TOV TIAE-
ov dueco tpdmo: YEoa GTOUG XWPOUSG TWV
UOVIMWV €KBECEWV TOU pouoeiou, PEoa
SnAadn oto oUyxpovo «Hucikd TepIBAA-
AOV» TV apxaiwv avTIKEINEVWY. H «ouvd-
vTnon» autn dev Baocidetal, wotdoo, Hévo
o€ a100nTIKoUG 6poug aAAd kai o€ pia Ba-
BUtepn ouvelppikA pvAun kal apnynon,
KaBw¢s mpokeital yia évav dnpioupyd Tou
apuetal GINOCODIKEG 1I0EEG Kal GUUBOAIKG
oxAyata anmdé tov apxaio eAANVIKG TIOAI-
TIou6. Akdéua kal o Tithog HEL(L)AS! MNa-
vToU! uroypauuicel Tov Bacikd vonuatiko
dEova tng ékBeong: étl n EAAGSa opiZetal
ue SlaxpovikoUg Kal diatomkoUs 6poug,
Kar «aAipovo!» («hélas!y») ival mavtou avi-
xvedaoiun. Mia avtiAngn mou mipoBdAAeTal
amd 1o 6UVOAO TNG EIKACTIKAG TTopeiag Tou
KaANITExvn, aAAd Kal urtooTnpileTal amod Ta
iS1a Ta apxalohoyikd eupripata.

YTnv ékBeon mapouacidZovtal £€pya amod To
1970 uéxpl onpepa, Ye ta omoia o Tevdkng
oxoAidZel 1600 TNV TPEXoUca TIPAYHATI-
KOTNTa 600 Kal UTlEPRATIKES, dIAXPOVIKEG
a&ieg. To id1o, eEdNNou, 10xUel Kal yia TI§
apxaldTnNTeG NG GUANOYRG Tou Apxaio-
AoyikoU Mouaceiou @eooalovikng: ekppd-
Zouv GUANOYIKEG a&ieg Kal aloBNnTIKEG TNG
€MOXNAG TTOU KATAOKEUAOTNKAV KAl XpPNol-
pomoii®nkav. ‘Etol, 10 €pyo tou Eevdkn
Bpiokel otov xwpo Tou ApxaioloyikoU
Mouoceiou ©eooalovikng €va TVEUUATIKO
Taipl, ouvavtd TG aPpeTNPIAKES avadopEg
TOU Kal amoKTtd éva EAKUCTIKO EPUNVEUTIKO
mAaicio.

FEVIKGG OUVTOVIOHOG:

MoAu&évn Addu-BeAévn
Mougeloloyikn empéAela: EuayyeAia
Toaykapdkn, XTulidva FkaAivikn
MouceioypadikoG oxed1aopoG -
ypaoiotikn empéAeia: loopo STUDIO

by referring to a “discourse” between the
old and the new. In the case of Xenakis,
this "silent discourse” constitutes a
particular challenge for the artist, as -
according to his words- he is offered the
opportunity to experience the ancient
Greek world, to which he believes that
spiritually and metaphysically belongs.
Indeed, in the Archaeological Museum of
Thessaloniki the artistic coexistence of
the contemporary works of Xenakis and
the ancient artefacts is achieved in the
most direct way: in the premises of the
permanent exhibitions of the museum,
i.e.in the contemporary “natural
environment” of the ancient objects.
However, this “meeting” is not based
only on aesthetic terms but in a deeper
suggestive memory and narrative, as the
artist derives philosophical ideas and
symbolic forms from the ancient Greek
culture. Even the title HEL(L)AS!
Everywhere! highlights the main
conceptual axis of the exhibition: that
Greece is defined by inter-temporal and
inter-spatial terms, and “alas!"("hélas!"),
it can be detected everywhere. This
perception is supported by Xenakis'
entire career as well as by the
archaeological finds themselves.

In this exhibition we present Xenakis'
works from 1970 up to today, through
which the artist comments both on the
current reality and on transcendent, inter-
temporal values. The same also applies
to the antiquities of the collection of the
Archaeological Museum of Thessaloniki:
they express collective values and

the aesthetics of the time they were
manufactured and used. In this vein, the
work of Xenakis finds in the halls of the
Archaeological Museum of Thessaloniki a
spiritual match; it encounters its original
references and acquires an attractive
interpretive framework.

General coordination:

Polyxeni Adam-Veleni

Curators: Evangelia Tsangaraki
Styliana Galiniki

Architectural design - graphic design:
loopo STUDIO
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14 MovéAoyoir
1989 - 2006
MEIKTA TEXVIKA -
avTIKEIPEVO

46 x 46 X 46 €K.

14 Monologues
1989 - 2006
mixed technique -
object

46 x 46 x 46 cm




‘Edeoog

O BewpoUPEVOG WG
1d¢og Tou Ayiou
lwdvvn Tou @goAdyou

GTOV OJWVUHPO vad
(606-120¢6 at.)

Ephesus

The tomb, which is
considered to be St.
John's the Theologian
tomb in the synonym
church (6th-12th c.)

To Mouoeio BuZavtivou MoAitiopoy pe tnv
nepIodIKA €kBeon dpwToypadiag Ta&idevo-
viag otnv AvatoAikni Meodyeio uéoa amé
10 Ynopiaké Apxeio EAAnvIKoU [MoAitiouou
T0U Oeb6dwpou Koppé€ (A.I1.0.) CUUUETEXEI
OTIG €KONAWOEIG TNG 5n¢ MmievdAe ZUy-
xpovng Téxvng O@ecoalovikng, oto TAaiclo
dpdong Twv Mévie yeydAwv Jouoeiwv TNG
TTOANG, YVWOTAG WG «Kivnon 5M».

H €kBeon €xel wg 0TOX0 va MPoRAAEl 0TO
€upU Kolvd pia oeipd amd mepiocdTEPO N
AlyOTEPO YVWOoTOUG TOTIOUG UE €viovn Tia-

MOYZEIO BYZANTINOY MOAITIZMOY
MUSEUM OF BYZANTINE CULTURE

TAZIAEYONTAZ 2THN
ANATOAIKH ME2OTEIO
ME2A ATTO TO WHBIAKO
APXEIO EAAHNIKOY
[TOAITIZMOY TOY

©. KOPPE (AT1.0.)

TRAVELLING IN

THE EASTERN
MEDITERRANEAN
THROUGH THE DIGITAL
ARCHIVE OF GREEK
CULTURE OF TH.KORRES
(A.UTH.)

The Museum of Byzantine Culture
participates with the periodic photo
exhibition Travelling in the Eastern
Mediterranean through the Digital Archive
of Greek Culture of T. Korres (A.U.TH.) As
part of the events of the 5th Biennale of
Contemporary Art of Thessaloniki, under
the action of the five major city museums,
known as the “Movement 5M".

The exhibition aims to present a series

of more or less known places with

a strong Greek presence over time,



pouaoia EAAAVwY diaxpovikd, kaBwg emiong
Kal EKKANCIAOTIKA Kal KOOUIKA pvnueia mou
éxouv OlacwBel péxpl onuepa, Pe Koivd
XapakInpPIoTIKS TN B€on Toug Katd PRAKog
g mapdAiag Zwvng tng AvATOAIKAG Me-
ooyeiou. H €kBeon apBpwvetal oe emtd
evOTNTEG OONYWVTIAG TOV EMICKEMTN OF
dia vontn diadpopn mou €xel apeTnpia TNV
mepIoxn Tou BopeloavatoAikou Alyaiou, Ta
napdAia tng M. Aaciag, Kal mpoxwpd 0To Vo-
TI0aVATOMKO TUAPA TNG Aekdvng Tng Me-
ooyeiou, yia va KataAn&el otn xepodvnoo
Tou ZIvd kai Tnv Aiyutito. Eidikdtepa, otnv
TPWIN evdtnta mapouacidZovtal Témol Kai
pvnueia amé Tig meplox€g TG apxaiag Alo-
Aidag kai tng lwviag, mepiAayBdvovtag Tnv
‘Acco, 1o AiBaAi, tnv Mépyayo, Tn XKAAa
BoupA®v kal ta AAdtoata. Xtn deltepn
evétnta evidooovtal o KipKIviZEg, n ‘Ede-
00G, n Mpivn Kai ta Aidupa oTnv TEPIOXA
¢ lwviag, n ®IAadéAdela otnv TEPIOXA
g Audiag. Tnv tpiTn evdTnta amoteAolv
10 AIBiol, n KékoBa, Ta MUpa kai n ®donAig
and tnv mepioxn NG Aukiag. H diadpoun
otn M. Acia oAoKANP@VETAl 6TO VOTIO TUA-
Ja Tng YE TNV TETAPTN evOTNTA TNG €KBe-
ong, otnv omofa evtdooovial n AttdAgia, n
MNépyn, n Zidn (MauduAia) Kai To yovaothpl
tou Alahan (KiAikia). AkohouBouUv n evdtn-
ta tng lopdaviag, otnv omoia TpoBdAAo-
vtal to Apudv, n Madaba, kai n evétnta pe
10 6pog ZIvd Kal TNV OVOUAoTA PovA Ing
Avyiag Aikatepivng. H €kBeon oAoKANp®Ve-
Tal e tnv €Rdopn evoTNTa Mou €xel BEua
tnv Aiyutto, mapoucidZovtag Tov vad tou
Ayiou Tewpyiou twv EAAAVwV oto Kdipo
kar Tn BiBAI0BrkNn tng AAeEdvEpeiag.

H €kBeon Baciletal oto dwIOYPADIKO
UNIKO amd TIG EKTTAIOEUTIKEG EKOPOUEG
Tou Tunpatog lotopiag-ApxaloAoyiag Tou
ANG. Eival yvwotd, onws avaypddetal
otnv 10T00eAida tou Wnoiakol Apxei-
ou EAAnvikoU MoAitiopoU, 6TI: «Kovtd
uiod aidva twpd, o opdTINOG KaBnynTng
tou TunApatog lotopiag kai ApxaloAoyi-
ag Oeddwpog Koppég amabavatilel ue
ToV dwToypadikd Tou Gakd Yvnueia tng
BuZavTivig, KAQGGOIKAG, €AANVIOTIKAG
Kal pwHaikAg emoxng amd tov eAAadIkd
X@WPOo, YEXpI Ta BE6n tng AvatoAiag. To
amotéAecua eival mPdyudtl €VIUTWOI-
aKO: SeKAdEG XINIAdEG AAPEIG pvnpEgiwy
TNG MOAITIOUIKAG HaG KANPOVOUIAG, TTOA-
Ad ek TwV omoiwy eival evieA®s dyvwoTta.
YKoTo €xel va peTadEpel 1o Kolvé voepd
O0TOUG XWPOUG, OTIOU HEYAAOUPYNGE O EA-

as well as ecclesiastical and secular
monuments that have survived until
today, whose common feature is their
position along the coastline of the
eastern Mediterranean. The exhibition

is organised into seven sections, leading
visitors to an imaginary route that
starts in the region of the northeastern
Aegean, the coastline of Asia Minor and
moves to the southeastern part of the
Mediterranean basin, to arrive in the
Sinai peninsula and Egypt. In particular,
the first section presents sites and
monuments from the ancient regions

of Aeolis and lonia, including Assos,
Aivali, Pergamon, Skala Vourlon and
Alatsata. The second section includes
Kirkintzes, Ephesus, Priene and Didyma
in lonia district, and Philadelpheia in
Lydia district. The third section consists
of Livissi, Kekova, Myra and Phaselis
from the district of Lycia. The route in
Asia Minor is completed in the fourth
section, which includes cities and
monuments on its southern part. These
are Attaleia, Perge, Side (Pamphylia)
and the monastery of Alahan (Cilicia).
The section of Jordan follows, where the
capital Amman (ancient Philadelpheia)
and the city Madaba are presented, and
at the end of the section we have Mount
Sinai and the famous monastery of St.
Catherine. The exhibition is completed
with the seventh section, which has Egypt
as a subject, presenting the church of St.
George of the Greeks in Cairo and the
Modern Library in Alexandria.

The exhibition is based on photographs
from the field trips of the Department
of History and Archaeology of the
Aristotle University of Thessaloniki.

As the relevant website of the Digital
Archive of Greek Culture points out, "“for
nearly half a century now, the emeritus
professor of the Department of History
and Archaeology Theodoros Korres has
been capturing with his lens monuments
of Byzantine, Classical, Hellenistic and
Roman periods in Greek regions in the
depths of Anatolia. The result is truly
stunning: tens of thousands monuments
of our cultural heritage, many of which are
completely unknown. It aims to transfer
the public mentally to places, where Greek
civilization flourished and reminds them
of our history and tradition”.

ANVIKOG TTOAMITIOUOG Kal va Toug Bupicel
Tnv I0Topia Kal Tnv mapddoon pagy.
Mioteloupe 6TI n ev Adyw €kBeon AOYw
NG TPWTOTUTIAE Kal TnG omavidTntag Tou
Bépatog, aAAd Kal TNG yEWypadIKAG Kai
XPOVOAOYIKAG €KTAONG TTOU AUTO KAAUTTTEI,
rmapouaoiddel onpavtikd Tekunpia yia tnv
10topia Tou EAAnviopoU. MapdAAnia €pxe-
Tal va mpoBdAAel kal pia oUyxpovn popodn
GUAAOYIKNAG TTpoomdBeiag. Tnv mpoomdbeia
YVOPIYNIAG PE TOUG apXaloAOYIKOUG X®-
pOUG, TA YVNUEIQ, TOUG OIKIGHOUG, TOUG TO-
TTouG Pe Tn SlaxpoviKni apouaia kal dpdon
KovotAtwv EAAAvwv. H ékBeon €xel oxe-
SlacBei ye té€tolo TPdTO WOTE va eival me-
piodevouaa.

EmpuéAeia: AyaBovikn ToIAImdkou
EmMoTNUOVIKGG GUMBOUAOG:
Oeb6dwpog Koppég

Ziva

Movn Ayiag
Alkatepivng.
TurAua Tou
kaBoAikoU

(606 a1.) 5e&id kal
BonOnTikd KThApIa
oTNV avatoAikn
ywvia tou
nepiBdiou

Sinai

Monastery of

St. Catherine. Part
of the Katholikon
(6th c.) on the right
side and auxiliary
buildings at the
eastern corner of
the enclosure

We believe that this exhibition presents
important evidence on the history of
Hellenism, due to the originality and
rarity of the subject, but also due to the
chronological and geographical area it
covers. At the same time, the exhibition
comes to highlight a modern kind of
collective effort, which is the effort to
know better the archaeological sites,
the monuments, the settlements, the
places with the timeless presence and
action of the Greek Communities. The
exhibition is designed in such a way that
is a traveling one.

Curator: Agathoniki Tsilipakou
Scientific advisor: Theodoros Korres
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To TeANOyAeio I6pupa Texvav A.M.O. oe
ouvepyacia ye moAAoUG GopEig Kal You-
o€ia, CUPUETEXEI e TNV €KBECN AWpa TG
yng Ue avtoxn oto xpbévo oTInv 5n Mmie-
véAe ZUyxpovng Téxvng ©ecoaAovikng.
YKOTTOG TNG €KBeONG €ival n TPOBOAN NG
€ANABIKAG dUong Kal BIOTTOIKIAGTNTAG WG
S1axXPoVIKAG TNYAG TOPwV Kal EUTTVEUGNG
yla TNV €UNpEPia Tou avOpwWIou Kal tnv
avdmtuén tng KOIVWVIKAG ZwNG, TOU To-
AITIopoU, TNG OIKOVOWIAG Kal TwV €MOTN-
HWV. H ékBeon mpoodépel TNV €uKalpia
OTOV EMIOKEMTN va akoAouBricel yia dia-

TEAAOTAEIO IAPYMA TEXNQN A.M.06.
TELOGLION FOUNDATION OF ART, AUTH

AQPA THX TH2
ME ANTOXH 2TO XPONO

EARTH'S
ENDURING GIFTS

The Teloglion Foundation of Art, AUTH

in collaboration with a number of
institutions and museums presents

the exhibition Earth’s Enduring Gifts in
the framework of the 5th Thessaloniki
Biennale of Contemporary Art. The
purpose of the exhibition is to highlight
Greek nature and biodiversity not only
as a timeless resource but also as a
source of inspiration for the human
wellbeing and the promotion of social life
and prosperity, civilization and sciences.
Visitors will have a unique opportunity to



SpOouN OTOV XWPO Kal ToV XpOvo Ye ade-
Tnpia TNV alyalakn mpoictopikn Onpa,
evdidueco otabud TNV NMEIPWTIKA dp-
xaia Makedovia kal kKatdAn&n oto onpe-
pa. Apxalohoyikd eupnuata Kal mAouaolio
mAnpodopiakd Kal EMONTIKG UNMKS TEKUN-
pidvouv tn diaxpoviki a&ia twv dwpwv
g EAAASIKAG yng kai mapouciddouv
oUYXPOVEG EPEUVNTIKEG TTPOCEYYIOEIG yIa
v avddel&n kar didowaon tng BIOTIOIKI-
AéTnTag tou témou pag. H ékBeon divel
adopun via okEPn OXETIKA PE TIG OUVE-
XEIEG KAl AOUVEXEIEG TWV OUVNBEIDV TOU
avBpwrou og éva molkiAo aAAd kai eviaio,
mAoUaolo Kal autévouo olkooUoTnyua, TTou
dlatnpel wotdco Ta XAPAKTNPIOTIKG TOU
UECOYEIOKOU XWPOU GTOV OTTOI0 aVAKEL.
H egupUtepn mepioxn Tou Alyaiou Kai ol
moAITiogol Tou amoteAoUv 6xi pdvo pia
onpavtikétatn Yndida Tou YEVIKOTEPOU
$UGIKoU Kal TTOAITIONIKOU PHwodikoU tng
Mecoyeiou, aAAd Kal yia gikpoypadia tng
ue 6Aa Ta XapakTnpIoTIKA TNG: PIKPS WE-
veB0G Kal oxedOV KAEIOTS oxnpa, GIAIKG
mpog Tov dvBpwro Amo KAiua Pe ota-
0epEG KAIPIKEG OUVONKEG, Pakpoxpdvia
avBpwmivn mapouacia, Mépacua Kal oTau-
podpdul Aawv kar mAoldaoia moAupopdia
TTOANITIOU@V.

Ta ayyeia amoBnkeuong, yetapopdg, ya-
VEIPIKAG Kal KaTavdAwaong Tpodng, MoTwV
aAAd Kal KaAAwTTIopoU ekTiBevTal padi ye
KAAAITEXVIKEG ATIEIKOVIOEIG PUTWV, KAP-
MOV Kal {OwvV amoKaAUTtoviag In pe-
TauopPwon TwV anA@v aAAd moAUTIHWY
«dWPWV TNG yng» amd yéoov empBinong
0g UYNAEG eKDAVOEIG TNG KOIVWVIKAG
CWNG Kal TNG KAAMTEXVIKAG €kdpaong.
AimAa oe yvwotd amd tnv apxaidtnta
mPoiévTa Tou eAANVIKOU X®WPOU, OTTWG N
1p1d6a oitnpd-eAaidAado-kpaaci, n otmoia
amoteAel pia Siaxpovikn oTabepd Tng eA-
AnvIKAG BlomoIKIAGTNTAg Kal 81atpodng,
otnv ékBeon yivetal avadopd kai o dAAa
mpoiévta pe Babiég pideg kal mapouaia
01O TMAPEABOY, OTIWG 0 KPOKOG, TO BEAa-
vidl, To couodul Kal o paupog xoipog. Ta
otoixeia autd Tng agiB®arols eAANVIKAG
BiomoIKIAGTNTAG KePSIZOUV OUVEX®WG TO
evdladEPoV TWV TApaAywywV Kai tng plo-
unxaviag Ipodipwv Kai mpoodEpouv VEES
mpoonTtikéG aglomoinonig Toug otn S1gBVA
ayopd.

H ékBeon dnuioupyei pia yépupa peta-
EU MapeNBOVTOG Kal aUyxpovng €TMOXNAG
uéca amé Tnv mapouaciacn TV EMOTNHO-
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follow a fascinating journey in time and
place starting from Prehistoric Thera,
passing to ancient Macedonia and ending
in the present day. Archaeological
findings combined with rich, visual

and educational material demonstrate
the timeless value of the earth's
enduring gifts and present modern
research approaches for showcasing
and preserving Greece's biodiversity.
The exhibition gives opportunities for
thought about the continuities and
discontinuities of man's habits in a
varied but unified, rich and autonomous
ecosystem, which however retains the
features of the Mediterranean region to
which it belongs.

The wider area of the Aegean
civilizations that flourished in the
region are not only an important piece
of the natural and cultural mosaic of
the Mediterranean in general, but also

a miniature of all its features: small

size and almost closed shape, friendly
towards man mild climate with stable
weather conditions, passage and
crossroads of peoples, long-term human
presence and rich diversity of cultures.
Vessels for storage, transportation,
cooking and consumption of food,
drinks and grooming are presented
together with artistic depictions of
plants, fruits and animals, revealing the
transformation of simple but valuable
“earth’'s enduring gifts” from means of
survival to high aspects of social life and
artistic expression.

Beside the well-known, since the
antiquity, products of the Greek region,
such as the trio grain-olive-wine, which
is a timeless constant of the Greek
biodiversity and nutrition, the exhibition
refers to other products with deep
roots and presence in the past, such

as crocus, acorn, sesame and black

pig. These elements of the evergreen
Greek biodiversity are gaining interest
among producers and the food industry
and offer new prospects for their
exploitation in the international market.
The exhibition creates a bridge between
the past and the contemporary era
through the presentation of the scientific
research of the Institute of Applied
Biosciences (INAB) of the Centre for
Research and Technology Hellas (CERTH).

VIK@V EPEUVWYV TOU lvoTtitoUTou Edappo-
ouévwv Bioemotnuwv (INEB) tou EBvI-
KoU Kévipou ‘Epeuvag Kal TEXVOAOYIKAG
Avdntuéng (EKETA).

Ta agiBain dwpa TNG EAANVIKAG yNG TTOU
nmapoucidfovtal otnv €kBeon eival di-
ARG dpUong. A6 Tn pid Ta TPAoKaAIPad Kal
ouVeEXWS avaveoUueva ¢uacikd mpoidvta
NG, aUTOPUN N KaAAigpynuéva, TIou Gul-
B&ANouv otnv emBiwon kal eunpepia Twv
avep@mwv. AT Tnv dAAN, 01 AIOVIEG KAA-
MTEXVIKEG avamapaoTdoeli§ Twv SWpwv
g yng, €101 6Mwg autd amokaAumTovtal
O0TOUG apxaloAdyoug TAvw o€ TNAG Kal
udpuapo.

EmuéAeia: Navayidtng Koupvidkog
Xpiotiva ToaykdAia

KaAArtexvikn empéAeia:
Avaotaocia Ztapdtn

The evergreen gifts of Greek land
presented in the exhibition have dual
nature. On the one hand the temporary
and continually sustainable natural
products, wild or cultivated, contribute
to the survival and prosperity of the
people. On the other, the eternal artistic
representations of the earth’s gifts, as
revealed to archaeologists in clay and
marble.

Curator: Panagiotis Kourniakos
Christina Tsagkalia
Artistic curator: Anastassia Stamati

‘Aroyn Tng €kBeong
Exhibition view
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1. Adda MNamakwvoTaviivou
2-3. Ulay

1. Leda Papaconstantinou
2-3. Ulay

To ®eoTIBAN Mepdpdpuavg OecoaAovikng,
akoAouBwvtag tov SIETh pubud NG Mrie-
VAAE, EMIXEIPE va XTIOEl Kal va avantugel
éva avoIxtd medio melpaupatiopoy, €vav
emikaipo d1dAoyo emKolvwviag kal uEBeEng
yUpw ané Tnv epAPEPN TIPAKTIKA TNG TTEP-
dbépuavg, mpoBdAlovtag kal avadelkvuo-
vIag tn oUyxpovn CWHATIKA Kal EUTIEIPIKA
avaZAtnon aAAd kal tnv Kata&iwon Tou
KAAMITEXVIKOU autoU eKPPACTIKOU WECOU.
O O&1dAoyog mou avamtuooeTal o KABe
®eoTIBAN avdueoa oToug KAANITEXVEG Kal

40 OE2TIBAA
[MTEPOOPMAN2
OE22> AANONIKHZ

e 01ddopoug, avoixToug Kal KAEIOTOUG XWPOUG atnv MOAN

Ath THESSALONIKI
PERFORMANCE FESTIVAL

In various public and private spaces in the city

The Thessaloniki Performance Festival,
following the biennial rhythm of the
Biennale, aspires to build and develop
an open field of experimentation and

a timely dialogue of communication
and communion around the ephemeral
practice of performance, by promoting
and showcasing the latest body-based
and experiential pursuits, helping
establish the art of performance.

The dialogue between artists and
audiences reveals the wide scope and



10 KoIVO davepwvel 1o gupl Tedio oTO
oToio KIveital n téxvn tng mepdOpuave.
Me autdv Tov TpOTIO, Ta €pya TIOU TIAPOU-
olddovtal ayyiouv d1ddopeg OEUATIKES,
aviavakhoUv Tnv aioBntikA kal TI§ Tol-
KIAEG ekdPdvoelg TNG, AMOTUTIOVOUV Ta
KOIVWVIKOTIOAITIKG ZNTAPATA TNG €MOXNAG
Kal TIG TTPOOWTTIKEG OUYKPOUCEIG TWV KA~
AITEXV®V, aoKoUV KPITIKA O€ KaBeTi Kate-
OTNUEVO Kal KATATTIEGTIKG, VW EKdpAZouv
TNV €MTAKTIKA avdykn piag evepyng Kal
apePBATIKAG EMIKOIVWVIAG.

YroypappiZoviag tov  S1adpacTiké  Kal
avatpentikd  XxapaktApa Tng TEPDOP-
yavg, aAAd kar T diddopeg diaotdoelg,
EPUNVEIEG Kal TIPOOEYYIGEIS TNG, OI KaA-
Aitéxveg Mdrcio Carvalho, Victoria Gray,
n opdda twv Jonas Kocher - Adopvn Xte-
¢dvou - Janosch Perler- Ruedy Schwyn,
Mischa Kuball, Carlos Martiel, Mévtn Méya,
Rhiannon Morgan, Surabhi Saraf, kar SUKA
OFF kaAouvtal og pia diadikacia «Zwvta-
VAG» avtaAAayng améPewv Kal 18wV,
mpoodopds Kai SIGBEONG EUTIEIPIOV KAl
10TOPIOV. H oUykAlon Twv TEdiwV TNG €V-
VOIOAOYIKAG UTIO0TAcNG TNG TMEPPOPUAVS
oupBidvel pe Tn diatunwpévn embupia
avixveuong kal SIEPWTNONG OXETIKA PE TO
pOA0 Tou KaAAITExvn aAAd kai Tnv idia Tnv
oucia Tou ekdppacTikoU yéoou Tou Slapop-
dWVETAl Kal Tautdxpova dIauopdPOVEl TO
KOIVWVIKOTIOAITIKG yiyveaBal.

To ®eoTIBAA onpatodotei Tnv €vap&n tou
UE Ta aplEpOUATA o€ SU0 KAANITEXVEG, TTOU
UE TNV TMOAUXPOVN EIKACTIKA TOUG TTopEia
SlakpiBnkav otov XWpo tng TEPdOpUAvg,
v ARda Manakwvotavtivou kai Tov Ulay.
H AAda Mamnakwvotaviivou, amd ta TéAn
G Oekaetiag tou ‘60, Bswpeitar amd
TG TIPWTOMOPOUG TNG TIEPPOPUAVS GTNV
EANGOa, mou mapdAAnAa dpactnploroin-
Brikav kar oto eEwtepikd. OI TepPdpuave
TNG eKTEIVOVTAl O€ YId heydAn Bguatiki, n
oroia mepIAapBdvel Tnv évvola TNG owua-
TIKOTNTAG avdAoya Pe TNV €MOXA, TI§ GUV-
ONKEG Kal TIG KOIVWVIKEG TIPOKANCEIG, TNV
avdykn yia eAeuBepia, tnv aneAeuBépwon
TOU yuvalkeiou GpUAoU améd TiG amapxalw-
UEVEG KAl OUVTNPENTIKEG AVTIANYEIG TNG
KOIVWVIag, evw TTOAEG Ppopég Tipayuatey-
€Tal TNV €UduAn tautdtnta. H Mamakwv-
OTAVIIVOU OUXVA KATAKPIVEl TOUG KOIVWVI-
KoUG Kavoveg Kal TEpIopIopoUs, UTToypau-
yidovtag TG duvatdInieG TOU OWHATOG
Kal avaZntwviag tn PETEEENIEN TOU OTOV
XWPO Kal Tov xpdvo aAAd kal tov Tpdmo

interdisciplinary nature of the art of
performance. On that basis, the works
presented touch on a variety of issues
and themes, reflect aesthetic diversity,
record present-day sociopolitical issues
and the personal conflicts of artists,
take a critical look at the establishment
and all forms of oppression, while also
expressing the urgent necessity for the
emergence of active and interventional
communication.

By stressing the interactive and
subversive nature of performance and
the great diversity of its disciplines,
interpretations and approaches, artists
Mdrcio Carvalho, Victoria Gray, the
group of Jonas Kocher, Dafni Stefanou,
Janosch Perler and Ruedy Schwyn,
Mischa Kuball, Carlos Martiel, Mendi
Mega, Rhiannon Morgan, Surabhi Saraf
and SUKA OFF, are asked to participate
in a process of a “live"” exchange of
views and ideas, articulating and sharing
their experiences and stories. This
convergence of the various disciplines
comprising performance’ s conceptual
substance coexists with a declared
desire to trace and investigate the role
of performance artists and the essence
of an art form that is shaped by and,

in turn, helps shape sociopolitical
processes.

The Festival signals its opening with
tributes to two artists who have
distinguished themselves throughout
their long careers in the art of
performance: Leda Papaconstantinou
and Ulay.

Since the late 1960s, Leda
Papaconstantinou, a pioneer in
performance based works of art

in Greece, has enjoyed a long and
distinguished career at the national and
international level. The wide scope of
her performances includes the concept
of corporality in different eras; social
conditions and challenges; the need
for freedom, and the emancipation of
women from obsolete and conservative
social beliefs. She often investigates
also the issue of gender identity.
Papaconstantinou is a vocal critic of
social rules and restrictions, stressing
the capabilities of the body, while trying
to trace its transformation in time and
space or under different conditions.
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mou petaBdAAetal o KGBe ouvenkn.

O Ulay pe TIg mepddpuavs Kal Ti§ GwTo-
VYPAdIKEG TOU AMOTUTTWOEIG BETEl INTAPA-
Ta ovtohoyIkAg TAEews. H €IKAOTIKA TOU
ropeia mpayuateveTal ye €viaon, MPWTO-
TUTIA Kal ammoKaAUTTTIKOTNTa B€uata mou
apopoUv To TPaUua Kal TNV €VOXn, Tnv
TaUTATNTA Kal TN OWHATIKATNTA, TOUG O€-
EoualikoUg 81xaououg, Tn YETaudieon Kkai
N PETAPGPOWON, TNV TIOAITIKIA Kal KOIVW-
viKA Sidotaon péoa amd BIOPATIKEG Kal
TapeUBATIKEG eumelpieG oe eubeia avti-
oTOIXia PE WUXIKEG KAl oUvVaAICONUATIKES
KATAOTAOEIG KAl OUUTIEPIPOPEG.

To ®eoTIBAA eumioutiletal pe oeipd Iw-
viavwv dpdoswv mou avantiooovial du-
vapikd oe diddopa onpeia tng MOANG.

O Marcio Carvalho pe tnv mepddpuavg
Power Over Memory emoTpatelel TOUG
Clive Wearing (didonpo acBevn tng veupo-
Aoyiag) kal John Rambo (aviknto moAepl-
OTA TNG YVWOTNAG 0€lpdg Taviov dpdong)

Jonas
Kocher,
Adovn
Jtedpdvou
Janosch
Perler, Ruedy
Schwyn

Jonas
Kocher, Dafni
Stefanou,
Janosch
Perler, Ruedy
Schwyn

Ulay's performances and work in
photography raise ontological issues.

In his intensive, innovative and
revealing work he has examined the
themes of trauma and quilt, identity
and corporeality, sexual dichotomies,
disqguise and transformation, and the
political and social dimension. His work is
based on experiential and interventional
experiences that correspond directly

to mental and emotional states and
behaviours.

The Festival also features a series of
live actions which unfold dynamically

in various parts of the city. Marcio
Carvalho's performance Power Over
Memory recruits Clive Wearing (a
famous patient of a neurological
disorder) and John Rambo (the
invincible warrior hero of the hit action
film series) to explore the relationship
between autobiographical and collective
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ylic squar.
e DER STADT IST POLIT

Marcio

Carvalho

Marcio

Carvalho

Mévtn Méya Mischa Kuball

Medie Megas Mischa Kuball



eEepeuvaviag TIG oxéoelg HeTa&u autopi-
oyPADIKAG Kal GUANOYIKAG UVANG aAAd kai
TOUG TPOTTOUG HUE TOUG OTToioug oI avauvi-
oelg pag e€aocbevolv i eEeliooovtal. To
youoikd oxnua Harry Elektron & Rosita ma-
pouaidZouv 1o Néa-lMaAaid Aouata avepai-
vVovTag oTn oknvh oav dUo MpwIdyvwpa
6vta, kataAauBdvouv To XWPo Kal GpopTi-
Zouv TNV aTP6odaIpad PE TNV EIKOVOKAAOTI-
KA Toug S1d6EoN, TIG HOUGIKEG TOUG GUVOE-
OEIG, TOV TIOINTIKG OTIXO0 KAl TNV EKKEVTPIKA
Toug Tapoucia amodidovtag éva uppIdikd
amotéAeopa ouvauliag. H Victoria Gray
OUUPETEXEl Pe TNV TepdOpuavg Ballast,
pia ogipd AemtemAENMTWV aAAd Kal adpwv
KIVAGE®WV TIOU PETOUCIOVOUV TO OWHA OF
Cwvtavo yAuntd aAAemdAANAWY petatori-
CGEWV, Ol OTTOIEG JapTUPOUV Ta Opia Kal In
pvnueiakn umdéotaon tou. H mepdpdppavg
ue TitAo NICHI NICHI KORE KO NICHI tng
opddag twv Jonas Kocher, Adegvng Zte-
¢dvou, Janosch Perler kal Ruedy Schwyn
Siepwtdtarl av o nxog dnpIoupyei Tnv Kivn-
on n 1o avtiBeto. MpdKeital yia pia NXNTIKA
nepdOPUAvVG Kal €ykatdotaon Tou TIpo-
teivel éva aotaBég kar mointikd cuumav,
epunvedoviag tnv Téxvn ¢ diadikacia
enavamnpoaodiopiopgol  Kal  apdiopfritnong
TOU XWPOU Kal TNG OTIyUNG. Me adpopun
v ékBeon Tou Kpatikol Mouceiou XUy-
xpovng Téxvng O Kaliuip MaA€Bits kai ol
Hadbntég tou. 100 xpdvia amé 1o Maupo Te-
tpdywvo, TIou J10pyavwVveTal oTo TAdicIo
¢ MmevdAe, o Mischa Kuball mpayuato-
molel tnv mepdpdpuave Public Square, pia
dpdon otov dnudoIo XWPOo ToU amaitel Tn
CGUUMETOXA TOU KOIVOU, EVOWHATWVOVTAG
nv méAn T600 o€ pia yiopth Tou Madpou
Tetpaywvou tou MaléBitg éoo kal otnv
KAANITEXVIKA TIPAEN. To KOIVO OUUHETEXEI
o€ pia d1adniAwaon, pia TOMTIKNA TTpdén: pia
peydAn oupdda avBpdmwv viupévn ota
dompa Kkai ta patpa Ba oxnpatioel éva
palpo TeTpdywvo o AeUkS TTAQicIO Kal
Ba mapeAdoel 010 K€vipo Tng TOANG. O
Carlos Martiel peToUCI®VEl TO CWUA TOU
o€ pia emaddvela, émou n MoAupopdia Kai
n evéInta ouykAivouv, avadpepduevog
0Ta TMOMTIKG yeyovoTa Kal TIG KOIVWVIKEG
adikieg tng 1d1aiTEPNG TATPIdAG TOU, TNG
KoUBag. To Under the Same Sky Biyel 10
naykoopio B€éua tng ama&iwong tng av-
Bpwmivng a&lompénelag kai wng, To omoio
odeiNeTal G€ TTOAITIKOUG, OIKOVOUIKOUG Kal
€0vIKoUg Adyoug aAAd kal oTov Tapdyovta
g diadpopeTikdTNTag. H katdAnén eivai

memory, and the ways our memories are
weakened or transformed. The music
band Harry Elektron & Rosita present
the New-0Old Songs standing on stage
like two unusual beings, to occupy

the space and charge the atmosphere
with their iconoclastic mood, musical
compositions, poetic lyrics and their
eccentric presence yielding a hybrid
concert result. Victoria Gray participates
with the performance Ballast, a series

of delicate but also broad movements,
which transform the body into a living
sculpture of successive shifts that reveal
its limitations and monumental aspect.
The performance titled NICHI NICHI
KORE KO NICHI by the Jonas Kocher,
Dafni Stefanou, Janosch Perler and
Ruedy Schwyn, muses on whether sound
produces movement or vice versa. This
is a sound performance and installation
that alludes to an unstable and poetic
universe, in which art is seen as a
process of redefining and questioning
space and the moment. Inspired by

the exhibition of the State Museum of
Contemporary Art, Kazimir Malevich
and his students. 100 years since the
Black Square, which is presented in the
context of the Biennale, Mischa Kuball
created the performance Public Square,
a public-space requiring participatory
action, in which the city becomes part
of the Black Square celebration and of
the act of artistic creation itself. The
audience takes part in a demonstration,
a political act: a large number of people
dressed in black and white will form a
black square on a white background and
then parade through the city center.
Carlos Martiel transforms his body into a
surface, on which diversity and cohesion
converge, alluding to the political events
and social injustices in his own country,
Cuba. His performance Under the Same
Sky touches on the global issue of the
degradation of human dignity and life
on account of political, economic and
national factors, but also on account of
diversity. The ending is always the same:
immigration and the miseries it entails.
Mendi Megas's Transforming Me is a
peculiar work, which combines dancing,
discourse, singing and writing, in a
performance that invites the audience to
take partin a process of transformation
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ndvta idia: n YeTavAoTeUON Kal ol ouven-
KeG eEaBAiwong mou auth cuvendyetal. To
Transforming Me tng Méving Méya amote-
Aef éva 1816p0pdO €pyo TTOU TEPIKAEIEI TOV
X0p0, ToV Adyo, 10 TpayoUd! Kal Tn ypaodn,
pia mepdOppavg mou KaAel To Koivo o€ pia
diadikacia yetaoxnuatiopol kal avaudp-
dwong, Kal emxelpel va amaviicel ota
£PWTANATA: «MWG aAAdloupe oav dvBpw-
Ol KAl 0aVv KOIVWVIEG», WG avtidpou-
pe oe évav dIapkWG PeTaoxnuatiZéuevo
KOOHO;». 10 Two Alone, e TIG PUBUIKEG,
SUVAUIKEG Kal J1adoXIKEG KIVAGEIG TNG
oTOV XW®WPOo, N Rhiannon Morgan dokiuddel
Kal doKIpAZetal TTIPoKeIPévou va adpnynBel

Carlos Martiel
Carlos Martiel

and reformation, attempting to find
answers to the following questions:
“How do people and societies change?";
“How do we react to our ever-changing
world?". In Two Alone, defined by its
rhythmical, dynamic and successive
movements in space, Rhiannon Morgan
tries (and is tried out in the process) to
tell the story of a woman struggling with
loneliness and a sense of emptiness,
grappling with the need to exist and
understand the limits of the world
around her. In Grains, Surabhi Saraf
weaves a rich mosaic of sounds and
images in an audiovisual performance

Harry Elektron & Rosita
Harry Elektron & Rosita
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Surabhi Saraf
Surabhi Saraf

Rhiannon Morgan Victoria Gray
Rhiannon Morgan Victoria Gray




TNV I0TOPIA YIag yuvaikag Tou avTIPeTwITi-
Zel Kal GUYKPOUETal PE TN Wova&ld Kal o
aioBnua tou Kevou, Tnv avdykn va umdp-
XEl KAl Va KaTavonoel ta opid Tou KGGUoU
yUpw tng. To Grains tng Surabhi Saraf
udaivel éva mouoio pwodaikd NXwV Kal €i-
KOVWV, €ival Uid OTITIKOOKOUOTIKN TTEPPOP-
pavg pe otéxo tn dlgpelivnon TNG NXNTI-
KNG eVEPYEIag, n omoia eykAeigtal og évav
KOKKO. H nxnTikA Kal omTikA tou dUvaun
Kal ovtétnta ouviotd pépog tou mpoBAn-
yatiopoU InG o€ ouvdptnon Pe TNV 10€a
NG PETAANAENG TV SNUNTPIaKWY - Bdon
SlaTpodng oe MoAAoUG TMoAITIoPoUS. H ol
BUANIKA TIepdbpuavs TranSfera twv SUKA
OFF eival éva épyo mou avantuooetal o
mévie KeEDAAaIO PE KOIVO XAPAKTINPICTIKG
TOUG TNV avddelEn Tng avBpwImvng owua-
TIKOTNTAG 0 OAeG TIG BIOAOYIKEG Kal ¢u-
OIKEG TNG TITUXEG, TOV TIPOGJIOPIOUS TOU
TpiToU dpUNouU, EMIWVKOVTAG va anocadn-
vioel TIG KaBeoTnKuieg diakpioelg PeTa&u
apoevikoU/8nAukou.

0 Ulay oto BulZavtivé Aoutpd to ormoio
avoiyel TIg MépTEG TOU PETE amd 75 xpovia
Kal TToU aToTeAE TO HEYAAUTEPO Kal TANPE-
oTePa owlbpevo BuZavtivé Aoutpd amd ta
Alyootd mou diatnpriBnkav otov EAAadIKG
XWPO, UE TNV Yakpdg didpkelag d1adpaacTti-
KA Tepdépuavg (4 PEPES via 4 WPEG) UE
Tov titho Code of Conduct, cuvdiahéyetal
Ue To KoIvd Tou péca amd pia diadikacia
avtaAlayng divovtag pia dAAn didotacn
OTO XWPO Kal T0 XpOvo. Ol CUUUETEXOVTES
O0TO €pyactrnpio Tou lMwpyou Mrmakaiou
eEepeuvolyv Ta €TEPOKAITA OTOIXEIQ TNG
nepdOPPavs Kai Tig duvatdTnTEG TOU 0W-
HaToG WG TPWTApXIkG uéco diddpaong,
KaBwg Kal tnv €vvola TNG TautdTNTAG TOU
atépou, OTwG autn diagopd@veTal amd 1o
nePIBAANOV, TNV TIPOCWTTIKA €MAOYA, TNV
KATaywyn, TIG TTOMTIOHIKEG avadopég, Tn
uéda kar 1a otepedTuTa. To €pyactnplo
OAOKANPWVETAlI PE HIa opadikn mepdop-
yaveg.

TéANoG, n nuepida pe TITAO «ApAoeI§ Kal
avti-OpdoelG 0To €AANVIKO KAAAITEXVIKS
nedio. ‘Epguva kal mpoBAnuatiopoi yia tnv
nepdOppavg otnv EANGSa» peletd dyvw-
OTEG TITUXEG Kal EKPAVOEIG TWV ETITEAE-
OTIKOV dpdoewv Tou €Aapav xwpa otnv
EAAGSa amé 10 1970 €wg origepa Kai mpay-
yateveTal TIG 1I81AITEPATNTEG TWV dpdoEWV
autwv.

EmpéAeia: Eiprivn Nanmakwvotavtivou
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whose goal is to investigate the sound
energy enclosed in a single grain. Its
audiovisual power and substance is
part of her concern about the idea of
the transformation of cereals, a staple
food in many cultures. The sibylline
performance TranSfera by SUKA

OFF unfolds in five chapters, whose
common thread is the emphasis on
human corporeality in all its biological
and natural dimensions, defining the
third sex, and revealing the dominant
dichotomies between male and female.
Ulay with his extended, interactive
performance (4 days for 4 hours) Code
of Conduct, inside the Byzantine Bath a
monument that reopens after 75 years
and is considered to be the largest and
earliest preserved Byzantine bath,

one of the few that survived in Greece,
converses with the audience through

a process of exchange giving a new
dimension into space and time.

The artists taking part in the workshop
of George Bakalos examine the

diverse elements of performance

and the capacities of the body to be
the primary means of interaction.

They also investigate the concept of
individual identity and the factors (the
environment, personal choices and
origins, cultural references, fashions and
stereotypes) that shape it. The workshop
will conclude with a group performance.
Finally, the one-day conference entitled
“Actions and re-actions in the Greek
artistic field. Research and concerns
about performance art in Greece”

will examine unknown aspects and
expressions of performative actions
that have taken place in Greece since
the 1970s, focusing on the particular
characteristics of those actions.

Curator: Eirini Papakonstantinou

SUKA OFF
SUKA OFF

MNopyog
MmakaAdg
Giorgos
Bakalos




Bevetaidviko

HTAA HaokE Tou
koounuaton@wAn Kaiocapn
oto Ekali Club 2000
(mep10diké Symbol,

DeP. 2000)

Jeweler Kessaris'
Venetian ball maske at
Ekali Club 2000
(Symbol magazine,
Feb.2000)

>mipog TtdBepng

O rNdvvng ®PAwpPIVIATNG
oto omiti Tou 1995

(amé tnv evétnta Aliens,
mep10d1k6 01, No€up.
1995)

Spyros Staveris
Giannis Floriniotis at
home 1995

(from the series Aliens,
07 magazine, Nov. 1995)
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50 EPTA2THPIO
NEQN
KAAANITEXNQN:
ROMANCE

FENITZAMI

5th YOUNG
ARTISTS'
WORKSHOP:
ROMANCE

YENI DJAMI

Mia ek twv dpdoewv TOU KUPIwG Tpo-
ypdupatog tng 5ng MmevdAe Zhyxpovng
Téxvng OecoaAovikng amoTeAEl kal To 50
Epyaotrpio Néwv KaAAitexviv mou Ba
npayuatomoinBei otn @gccaAovikn améd
11 10 éwg 11 30 ZenmteuPpiou 2015.

O tiTAoG TOU gpyactnpiou Romance Tpo-
KUTTTEI amd pia «AAAN» avdyvwon TNG Ke-
VIPIKAG 10€a¢ Kal Tou KUpIou BewpnTikoU
umépabpou NG PeTIVAG dlopydvwong,
mou BaciZetal otn GUANOYR KEIUEVWV
Tou Avtoévio Tkpduol, pduuata amé tn

The 5th Young Artists' Workshop will
take place from September 10 until
September 30 and is one of the events
of the main programme of the 5th
Thessaloniki Biennale of Contemporary
Art.

The title of the workshop, Romance,
arises from an “alternative” reading

of the main concept and primary
theoretical underpinning of the 5th
Biennale, which is based on Antonio
Gramsci's Prison Notebooks. The
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AvTiyévn
Qg0dwpou
WaterugAAov
2014
nEPPOpUavg

Antigoni
Theodorou
WateruegAAiov
2014
performance

‘Akng Kapdvog
AtitAo 2014-15
wUnolakn
ektUnwon
HeTABANTES
51a01doelg

Akis Karanos

Untitled 2014-15 Adaudvtiog Kapetlng Adamantios Kafetzis

digital print Xwpi¢ TitAo Untitled

dimensions dwtoypadia and tnv €EkBeon Chez Marie-Joe photo from the exhibition Chez Marie-Joe
variable (Biennale OFF Dak'art 2014) (Biennale OFF Dak'art 2014)



@uUAakn. To OKETTIKO YId TO EMEPXOUEVO
EPYAOTAPIO ETIXEIPEI VA TIPOCEYYIOEI €K
véou Tnv TTOAITIKA gpunveia Tou BIBAlou
Kal oTpE€dETal 0TI MOANATTAEG avayve-
O€Ig Tou: oTov -€§' avdykng- povdéioyo
NG ypadng, Tou OUwG eAeUBEP®VEI TN
vénon amdé tov pdAo Kal tnv Kabnuepi-
véTnta ToU GUAAKIOPEVOU: GTOV poua-
vTIopd Tou dIaKaTéxXel avOpwIoug mou
Bpiokovtal og 131aiTEPEG OUVONKEG CWNG
Kal EMKOIVWVIAG JE TO KOIVWVIKS oUVoAo*
otov popavtiopd kdde 16goAdyou. Mpod-
KeITal yia yia évvola kal hia emioyn 166o
MPOOWTIKA, 660 cuvdpa TOAITIKA - Kal on
étav xapaktnpiZetal amd tnv 1Ideoloyikn
ouvéneia mou diavontég, OTwg o Mkpduoal,
Katédei&av.

Kabws To €pyactnpio avauévetar va
npaypatonoinBei oto TéAog TnG Mmievd-
Ag, dev €xoupe €1kOveG va oag deifoupe.
EvtoUTolig, autd mou xapaktnpicel ndn
TO OUYKEKPIUEVO €pyacThplo, amoTeAel
Kal TO KUPIGTEPO KPITAPIO EMAOYAG TWV
OUUUETEXOVTWV: N TTOAUGUAAEKTIKOTNTA.
EmKedaAng Kal EPUXWTAG TOU EpYACTN-
piou yia p€tog eival o Zmipog XTdRepng,
€vag dwToypddog Pe KATAAUTIKG TTOAUE-
A eumelpia, ye BAéuPa euaiocOnTo MPoOg
v avlp®mivn ¢UoNn Kal TIG KOIVWVIKES
ouddeg/tdEeic kGBe katnyopiag, mou emi-
Tuyxdvel tnv mAéov Tpudepn amoTunwaon
NG KaBnpepiviig Cwng otn cUyxpovn EA-
AGda.

AT TOUG OUPUETEXOVTEG, N Avtiyévn
Qgodwpou OTAVEl Kal Taipvel Yépog n
id1a o€ €IKAOTIKEG 6pAOEIG, OTIG OTIOIES Ol
X€lpovouieg mAaici@vovtal and eUotoxa
oUuBoAa kai aAAnyopikd mapadepvdiia,
eV 0 Akng Kapdvog ykpepiZel kal XTiel,
ue diddopa uéoa, evvoloAoyiKd 01Kodo-
urApata mou ouveldntd améxouv amd kdbe
€idoug MOAITIKNA opBdTnTa. O AdaudvTiog
Kadetlng ta&idever peta&l nmeipwv,
apopoiwvovTag eIKOVEG, NXOUG KAl EUTTEI-
pieg ye kaBnpepIvh TomKA A UTEPTOMIKA
dopTIon Kal amotumwvel dwtoypadikd
OTPWOEIG KATAOTPOPNAG N eTmavadnuioup-
yiag tomwyv, MPOooWMWY, I6TOPIDV. H Ma-
pia Kpiapd eEwBei ota dkpa ta épia Ing
-e€aIpeTIkd uPNAng motdtntag- Lwypa-
GIKAG Kal TNG TIPAYPATIKOTNTAG, UE aVe-
EAVTANTEG, QIVIVUATIKESG, OpIaKA XITOKOKI-
K€G adnynoeig kai o HAfag MapaAidykag
napeppaivel pivigaAiotikd otov dnudaio
X@WPO Kal oTto BAéupa uag, eEadavido-
vIag akdun Kal OAOKANPa apXITEKTOVIKA

organisers' rationale for the forthcoming
Workshop attempts to revisit the
political interpretation of this book and
focuses on its multiple readings: on

the writing which is a monologue by
necessity, but nevertheless allows the
writer’'s cognitive faculties to break free
from the prisoner’s role and routine.
Romance is what characterises people
living and communicating with society
under peculiar conditions; it is a trait to
be found in every ideologue; romance
is also a concept and a choice both
genuinely personal but also deeply
political — especially when characterised
by the ideological consistency
demonstrated by thinkers like Gramsci.
As the Workshop will not take place
before the end of the Biennale, at this
point we have no pictures to show you.
But a defining characteristic of the
Workshop that is already clear is one
that has also served as the selection
criterion of participants: inclusiveness
and diversity.

Photographer Spyros Staveris is in
charge of this year's Workshop and the
driving force behind it. A photographer
with -crucially- many years of
experience, Staveris is known for his
tender look on human nature and social
groups/classes of all types, and someone
who has succeeded in capturing a most
tender image of daily life in modern
Greece.

Turning now to the participating

artists, Antigoni Theodorou stages

(and personally takes part in) artistic
projects and actions, in which gestures
are accompanied by apt symbols and
allegorical paraphernalia. Akis Karanos
uses a variety of mediums to demolish
and build conceptual structures,

which are intentionally removed from
all varieties of political correctness.
Adamantios Kafetzis travels between
continents, decisively absorbing new
images, sounds and experiences of
different everyday lives and cultures.
He mainly captures photographic layers
of abandonment (or regeneration) of
specific sites, persons, stories. With her
sublime work, Maria Kriara pushes both
the art of painting and reality itself to
the limit, using inexhaustibly enigmatic,
even borderline Hitchcockian narrations.
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Mapia Kpiapd
AtitAo 2013
HOAUBI o€ xapti
60 x 120 ek.

Maria Kriara
Untitled 2013
pencil on paper
60 x120 cm

HAlag MapaAidykag
‘Eva kopudti dmeipo
2013

eykatdotaon,
MAEEIVKAQG,
KaBpEdTng

Ilias Mamaliogas
A piece of 2013
installation,
plexiglass, mirror




TUAPATA JE TNV TAKTIKA TNG AOUVEXEIQG
Kal TNV TEXVIKA TnG avtavdkiaong. Evo
n Bipyivia Maotpoyiavvdkn diamepvd
UAeg avépyaveg N opyavikég, otepedTuma
yuvaikeia 1 avopikd kal EI0XwWPEl o€ Ka-
OnuepIvoTnTEG amAég aANd Kal 1016ppuBb-
UEG, H€ow TG TEpDOpUAVG, Tou Bivieo
KAl TWV EIKAOTIKOV €yKATtaotdoewyv. O
Nicolas Paradiselo ZwypadiZel tnv mpay-
patikdtnta, 6Mwg TNV €XouV dIaUoPd®-
o€l ta MME kai ta social media, capkdZo-
vTag ampokdAumta to 6€apa yéoa amd Tig
{d1EG TOU TIG GUGTNUIKEG 1316TNTEG KAl N
Yooia ToAika oTEKETAl PUE TO dwTOYPADI-
K6 TnG dakd amévavti amd Tnv avepwmivn
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Ilias Mamaliogas makes a minimalist
intervention to public space and our
own gaze, causing entire architectural
structures to disappear through the
tactic of discontinuity and the technique
of reflection. Through her performances,
videos and installations, Virginia
Mastrogiannaki permeates organic

and inorganic matter, female and male
stereotypes alike and penetrates into
both commonplace and peculiar daily
routines. Nicolas Paradiselo paints

the reality being shaped by mass

and social media, overtly sneering at
the spectacle using the latter's own

Nicolas
Paradiselo
And finally he
was the water
2014

UOAUBI o€
xapti, dmoyn
eykatdotaong
peTABANTES
d1a0tdoelg

Nicolas
Paradiselo

And finally he
was the water
2014

pencil on paper,

installation
view
variable
dimensions
Bipyivia Maotpoyiavvdkn Virginia Mastrogiannaki
Savoir Vivre 2014 Savoir Vivre 2014
BiBAio: Savoir Vivre Book: Savoir Vivre
KeddAalo: Tpdémol Twv KAAEOPEVWY OTO TPATET Chapter: good manners at the table
nepdoéppavg, Art Athina Performance, Art Athina
Todia ToAika
A6 tnv evétnta Homes
sweet homes 2008-14
dwtoypadia
Sophia Tolika

From the series Homes
sweet homes 2008-14
photography




$Uaon, TPOoWMOYPADWVTAG AVOPWITIVOUG
Se0p0UG Kal AITEG IEPOTEAECTIEG TNG KA-
Onuepivotntag. H opdda twv Original
Replica evtatikomolel Toug melpauati-
opouUg tng petagotumiag Kal tng ypaodl-
OTIKAG Kal d1EUPUVEI TN YVwpIPia gag e
autd To oAU S1adedopévo, aAld 6x1 1déoo
yv@pigo oe 6Aoug pag, yéco diaxeipiong
™ng €Ikdvag aAAd kal Tng mAnpodopiag.
TéENOG, O OINOEEVOUUEVOG CUUHPETEXWV
amé 1o OulumekioTdy, Nuriddin Rasulov,
dopei yAunmtd Kal e€ykataoTtdoelg, oTa
oroia oUVUTIAPXOUV Kai I60ppoTTolV GTol-
Xeia kal avapopég texvoloyiag, Aaoypa-
dIKAG mapddoong kai puong.

To gpyactriplo 6a mpayyatomoin®el 6to
Fevi TZaui (xdpn oTnNV EUYEVIKA TTAPAXW-
pnon Tou Angou @eooalovikng kal Tng
AvTtidnuapxiag MoAitioyou), Tnv mepiodo
10-19 ZenteuPBpiou 2015, oTTATE KAl TO KOI-
vé Ba éxel Tnv eukalpia kal tn duvatdtnta
va Bpebei pe Toug KaAAitéxves. H oudda
KaAAITEXVWV Ba epyactel oe 600 TO dU-
vatov o 10aVIKEG OUVBONAKEG (XWpou,
KAAuwng €E60wv mapaywyng kK.d.), eve
6a mpaypatomoinBoulv emiong master
classes, opIAieg, epdépuavg, arAd kai
OUVAVTINOEIG JE AANOUG KAAAITEXVEG, Ka-
0WG Kal evOIAPEPOUEVOUG YKAAEPIOTEG
Kal EMPEANTEG.

>t6x06G pag eival, amd TG 19 €wg Kal Tig
30 ZentepBpiou, va eivar avoixti oto
KoIvVO n ékBeon dowv Ba mpokUYouv amod
TO £pyacTnplo: £EpywV aANd Kal OKEPEWY,
EUTIEIPIWV, KaTtaypadikoU UAIKOU, ouvep-
YATIK@V A aTOUIKWYV TTPOTLEKT.

EmpéAeia: Apetr Agomouiou
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systemic properties. Using the lens of
her camera, Sophia Tolika confronts
human nature, portraying human bonds
and the common rituals of everyday life.
The Original Replica team intensifies its
experimentations with screen printing
and graphics art, allowing us to enrich
our knowledge about this medium of
image and information processing,
which is widespread but also unfamiliar
to many. Finally, the Workshop's guest
artist from Uzbekistan, Nuriddin Rasulov,
creates sculptures and/or installations,
where one discovers elements of and
references to technology, folklore and
nature co-existing in a harmonious
balance.

The Workshop will take place at Yeni
Djami (courtesy of the Municipality of
Thessaloniki and the Vice-Mayorship

for Culture) from September 10 until
September 19, 2015, during which time,
audiences will be able to meet with

the artists. The group of participating
artists will work under the best possible
conditions (in terms of space, production
cost coverage etc.), and the Workshop
will be complemented by master classes,
lectures, performances and meetings
with fellow artists, art gallery owners
and curators.

Our goal is to exhibit publicly everything
the Workshop produces during its
working session from 19-30 September:
not only the artists" works, but also their
thoughts, experiences, notes and group
and individual projects.

Curator: Areti Leopoulou

Original Replica
Moonlighting #2 2014
yetagotutia

50 x 70 k.

Original Replica
Moonlighting #2 2014
screen printed poster
50x70cm

Nuriddin
Rasulov
‘EAEN 2013
EUNGYAUTITO

Nuriddin
Rasulov
Attraction
2013
wooden
sculpture




Oéua Tng €peuvag tng 5n¢ MmevdAe ma-
pauével n Meodyelog. Ta teAeutaia xpdvia,
yeyovota peydAng Baputntag aAAdlouv
O€ KaBnuepIv BAon yia TEPIOXA TIOU pa-
oti¢etal anmd mOAepous, €EEYEPOEIG, KOl
VWVIKEG aAAaYEG, OIKoVOUIKN aBeBaidtnta,
TOMTIKNA aotdBela, avBpwmivn eEaBAiwan,
Bpnokeutikn évtaon kalr to GAyov Zn-

MEPINTEPO 6
PAVILION 6

2 YMIMO210:

O POAO2 TON
MITIENAAE 2TH
ME>OTEIO 2HMEPA

SYMPOSIUM:

THE ROLE OF THE
BIENNALES IN THE
MEDITERRANEAN
TODAY

The Mediterranean remains the topic
of interest in the 5th edition of the
Thessaloniki Biennale. Major events
take place on a daily basis, constantly
transforming a region that is afflicted
by wars, uprisings, social upheaval,
impoverishment and political and
economic instability, with the burning
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TNPA TNG UYETAVAOTEUONG OTO EMiKEVTPS
TNG. 10 oupundolo e Titho «O pdhog Twv
MmievdAe otn Meodyeio ORUEPAY, EXEl WG
0€ua 1o vonua Kai Tov pOAo auT®V TV
Slopyavwoewv €10IkOTEPA otn Meadyeio
Tou onpepa. Tautdxpova, Ba OUYKEVIP®-
OEl TA AMOTEAECUATA TNG EUTEIPIAE Tou
TpIYEPOUG Tpoypdudatog tng Mmievdie
Tuyxpovng Téxvng @eocalovikng 3, 4 kal
5, umé tov yeviké TiTAo «MaAiég Alaotau-
pWoeIG - Make it Newy, kaB®g kai Tnv mpo-
omndBeia diaudpdwong otn Oeocarovikn
yia autd ta €& xpévia evég mapatnpntn-
piou tng KAAMTEXVIKAG Tapaywyng oTig
XWPEG TNG Meooyeiou Kal Tou pOAOU TTOU
€MTENEl N TEXVN O QUTAV TNV TIEPIOXA.
A1 1o 2011 dnuioupynBnKe oTnV TTOAN pia
mAatddpua dialdyou, aviaAAayng eUmeipi-
@V Kal 1I0ewV, TTou €kdNAWONKe péoa amd
TIG €KBEoeIG, TIG OPAoEIG, TIG EIKAOTIKES
napeuBdoeig kal emepBdoelg otov Snudoio
XWPO Kal ¢pucIkd ta mponyoUueva GUUTO-
010. XTNV KATAANKTIKA Kal amoAoyIoTIKA
BewpntikA ouvdvinon Tng teleutaiag di-
opydvwaong Tou PoypduPaTog €XouV TIpo-
oKANBel va pIAAcouv d1EUBUVTEG, eMIPEAN-
T1€¢ MmievdAe TnG Meooyeiou Kal KaAAITE-
xveg amd tn B. Adpiki, Tn M. AvaTtoAn kai
nv Eupwmn. To cuunéolio Ba mepidauBdvel
€l0nyAoEIG, OTPOYYUAR tpdmela kal SidAo-
YO HE TO KOIVS, UE OTOXO TNV Kataypaodn
NG Katdotaong, Tov MpoBAnUatioyd dAAa
Kal TOV €VTOMIOUS TWV avaykaiwv KIVAoe-
WV, OTIG orfoieg umopei va mpoRel n téxvn
yia 1oopporia, ceBacud otnv €tepdINTa,
eKONUOKPATIOUS, €Aeubepia TG Ekdpa-
ONG Kal AEIToupyia Twv BEoP®V 01O VEO
peuoTd Kal pn mpdodopo Tomio tng Me-
OOYEIOU YIa TNV KAANITEXVIKA, Kal YEVIKG-
1epa, €kppaon. H oxéon tou Beopol pE
10 Youoegia kal Ta mavemothyia, ol TuTol
XpNUAtoddTnong, 0 TOAUTIOAITIGHIKGG Kal
SIaTOAITIOHIKOG XApPaKTAPAG Tou, n avddel-
En TwV pOAWV TOU «aveEGPTNTOU EMUEAN-
TAY», TOU KAANITEXVN EMPEANTA, TOU JIEU-
Buvtri-manager, n eknaideutikn didotaon,
N OUMHPETOXA TNG TOMKAG Kolvwviag, o
€0eAOVTIONOG WG PNXaviopdg diaudpdw-
ONG TNG auplavig Kovwviag, o pOAog Tou
TTOAITN, O ATOKAEIONAG, Ol EVIACEIG UETA-
EU aTOUWV JIAPOPETIKWY AVTINAYEWY, TO
aotikd marketing kai city branding, kabwg
€Mmiong Kal n oUvdeon Tng MOANG UE TOV TTO-
MTIOTIKO Toupioud eival opiopéva amé ta
¢ntripata mou 6a avadeixBouv.

Y& pia emoxn mou o apiBudg twv Mmie-

issue of immigration taking centre stage.
The symposium “The Role of the
Biennales in the Mediterranean Today"
will explore the meaning and role of
Biennales, with a particular emphasis
on present-day Mediterranean.

The Symposium will also review

the accumulated experiences from

the three-part programme of the

third, fourth and fifths edition of the
Thessaloniki Biennale of Contemporary
Art. All three editions were organised
under the general title “Old Intersections
- Make it New", in a six-year effort to
establish in Thessaloniki an observatory
focused on artistic creativity in the
Mediterranean and on the role art plays
in the region. Since 2011, the city has
served as a host and a platform for open
dialogue and a venue for the exchange
of experiences and ideas, organising art
exhibitions, actions and public space
interventions, as well as a total of three
symposia, one in each Biennale edition.
During this final theoretical meeting

in the context of of the 5th Biennale,
participants will review the work of the
previous symposia. Our guest speakers
are directors and curators from the
various Biennales organised in the
Mediterranean, as well as artists from
Northern Africa, the Middle East and
Europe. The Symposium will include

a series of lectures, a roundtable and
an open discussion with the audience,
in an attempt to discuss current
conditions and concerns, but also
identify which initiatives are required

to allow art to promote the ideas of
balance, tolerance, democratisation
and free expression, and support the
establishment of institutions that foster
free expression in the arts and all other
fields, in the current ever-changing

and "unpropitious" Mediterranean
landscape.

The ties between the institution of the
Biennales and museums and universities,
their multicultural and intercultural
character, the promotion of the diverse
roles of the “independent curator”,
artist and director-manager, the role

of education, the participation of local
society, volunteerism as a mechanism
that helps shape tomorrow's society,
the role of the citizen, the problem of



vdAe au&dvel ouvexwg, To Mapadoaoiakd
mpdéTumo TNG Maykdopiag kAipakag diop-
ydvwong atovei yia moAAoUg Adyoug Kai
0 Beoudg pooeyyiZetal MAEOV GE HIKPO-
Tepn KAfpaka, eEaodalidovtag KpaTIKA,
opoomovalaknA, TOTKA, IBIOTIKA A ouv-
duacuévn XpnuatodoTnon, EMIKEVIP®-
vVOoVTag OTOV TOMTIOTIKO N €0WTEPIKO
ToUpIoPS Kal oTNV eMTAXUVON TNG ACTI-
KAG avdmAaong, a&lomolwvTag OUYKE-
KPIMEVEG HOPDEG KAANITEXVIKAG dpdong
0TO TAQIOI0 TNG TTAyKOOMIAG TTOMTIOTIKNAG
Brounxaviag. O KaAMITéXvng kal gviote
0 EMUEANTAG KAl 0 manager Jev yvw-
piouv vewypadikd oOpia, UIOBETWVTAG
10 31€OVEG TIpdTUTO Kal avantliooovTag,
UTTOXPEWTIKA, OUCIAOTIKEG KAl ATTOTEAE-
OUATIKEG ETIKOIVWVIAKEG OeEIdTNTEG.
‘000 SNUIOUPYIKEG Kal TIPOOJEUTIKEG Kal
av BewpouvTal, ol SlI0PYAVWOEIG AUTES
divouv, aképa ouxvd, tnv eviinwon ot
mpoBdAAouv pia outomikn Béaon Tou
K6opou, tnv oroia emBupolv va pol-
pactoUv PeE TO KoIvo toug. O didhoyog,
n agolBaidtnta Kal 1o evdiapépov InG
TOTKAG Kolvwviag Tmpoodiopifouv Tnv
EMITUXIO AUTWV TV ekBEoewy, Tépa amd
v avatpododdTnon piag avantuood-
pevng Brounxaviag toupiopou. Ma opi-
ouévoug eival éva meipapa moAuteAeiag,
yia dANoug €éva eVIUTTwoIako TTOAITIOTIKG
uopPwUa Kal pia edoxnun PETAUOPOW-
on TOU KOGUOU oTNV €MOXNA Tou UOTEPOU
kamtaliopoyu, €vag «PpeoTIBANOUOGH”
yia dAAoug mdAAI eival pia evailAakTikn
AUon otnv aduvapia Twv POUCEiwvV va
avtamokpiBoly, HE TOV TIEPIOPICUEVO
OECUIKO TOUG XapaktApa Kal tnv €ANEl-
Un mépwV, ye aubopuntiond Kal eveAi&ia
otnv €EEMEN TnG oUyxpovng Téxvng. Kd-
molol BAémouv TI¢ MmievdAe wg Témoug
SlapuecoAdBnaong mou avatibevtal cuxvd
o EEVOUG WG TTPOG ToV TOTO 0pydvwaong
EMIPEANTEG, TTOU JE TNV UTTOOTAPIEN TOU
TommKoU oTOIXElOU, SlaPopdWVOUV VEEG
KOIVWVIKEG, TIONITIOTIKEG I100PPOTIIEG N
EMPPOEG ouxvd yia Tnv eEunnpétnaon 18i-
WV OUPDEPOVTWV.

Y& auté to mepIBdAAov €peuvag, TPoRAN-
patiopoy, diahdyou, mdvw otn olyxpovn
ouvenkn, oe Béuata oxeTikd pe To dUAo,
10 ABOG, TNV TAUTOTNTA, TNV MAYKOOHIO-
moinon, To YETAATOIKIOKO KABeoTW®S, TN
petavdoteuon, tn dnpioupyia, epunveia
Kal €ékBeon tng TéXVng, Tnv emévduon,
0a Biyolv kpioipya Znthpata tou pdAou

exclusion, the tensions between people
of different beliefs, and the topics of
urban marketing and city branding are
some of the issues that will be discussed
and analysed at the Symposium.

At a time when the number of Biennales
is on the rise, the traditional model

of global-scale events is declining for
various reasons. As an institution, the
Biennale is following a smaller-scale
approach, securing state, federal, local
and private funding, or a combination
of those sources. Biennales thrive on
cultural and domestic tourism and

help accelerate urban renaissance and
regeneration, by selecting and utilising
the most appropriate forms of art from
the global cultural industry. The artist
and, often, the curator and manager
defy geographical boundaries, adopting
an international model and developing,
out of necessity, essential and effective
communication skills.

No matter how creative and progressive
such exhibitions are, they still give to
many the impression that they promote
an idealistic view of the world they want
to share with the audience. Dialogue,
reciprocation and the engagement

of local communities in host cities

are the key factors that determine

the success of the exhibitions, in
addition to the feedback received

from the growing tourism industry.

To some, the Biennales represent an
indulgent experiment, to others an
impressive cultural undertaking and a
plausible transformation of the world

at the time of late-capitalism, a form

of “festivalism”; there are still others
who believe the Biennales are a viable
alternative to the inability of museums
to respond —due to their limited
thematic character and paltry funding-—
promptly and flexibly to the evolution
of contemporary art. Some see the
Biennales as places of mediation, often
assigned to curators from abroad, who,
with local support, create new social,
cultural balances and influences, often
to serve their own interests.

Against this backdrop of research, soul-
searching and dialogue on the conditions
prevailing in contemporary society with
regard to the issues of gender, norms,
identity, globalisation, post-colonial
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Twv MmievdAe otov 210 ai®va. Oa teboulv
Kal meavov Ba amavinBolv epwTAPATA
onw¢: péoa amd moieg d1adikaocieg, pe
molov TPOTIO Kal TIOI0 ATOTEAECHA €l
oTPdTTEl N TOTIKA Kolvwvia aAAd kal n
TaykOouId KOIvOTNTA TNV EMEVOUCN AUTA,
ue 6Aa ta onyeia oUyKAIoNG Kal oUyKPoU-
ONG TTOU EVOWHATWVEI GTNV TTPOCEYYION
NG S1adOPETIKOTNTAG TWV TOAITIOUWDV
Kal TG KdBe KouAtoUpag; EvioxUovtal ol
KAAAITEXVIKEG KAl TTOMITICTIKEG UTTOOOUEG
TWV PIKPOTEPWY MOAEWY Kal EMITUYXAVE-
Tal évag PakpompdBeouog oTPATNYIKOG
oxedlaopudg avdmntuéng, e eEwoTtpédela,
UE OUVEPYIEG Kal KAfga aAAnAeyyulng,
ue mvelua ouvepyaoiag kai he dnuioup-
yia KatdAANAwV UTTOSOU®V TOAITIOHOU;
YTooTNPIZeTal EMAPKWG N EKTAISEUTI-
ki didotaon; Xuvdéovtal TMePICOOTEPO
Kal yvwpiZouv KaAUTEPA ol KATOIKOI TNV
moAn toug; ZuuBdAAouv o MmievdAie
evepyd oTnv evioxuon Tng eMidpacng Kai
ToU 0gBacpoUl TNG TEXVNG Kal TOU TTOAITI-
opoU otov KGouo, aAAd Kal otnv aioBnaon
611 untdpxel ué€ANov Tépa kal mapd 1o dU-
oKoAo mapdv mou Biwvouv ol Aaof Tng Me-
ocoyeiou; AlagopdrvovTtal véa dikTua Kai
véeg Bdoelg mMAnpoddpnong yia Tnv gvi-
oxuon TnG MPOcBaAcng, TNG MKoIVwViag
Kal TNG KIVNTIKOTNTAG; Mg diaxeipildua-
OTE TNV €BVIKNA aVTITIPOOWTIEUGN Kal TOV
SiamoAitiopiké didAoyo yia tnv téxvn; Ti
utopei kal 11 Ba €mpere va eival yia Mmie-
vdAe oTOV X®WPO TNG Meooyeiou;

O1 mpoBAnuatiopoi autoi ouvioToUv TO
mAaiolo yUpw amé To omoio Ba avamtu-
xBoUv ol elonynoeig kal o d1dAoyog 1on-
YNTOV Kal Koivou, ye tnv memoidnon ot
ol amavtnoelg, Ba amoTeAécouv apaka-
1adnkn éxi pévo yia To cuumdoio TNG 5n¢
MmigvdAe ZUyxpovng Téxvng Oecoalovi-
KNG aAAd kai yia To péAAov Kai Tov pAo
TV MmievdAe TnG eupUTEPNG TTEPIOXAG.

AigtBuvon: Katepiva Kookivd
ZUVTOVIOHO6G: Katepiva Maupopixdin

regimes, immigration and the issue

of artistic creation, interpretation,

art exhibition and investment, the
symposium will touch on major issues
concerning the role of Biennales in the
21st century. Some of the questions that
will be raised and, hopefully, answered
are: through which processes, in what
way and with what outcome does the
local and global community respond

to this investment, given all the points

of convergence and collision that it
incorporates in its approach to the
diversity of civilisations and individual
cultures? Does it help strengthen the
artistic and cultural infrastructure of
smaller cities and does it help to achieve
a long-term, strategic plan for growth
and development based on extroversion,
synergies, a spirit of solidarity and
cooperation, and the creation of the
suitable cultural infrastructure? Is the
educational aspect of those events
adequately supported? Do they bring
local residents closer to their city,
allowing them to get to know their

city better? Do the Biennales actively
promote the influence of and respect
towards art and culture across the world,
as well as the feeling that thereis a
future beyond the hardships experienced
by the peoples of the Mediterranean? Do
they create new networks and sources of
information that can strengthen access,
communication and mobility? How do
we manage national representation and
intercultural dialogue with regard to art?
What should a Mediterranean Biennale
be and aspire to become?

These are the concerns that form the
backdrop of the guest lectures and

the dialogue between the speakers

and the audience. We firmly believe

that the answers produced will serve

as a valuable legacy not only for the
symposium of the 5th Thessaloniki
Biennale of Contemporary Art, but also
for the future and role of Biennales in
the wider region.

Direction: Katerina Koskina
Coordination: Katerina Mavromichali



To euBANUATIKO €pyo «UAVIGESTO» TOU
Michelangelo Pistoletto Love Difference
Table, emeAéyn yia va AMOTEAECEl TOV
$UGIKO Kal oUPBOAIKS XWpo, YUpw amd
Tov omoio Ba mpayuatonoinéolv ol Be-
wpnTIKEG dpdoelg Tng diopydvwong. To
oxApa Tou, TTPOKANTIKG akavovioTo, Sev
eival mapd autd Tng Mecoyeiou, adou ol
XWPEG Tou Bpiokovtal A Bpéxovtal amod
autny, éxouv adaipedei pye ™ pébodo
TOU apvnTikoU-BeTikoU. H emiddvelia Tou
tpanediol, emevdedupévn Ue KaBpEmTn,

MNEPINTEPO 6
PAVILION 6

LOVE DIFFERENCE
TABLE /
MICHELANGELO
PISTOLETTO

Michelangelo Pistoletto's iconic
project-"manifesto”Love Difference
Table was selected as the literal

and symbolic space to host all the
theoretical activities of the Biennale.
Its provocatively irregular shape is that
of the Mediterranean itself, after the
countries that are washed by its waters
have been removed with the negative-
positive technique. The mirror-surface
of the table extends an invitation to
meet, communicate, share, talk and work



TTPOKAAE( yia ouvdBpolon Ye 0TOX0 TNV
€TKOIVWVIa, To yoipacua, tov SidAoyo,
NV epyaaia, evew Tautéxpova emoTpédel
™V €1IKOVa TwV ouvdaITuudvwy GUAAoYI-
Kd. To aviavakAwupevo €idwAS pag pali
ue autd tou mePIBEGANOVIOG PAG XWPOU,
yiveTal 1o eidwA0 TNG MPAyUaTIKOTNTAG, O
Kataypad£ag tou mapdvtog xpdvou aArd
Kal 0 WETPNTAG TING peuotdtntdg TOU,
adou oe deutepdAemnta €xel NdON mepdoel
oto mapeABay, tovidovtag Tnv avdykn yia
dpdon oTo TWPA.

01 mapdvieg ouveldntomololv oUANoOYIKE
n oxéon Toug Pe Tn Meodyelo, TNV KoivA
UATPa Kal B£atpo TV ONPAVTIKOTEPWV
EMTEUYUATWV TOU TIOAITIOMOU, aAAG kai
nedio paxawyv, dievéEewv eykAnudtwy, Kai
uypoU, KolvoU vVeEKpoTadeiou TTIOAAGDY aBw®-
®V avlpwnwy, €idIkdTEPA TO TEAEUTAiO
Sdidotnua. Moipaia, n akoucia N ekolala
aviavakA@pevn eikéva pag dev pmopel
mapd va pag mpoBANUATIOEl WG TPOG TIG
Spdoeig Kal Ta €épya Pag o€ pid oTIyun Té-
T0IaG Kpiong, cUyxuong Kal mapaioyiouou,
®oTE n xapd Tng Cwng, n dilackédaon Kai
10 &pdua tng mMpoaoduyidg kar o Bdvatog,
va mnyaivouv x€pi-xépl, OTwg kabnpepivd
BA€émoupe ota MME og 6Aov Tov kdouo, PE
kivduvo va efolkelwBolUpe Ye autiv tnv
mpaypatikétnta. Autdg eivar kar o Aéyog
mou BeAnoape to €pyo autd va yivel o T6-
oG avtaAAaynig TV MPORANUATIOUWY Jag
o€ 0x€on Pe Tov POAO TNG TEXVNG oNAPEPQ,
Kal €181KOTEPA TWV S10PYAVWOEWY TNG 0TN
Meadyelo, aAd kal autég otov omoio Ba
avakoivwBoulv ol mapatnpicelg, ol JUP®-
OEIG Kal Ta amoteAéopata Tou TPIYePOUS
npoypduuatog tng Mmievdhe Oeocalovi-
KNG, Ye B€ua Tn Mecdyelo Kal yevikd TiTho
«Mahiég Alaotaupwoeig - Make it Newy.

0 Michelangelo Pistoletto, évag amé toug
MO GUVEIBNTOTOINUEVOUG KAAANITEXVEG,
TAyu€vog 0TNV UTINPEGIA TOU KOIVWVIKOU
pbAou TNG TEXVNG AAAd Kal UTIOKIVNTAG
dpdoewv mou To Tatomololy, §ekivnoe
10 2002, umé Tn diopydvwaon TOU TIOAI-
TIkoU ypadeiou Cittadellarte mou o idiog
idpuoce otnv MOAN TOU YevvnBnKe, €va
mpdypauua mou adopoloe TNV amodoxn
NG £TEPOTNTAG, TNV MPOROAR TwV Slado-
PETIKWV OUCTATIKWY, BETIKWV Kal apvnti-
K@V, TOU TTOAITIOUIKOU OTiyuatog Twv dia-
DOPETIKWV KOIVOTATWY TTOU aTtoTeAOUV TO
Meooyelakd Yndidwtd, Kal Tnv avdmtuén
SiaAdyou kal KoIvav dpdoewv yia Tn Me-
odyelo. To 2003 BpaBelTnKe Pe TOV Xpu-

together, as it reflects the collective
image of the table's companions. Our
reflected image, together with the image
of our surroundings, becomes an image
of reality, a device that records the
passage of time in the present but also
measures its fluidity, given that, within
seconds, the present has already moved
into the past, underlying the urgency of
action today.

The parties gathering around the table
become fully aware of their common
relationship with the Mediterranean,

an area that has been the cradle and
theatre of the greatest achievements

of civilisation, but which has also often
been turned into a battlefield, into an
area of conflict that has witnessed

the perpetration of hideous crimes,
becoming -especially in recent times-
the collective cemetery of many
innocent people. Inescapably, willingly
or not, our reflected image makes us
dwell upon our actions and deeds in such
times of crisis, confusion and absurdity,
where the joy of life and entertainment
go hand in hand with the unending daily
media images of the refugee drama

and death, running the risk of making

us accustomed to this reality. It was

for this reason that we decided to use
this installation as the venue for our
debate and reflection on the role of
contemporary art and, particularly,

of art exhibitions and events in the
Mediterranean; it was also the reason
why we selected this venue to announce
the results of the observations,
reflections and actions of the three-part
programme of the Thessaloniki Biennale
that focused on the Mediterranean
under the general title “Old Intersections
- Make it New".

Michelangelo Pistoletto, one of the most
socially conscious artists, has been the
instigator of many actions that attest

to his devotion to the social role of

art. In 2002, under the coordination

of Cittadellarte's Political Office, an
institution he himself had founded

in his home city, Pistoletto launched

a programme aimed at promoting
tolerance, showcasing the different -
both positive and negative- components
of the cultural identity of the various
communities that make up the
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06 Aéovia tng MmievdAe Tng Bevetidg
yia 1o épyo tou Love Difference-Artistic
movement for an InterMediterranean
Politic. To Love Difference gival, mépa améd
éva évopa, pia dpdon kai éva olvenua,
Jia TTpoypappatikn SnAwaon gvog Kivipa-
TOG TIOU UTTOOTNPIZEl TNV TTAYKOGUIATN-
TA KAl TN KOIVWVIKA, evepyn dUvaun tng
TéxvnG w¢ 10€a mToAITIKOU Blgbviopou,
JE EMIKEVTIPO TN Aekdvn TnG Meooyeiou.

‘EKTOTE, TO OUYKEKPIUEVO £pY0 WG MId

amé TI¢ dpdoei¢ Tou KIVAPATOG, TTapou-
o1dZetal avd Tov KOOHO, TAQICIOPEVO
amé Kap€KAEG TTou Tpoépxovtal amod oi-
adopeTIKOUG XWPOUG -OTMw¢G Kadeveia,
omitia, mapalisg, ypadeia- kar tovidouv
TNV TMoIKIA{a TwVv avTIARYEWY, TwV ouvn-
BEIRV, TWV XPACEWV KAl TNG aI0BNTIKAG,
Kal yivetal kévipo dpAdoewv Kal EVEPYEI-
@V JE KIvnTApIio dUvaun tnv TEXVN Kal
016x0 Tn dlauecoAdpnon peta&lu diago-
PETIKWV XWPWYV, YADWCGOWY, TTONITIOU®OV Kal
BPNOKEIWV.

O1 Kdbe €eidoug -€OVIKEG, TTOMTIOUIKEG,
OIKOVOUIKEG, KOIVWVIKEG, BPNOKEUTIKEG-
S1apopEG Kal ol OPIKTEG OGUYKPOUGEIG
adevog, kal adeTépou n odolopopodia,
n 160méSWoN Kal 0 eBI0UOG WG epyaleia
TNG KAKWG EVVOOUHEVNG TIAYKOGMIOTIOI-
nong, yivovtal ta d0o aviaywvioTikd Kai
eviote ouvepyaldueva media mou uTio-
SaUAiCouV TIG GUYKPOUGIAKEG TAOEIG TTOU
talavidouv tov mAQvATN. MOAITI(OUIKES
dpdoelg, dMwg auth Mou KoIvwvei To Love
Difference Table pue 6xnua Tnv TEXvN, 0§
KaOPEMTN TV TPORANUATWY TNG TTAYKS-
opIag KolvoétnTag Kal wg agia amodoxng
NG d1adpopeTIKATNTAG KAl CUVEIdNON TNG
KOIVAG TIpoéAeuong, eival onuepa ZwTi-
KA¢ onpaciag, 810TI dnuioupyolv VEEG
TTIPOOTITIKEG Kal amoteAoUv mapddeiyua
y1a OAGKANPO TO KOIVWVIKS oTEpEwpa.

EmpuéAela mapouciaong- dielbuvon
ekdnAdoewv: Katepiva Kookivd

Mediterranean mosaic, and advancing
dialogue and common actions for the
region. In 2003, Pistoletto was awarded
the Venice Biennale's Leone d'Oro

for his work Love Difference - Artistic
Movement for an Inter-Mediterranean
Politic. Love Difference is not just a
name, but also an action and a slogan,

a programmatic announcement for a
movement that supports universality
and the social, dynamic power of art

as an idea of political trans-nationality
that focuses on the Mediterranean area.
Since then, this project, which is part

of the movement's actions, has been
presented around the world, surrounded
by chairs coming from different spaces
-coffee shops, houses, beaches, offices-
underlying the diversity of beliefs,
habits, uses and aesthetic norms and
serving as the centre of actions and
activities that have art as their driving
force, aiming at becoming a mediator
among different lands, languages,
cultures and religions.

The various types of national, cultural,
financial, social and religious differences
on the one hand, and the uniformity,
levelling and addiction that are the tools
of anill-conceived globalisation, have
emerged as two conflicting but often
also cooperating powers, that inflame
the conflicting tendencies haunting the
planet. Political and cultural actions like
the one promoted by Love Difference
Table, which use art as the means

to reflect on the problems of global
society, that promote tolerance and the
realisation of our common roots and
origins, are of vital importance today, as
they open up new prospects and set an
example for the entire society.

Presentation-management of events:
Katerina Koskina
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CHRONIS PECHLIVANIDIS -
A JOURNEY INTO THE
WORLD OF SUFISM
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H ékBeon Xpdvng [MexAiBavidng - Eva
1a€id1 0TO0 K6OUO TOU COUPITUOU TTAPOU-
oldotnke oto Mouceio Mmevdkn, oto
KTiplo TG 000U MNelpai®g amé Tig 2 Mai-
ou £€wG 27 louAiou 2014. 1o TAQioIo TG
ouvepyaoiag tou Mouceiou Mmevdkn pe
Tov AfJo ©eocaAovikng, n €kBeon peta-
$€pBnke oTo OBWUAVIKG pvnueio AAatld
Iluapé€T, e okomd va TTapouUGCIACEl GTO KOI-
vé Tng @e00aAovikng TOV JUGTIKIONS 0TI
XWPEG TNG AVATOANG, TNV I0TOPIa TOU Kal
TIG BACIKEG TOU EVVOIEG.

O I0AAUIKOG UUOCTIKIONOG N ooudiopudg
amoteAel €va TVEUPATIKO Kivnud Tou
Slapopdwbnke péoa oto loAdu. O cou-
d1opdG €ival pia ecwTEPIKR PIAocodia,
évag Ttpomog CwNnG Kal pia TIVEUHATIKA
TTOpEia MPOG Tov OO Pe KUPIO OKOTIO TNV
avaZAtnon TnG aARBeIag Kal Tnv évwaon
JE Tov Oed Yéow TNG aydmng Kai TnG ado-
oiwong. H eumelpia autn dev ekppdletal
Je AOyia, aANd Biwvetal pe 181GJouoeg
UUOTIKEG TPAKTIKEG. YT TNV évvola autnh
0 HUOCTIKIONOG eival éva e0WTEPIKG Kivn-
ya mou anavTd o€ MOAAEG OpnoKeieg.

Mia amd TI¢ BACIKEG TIPAKTIKEG TOU OOU-
dlopoU amoteAel n tEAETA avdpvnong
(C1pK), kKatd tnv omoia n emavaiauBavé-
JEVN amayyeAia MPOOEUXWY 1 Tou ovoua-
TOG ToU Bg0oU o€ cuvduaouo Pe Tov xopd
n tn ouvodeia Pouoikng, BonBoulv Tov
pyunpévo va umepPei To ATOUIKG TOU EY®

The exhibition, Chronis Pechlivanidis

- A journey into the world of Sufism,
was originally presented by the Benaki
Museum at Pireos Street in Athens,
from May 2 to July 27, 2014. In the
context of the collaboration between
the Benaki Museum and the Municipality
of Thessaloniki, the exhibition was be
transferred to the Ottoman monument,
Alatza Imaret, to introduce the audience
of Thessaloniki to the mysticism of the
East, its history and basic concepts.
Islamic mysticism, or Sufism, is a
spiritual movement formed within
Islam. Sufism is an esoteric philosophy,
a way of life, a spiritual path towards
the divine, whose main purpose is the
discovery of the truth and unification
with God through love and devotion. It
is an inexpressible experience that can
only be felt through specific mystical
practices. In that sense, mysticism is
an esoteric movement found in many
religions.

One of the core practices of Sufism is
the devotional act of remembrance
(Zikr), in which short prayers or the
names of God are repeatedly recited,
often accompanied by music, helping
the initiated transcend his individual ego
and approach the divine. It is believed
that mystical teachings and acts are



Kal va Tipoceyyioel To B0€io. MUGTIKIOTIKES
518a0KaAieG Kal TPAKTIKEG amd MoAUdpI6-
JOUG POUGOUAUAGVOUG Kal coudikd Tdy-
yata ekTiydtal 0TI UTTdpXouv oAPEPA OE
TTOAAEG TIEPIOXEG TOU 10AauIKoU KGouoU
kar diadopotololvtal avdloya HE TIG
KaTaBoA£G, TNV I0TOPIKA S1adpoun Kal tn
YEWYPADIKNA TOUG TTPOEAEUDN.

O1 EVOTNTEG

H kUpia evétnta TnG €KOEONG amote-
Aeftal amdé €va €IKaoTiké-omtikG Tagidl
uéoa amé olvtoueg TIPORBOAEG BivTED TOU
oknvoBETn Xpdvn MexAiBavidn. To €pyo
nepiIAapBdvel teAeTég amd OladopETI-
KEG TTEPIOXEG, OTTOU dpaactnplomoloUvTal
TAypata ooudloTWy, Kal UToypapuicel
TNV TolKIAopopdia Toug. Amé Toug yvVw-
oToUG TIEPIOTPEPOUEVOUG OepPBiondeg
™ng Toupkiag oToug uUoTeg ota BABN Tou
Ipdv kal amd ekei oto adpikaviké loAdu
TOU Zouddv.

Tnv ékBeon eumAoutilel PwTtoypadIkd
UNIKO PE avTIKEIYEVA amd TIG GUAAOYEG
Tou Mouoegiou Mmevdkn, Ta omoia xpnaoi-
yotroinBnkav amé coudIcTEG N €ival €pya
eUTVeUOUEéva amd Tov I0AAUIKG HUGTIKI-
ouod, KabWs Kal dwrtoypadieg pvnueiny,
Ta TIEPIOOOTEPA EPNUWHEVOI TEKEDEG,
mou Bpiokovtal o€ SIAPOPEG TTEPIOXES
TOU €AANVIKOU XWPOU Kal paptupolv
TNV TTAPOUCIa COUDIKWY adeADOTATWV.
>Tnv MePIOXN TwV BaAkaviov Kupiapxei n
adeAdOTNTa TWV MMEKTAGIdWY, OI OTT0I0I
apxikd mpowBnenkav pe tnv eEdmAwon
Twv OBwuavev kal eival éva Zwviavéd
KOUUATI TNG TOMIKAG BPNOKEUTIKAG Kal
TTOAITIGUIKAG KANPOVORIGG.

EmpéAeia: Miva Mwpaitou

219

practised by a great number of Muslims
in many parts of the Islamic world even
today. These practices differ depending
on their origins, history and locality.

The parts

The main part of the exhibition is a
visual-artistic journey, consisting of
short projections of videos by Chronis
Pechlivanidis. The work features rituals
performed in various regions where
Sufi orders are active, highlighting their
diversity, from the well-known Whirling
Dervishes of Turkey to the mystics in the
hinterland of Iran and the African Islam
of Sudan.

The exhibition is accompanied

by photographs from the Benaki
Collections, which present objects
used by Sufis or inspired by Islamic
mysticism. The photographs also
feature monuments, mostly deserted
tekkes (dervish monasteries), scattered
across Greece, which are testament

of the earlier presence of Sufi orders.
The dominant one in the Balkans is

the Bektashi Order, whose members
originally advanced with the expansion
of the Ottomans, and are now a living
part of local religious and cultural
heritage.

Curator: Mina Moraitou

T G 1 T

I}

TR Y e




EOH > ABBIAH:
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TRANSPLANTATION
eykatdotacn otnv
KdZa Mmidvka

TRANSPLANTATION
installation at Casa
Bianca

Lost (hi)story, By the Gate, Garden: Tp&ig
auTOVOUEG eVOTNTEG £pywV SnuioupyolV
Tpla apxeia, apBpwvovTag Yia €IKACTIKA
diadikacia emavampoaodiopiopoy, avi-
XVEUONG Kal VEAG xapToypddnong eviog
™ng Aekdvng tng Meooyeiou, avapopikd
UE TIG OXEOEIG OUAAOYIKAG KAl ATOMIKAG
tautdtnTag Kal pe d€ova Tnv €vvold tng
JeTOIKNONG.

>tnv evétnta Lost (hi)story mepihaupd-
VETAI JIa emAoyn amd pwtoypadieg Ue
avauvnoTikd otiygidtuma and tnv Aguo-
XWOTO, 0TIG APXEG TNG dEKAETIAG Tou '70,
yla TIG omoieg n KaAAITéxvng {ATnoE oU-
VTIOUEG TTEPIYPADEG. AUTO TO OXONIACUE-
VO dwToypadIikd apxeio, TTOU TTPOEKUWE
KAl ME TN GUMPMETOXA GTN SnUIOUPYIKA
dladikacia avlpwmwv mou dev €xouv
Tnv I810TNTA TOU KAAAITEXVN, ATOTEAE(
€va oUAAOYIKO €pyo TTou avaBaduilel tnv
avdpvnon kai Tn gvApn o€ KAAMTEXVIKO
TIPOIOV.

Mapatnp® UE TPOCOXN AUTEG TIG Ava-
UVNOTIKEG dwToypadieg 40 xpdvia Tpiv
otnv Apudxwoto, TOAN euTuxn TOTE,
omwg kal 61aBdlw ta oxOAla TWV EIKOVI-
Couévwv 40 xpovia HeTd TN ANYN aUTWOV
Twv dwToypadidv. O1 dYeig tng mMOANgG,
ol TMOZEG TwV avepWTWY, Ta oTIYUIOTUTIA,
OAEG AUTEG Ol ATMOCTIAOUATIKEG EIKOVEG,
OUUTTANPWUEVEG UE ONPEPIVO AGYO VIa TIG
PAEEIG Kal TIG 106G Y1ag AAANG ETOXNG,
€pxovTal va TAGooUV pia KUKAIKA TEXVN
Tng pvAung, xdpn otnv omoia wvIaveu-
oUV OTIYUEG amd TN «HIKPRY avlp@mivn
10TOpia, KABWG AUTA HPVNUEIOVETAl WE
amodacioTIKA povadikoTnta.

>tnv evétnta By the Gate dnuioupyeital
€éva apxeio Ye auotnpn emAoyn Pwto-
ypaodl®dv amé éva moAudpiduo olvoho
ANPEewY, 6TTou n ZaPBRidn £xel kataypdyel
TIG OoKNvVoypadIikéG aAAayég mou Eetu-
Alyovtal oTnv auli olkiag PETAvVAoTWV
otn olyxpovn Agukwaoia. ONeg ol AAYEIG
éyivav amé €va otabepd onueio -0TIg
TApUGEG PETAEU dnNUOGCIOU Kal 13IWTIKOU

Lost (hi)story, By the Gate, Garden:
Three independent series of works
forming three archives, all of

which articulate a visual process of
redefinition, tracing and mapping within
the Mediterranean basin, with regards
to what one could call the collective, but
also individual, identity. Their common
thread is the concept of transplantation.
The Lost (hi)story series includes a
selection of snapshots from Famagusta,
dating to the early 1970s. The artist was
given short descriptions of the photos,
leading to the creation of an annotated
photo archive. Non-artists participated
in the creative process, making Lost
(hi)story a collective work that turns
memory and recollection into a superior
art product.

| carefully observe these snapshots
taken forty years ago in Famagusta, a
happy city at the time, and | read the
comments of the people depicted in the
photographs, 40 years after they were
originally taken. The various aspects

of the city, the poses of the people,

the snapshots, all those fragmentary
images, complemented by comments
made in the present time to describe
actions and ideas of an earlier time,
come together to produce a circular

art of memory, which brings back to

life moments from the lives of ordinary
people, monumentalised with a decisive
unigueness.

The series titled By the Gate creates an
archive of strictly selected photographs
from among a large number of shots
taken by Savvides, which depict the
scenographic changes taking place in
the yard of a home housing immigrants
in present-day Nicosia. All the shots were
taken from a fixed point —on the verge
between public and private space— at
specific times of day over a period of
approximately two years (from the



XWPOU- KAl OE OUYKEKPIUEVEG WPEG TNG
nuépag yia dUo xpdvia mepimou, amd to
KaAokaipl Tou 2012 éwg TO XEIHWvVA TOU
2014, wote va anabavatiotolv 600 TO
duvatév TEPIOOOTEPEG EKOOXEG KaBNUE-
PIVAV OKNVIK®V €vOG theatrum mundi.

01 oKNVEG OTNV AQUAR XwpPiG avBpwmivn
mapouadia, oknvikd oav otdoeig CwNg,
€101 Omw¢ n ZaBRidn TI¢ mapathpnoe
e€etaoTIkd Kal eméAeEE va TIG Kataypd-
Yel dwtoypadikd, Tovidouv KATOIES 101~
aitepeg MONITIONIKEG avadopég amd tnv
ekteBeIPEvn eIKovoTTAdaia TnG wNG TWV
AANWV.

Amé 1a Tapamdvw apxeia amoPoOvVEOV®
000 EIKOVEG SNAWVOVIAG TNV TIPOCWTTI-
KA pou elvola yia tov NiIkOAd, G «UIKpO
OAAavOO6», KapvaBaAdki oTo WTAAKOVI,
Omw¢ Kal yia tnv auli pe 1o aloydki/
koUvia Tng TaIdIkAg nAIKiag, £va oknvikO
KUPIOAEKTIKG oTnPIyUEVO TNV TUXAIOTN-
10, UE KVTAVIAIOTIKA» OTOIXEld, 6xI amd
npdOean.

Me 1o Garden (seven species/vol.l) dnui-
oupyeital pia ékdoon evog dwtoypadikol
duToloyiou, Tou apxeloBeTel Tn SladoxikA
avdamtuén GUTWV Tou KaAAIEpyRBnkav oe
véo, «EEvioy €dadog amd omoépoug Tou
uetédpepav ol petavdotes. To BIBAIo autd
amoteAel  avaudiBora uia 1816ppubunN,
évturin popdn KAmou, émou kataypddetal
UEBOSIKA N avATTuEn un eVONUIKWY €10WY,
XWPIG AeKTIKA oxdAla 1 AANEG TAnpodopi-
€G. H dnuioupyia autol Tou €vturmiou KA-

Garden

summer of 2012 until the winter of 2014),
in order to capture as many everyday life
scenes as possible from this theatrum
mundi.

The scenes in the yard, without any trace
of human presence, scenes representing
specific ways of life, as closely observed
and captured on film by Savvides,
underline distinct cultural references
from the exhibited imagery of the lives
of others.

From these archives | will pick out two
photographs, my personal favourites: the
photograph depicting Nikolas dressed

up as a “young Dutchman” sitting on the
balcony, and the photograph depicting
the yard with the little rocking horse, a
scene literally based on randomness,
with unintentional “dadaist” elements.

In Garden (seven species/vol. I) the artist
creates a photographic herbarium, which
captures the gradual growth of plants,
the seeds of which were transplanted

in “alien” soil by immigrants. Beyond
any doubt, this book is an unusual

kind of garden in printed form, which
methodically records the growth of
non-endemic species, without any
annotations or commentary. The
creation of this printed garden appears
to defend every publicly presented
practice that expresses elements and
aspects of artistic desire.

In this trilogy by Efi Savvides, | discern

Tou poldZel va utiepaoTietal Kabe ekdoxn
TIPAKTIKAG TTou Je tn dnpdaoia mapouciacnh
NG eKPPAlel oToIxela Kal SWEIG TNG KAAAI-
TEXVIKAG emBupiag.

AvtiAauBdvopal WG ¢' auth Tnv TPIAo-
via épywv TnG’Edng ZaBBidn, ektdg amd
Tnv avdykn dnuioupyiag apxeiwy, diadai-
VETAI KAl JIa KPITIKA oTdon mou ouvdEel
TNV TEXVN UE TTOAITIKEG €udlobNToOmoINn-
oelg. Ta autovounuéva autd cUvola dw-
Toypadi®v armormvéouv €vav aktiBiopd
ouvaicOnPatikou TUTIoU, AEITOUPYWDVTAG
WG pivl HOUCEia yia Tn «UIKPA IoTopia»
avlpwmnwy, KaBwg amnxolv adnynoelg
Kadnuepiving addvelag. Mpodkeital avay-
¢iBoAa yia dnuioupyia Sou®V Kai Wia
TPAKTIKA Tou mpoadiopiZel tnv Tdon Tou
oUyxpovou KAAAITEXvn va eUmAEEEl ToV
UTIOKEIJEVIOUO TOU OTN POiKA, duean Kai
QVTIKEIPMEVIKA TTpaypatikétnta. Mia otd-
on mou 8ev KatayyEéAAel emBEeTIKA, aAAd
mou dnAWVEl amepidpaocta tnv avdykn
UEBEENG 0TO «dpdua» TG avelpwIIvng
katdotaong.-

310 BiBAio tng Avnouxiag o Fernando
Pessoa, eixe el MwG OAEG UAG Ol EVIUTIW-
O€IG eival AUETAO0TEG, EKTOG KI AV TIG KA-
VOUUE AoyoTexVIkEG. Mapadpddovtag Kai
KUpiwg SieupUvovTtag autn tnv opoloyia
Ba umopoUcaye va MoUUE TTWG Ol EVTUTIW-
o€l gival yetadooipeg pévo étav yivouv
Téxvn.

EmpéAeia: OdAsia Xtedpavidou

not only the artist's need to create
archives, but also a critical stance that
connects art with political awareness.
These independent sets of photographs
radiate a certain sentimental activism,
functioning as mini museums presenting
the “microhistory” of ordinary people, by
echoing narrations of unseen everyday
life. This is certainly a structure-building
exercise and a practice that defines the
tendency of modern artists to engage
their subjectivity in the flowing, direct
and objective reality. This is not a
position of aggressive accusations, but
an explicit expression of the need for
communion with the “tragedy” of the
human condition.

In The Book of Disquiet, Fernando
Pessoa argued that our impressions can
never be communicated, unless we turn
them into literature. By paraphrasing or,
more accurately, broadening the scope
of this confession, we could argue that
impressions can only be communicated
when they become Art.

Curator: Thalea Stefanidou

By the Gate
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ANNH KAATZIAQY: EIKAXTIKEZ
AIA>TAYPQ2ER >TH POMAIKH ATOPA
TH> OE22AAONIKHX

ANNI KALTSIDOU: VISUAL
INTERSECTIONS AT THESSALONIKI'S
ROMAN AGORA

>INV TPITN auth atoplkn tng €kBeon n
‘Avvn KaAtoidou eprmmAouTticel kal eEgNiooel
v mponyouuevn Souleld TnG. H duon Kkai
Ta UAIKG -yia Tiapddelyua- maifouv mpw-
Tapxikd poélo, dMw¢ kai oe mponyoUueva
€pya tng. Qot6o0, otn véa €kBeon n KaA-
NITEXVNG ETIXEIPEI VA QVTIMETWITIOE] PIa 101
aitepn MPOKANGN: TNV TTPOCAPHOYA Kal TNV
€EENIEN TOU €pyou TNG péca oe €vav amd
TOUG ONUAVTIKATEPOUG APXAIOAOYIKOUG X~
pPOUG TNG TIOANG, 0TNV KAPJId TOU ACTIKOU
tormiou. Emnpeacpévn Babid amd to apxalo-
AoyIké Kail TO 10TOoPIKG UTTORABPO TNG TIEPIO-
XNg, n KaAtoidou mapouaidlel otn Pwuaikn
Ayopd tng Oeocalovikng duo €pya.

H peydAwv dlaotdoewv eykatdotacn otnv
Kpumtd $1od amoteAeital amé TnAG Kai
dUANG PeUSOXPUOOU. Y€ KEVIPIKO PEPOG
™G oUvBeong amokaAUTITETal pid Hopdn
amd mnAG oe euBpuakn otdon. X' autiv
odnyouv vontd ta BAPata mou oxnuatio-
vTal Mavw ota aiwpouueva pUAAa Tou Yeu-
06xpuoou. ESw PBAEMoupE TOV «dUICUO»
TV épywv TnG KaAtoidou: To yrivo xpwua
NG HOoPdNG avTIMapaBAAAETAl UE TO UTTEP-
Velo (utiepduoikng didotaong) xpuod Tou
v TEPIBAAAE], Ta amAwUEva KaTd PNKog
™G 0T10dG GUAAa avtimapatiBevial e To
KOUAOUPIAOUEVO OWHA, EVW N KIvNon Toug
avtItiBetal otn oTatikATNTA TOU CUVOAOU.
H popdn umopei va oupBoAiZel tn Zwni aAAG
Kal Tov Bdvato, evw Ta BApata yupw amod
TO avOpWMIVO OWUA TIAPATEUTIOUV OTNV
avtioToIxn Topeia. STov umdAoITio apxai-
OAOYIKO XWPO TA TIPOOWTIEId avOpWTwV
dladpoépwv NAIKIOV yivovtal éva Pe tn yn,
ONPATOd0TWVIAG To £dprigepo, SnAadn To
gudAwto oToIXelo TNG avBpwmvng duong,
TO yeyovog OTI dev €fPAcTE TAVIOTIVOL.
AmoktoUv dITTA onyacia, cupBoAiouv Tnv
apxn Kal To TéAog, Tn xapd Kai Tn AUTn, TNV
mapoucia aAAd Kal Tnv TauTéXpovn armou-
ofa Tng avepwmivng Umapéng. H KaAAITé-
xvng dev eoTidlel yévo oTo TEAIKO €pyo
TéXvng, aAAd eupével otn Sladikaoia Tng
dnpioupyiag Tou, KoTIEPVEI» Ta MPOowa
oTn yn, Ta KabioTd éva Y’ autn, avadeikvu-
ov1ag tnv mpoomdheld tng va S1acuvOEael
v avBpwmvn Urmapén pe Tn dpuon. Ma tnv
id1a tnv KaAtoidou, Ta mpoéowTa maparé-
UTTIOUV O€ «avOp@ITIva EPEITIa» Kal TauTi-
Zovtal Ye ekeiva avBpwmwv mou €Znoav
TNV TEPIOXN.

MaAaidtepeg eykataotdoelg tng KaAtoi-
S0U PE avOpwWmIVeG HopdEG, mMpdowma Kal
avOpwmiva péAn, ¢Tiayuéveg amd TnAG,

In this, her third solo exhibition, Anni
Kaltsidou enriches and develops her
previous work. As in her earlier works,
nature and materials play a crucial

role, but in her new exhibition the

artist endeavors to address a particular
challenge: how to develop her work and
adapt it to one of the most important
archaeological sites of the city, situated
right in the heart of the urban landscape.
Deeply influenced by the archaeological
and historical background of the

area, Kaltsidou presents two works at
Thessaloniki's Roman Agora.

Her large installation at the
Cryptoporticus is made of clay and ormolu
(gilded bronze) leaves. The central part of
the composition reveals a clay figure in
the fetal position. The virtual steps formed
by the suspended leaves of mosaic gold
lead to the figure. We can see here the
“duality” that characterizes the works of
Kaltsidou: the earthy tones of the figure
are contrasted with the unearthly (by
virtue of its supernatural dimensions)
gold surrounding it; the leaves, spread
out as they are along the length of the
portico, are contrasted with the huddled
up body, their movement set against the
immobility of the whole. The figure could
be interpreted as a symbol of life, but
also of death, with the steps surrounding
the body alluding to the natural course
of human life. The other parts of the
archaeological site feature masks of
people of various ages, who become one
with the earth, denoting the ephemeral,
and hence vulnerable aspect of human
nature: the inescapable fact that no one
can live forever. They acquire a double
meaning, symbolizing the beginning and
the end, joy and sorrow, the presence and
parallel absence of human existence. The
artist is not interested exclusively in the
final work of art; instead, she insists on
the importance of the creative processes,
“planting” the faces and uniting them
with the earth, thereby highlighting her
attempt to connect human existence with
nature. According to the artist herself,
those faces allude to “human ruins”,
identified with the faces of the people who
once inhabited the area.

Past installations created by Kaltsidou
-human figures, faces and body parts,
made of clay, gold leaves, or grass- find



®UAa xpuooU, ypacidl, Bpiokouv otn Pw-
paikn Ayopd to «PucCIKG» TougG TEPIBAA-
Aov. Moiddel oav n €IKACTIKOG va BPrike Tov
«ummodox€a» Tou €pyou tnG. H KaAtaidou
avtAei TNV EUMVEUon Tng amd MaISIKEG Pvi-
UEG amoé eMOKEWEIG OE HOUCEIT Kal UvNUEeia
NG TMOANG, Ol OTOIEG €XOUV SIAUOPPWOEI
TN JIGAEKTIKN TNG OXEON PE OTOIXEID TWV
apxaiwv kal BuZavtivdv xpovwy. H popodn
o€ euBpuakn otdon, Ta BAPata, Ta MPéow-
Ta, EIKOVOTIoloUV TNV TMOPEia TNG TTOANG Kal
TV avlpwnwv péoa oto xpdvo. Ta UNIKG
TMApaméPTouV oTn XPAon TOU XWPOU, O
TNAGG 0Ta KEPAWIKA gpyactnpia Twv Bula-
VTIVOV XpOVWY, 0 XpUoOG 0TO MO 10XUpd
AVTAAAGKTIKO PEaoO.

Ta BApata, ta MPOOWMA KAl N KEVIPIKA
yopdn TNG eykatdotaong «Zwviaveu-
ouv» péoa amd tnv mepddpuavg. Neapég
KomréAeg BadiCouv Tpayoudwvtag n KEOe
yia otn yAwooa piag d1adopETIKAG TTOAITI-
OMIKNG KolvoTNTag tng Ogooalovikng Kal
KATAANYoUV va oTEKOVTAl WG GAAEG «Maye-
UEVEGY OTIG Hapudpiveg BUpeg Tou Qdeiou,
EVW N EIKACTIKOG TIG TPOoCeyyiZel BouBd
Kal evamoBétel dimAa oe KABe pyopdn €va
yaupo JavtAAl, Kivntomolwvtag Tov Beatn
OTTTIKA, NXNTIKG, KIVNTIKA Kal cuvalobnuati-
Kd. O1 avadopEG TOIKIAEG: EKKIVOVTAG amd
TIG «Mayeuévegy, TIG avdyAudeg uvnueia-
KEG HOPDEG TTOU KoopoUoav tTnv eupUTtePN
neploxn TG Pwuaikng Ayopdg péxpr tov
190 aidva kai onpepa mapapévouv «Biaia
EeviTepévesy oto AoUBpo, n KaAtcidou
KAvel €éva oxOAIo yia TNV ATIOAEID Kal TNV

their “natural” environment in the Roman
Agora. One feels that the artist has finally
discovered the perfect “host” for her
work. Kaltsidou draws inspiration from
childhood memories and visits to the city's
museums and monuments, which helped
shape her dialectical relationship with
elements of the ancient and Byzantine
eras. The figure in fetal position, the steps,
the faces, they all illustrate the course of
the city and its inhabitants through the
ages. The materials allude to the practical
functions of the site: clay to the ceramic
workshops of the Byzantine era, gold to
the ultimate medium of exchange.

The performance brings “life"” to the
steps, the faces and the central figure

of the installation. Young women are
walking and singing in the different
languages of the various communities

of multicultural Thessaloniki. Eventually
they reach the marble doors of the
Odeon, where they stop and remain

still, alluding to Las Incantadas (the
“Enchanted ones"); in silence, the

artist approaches them and places a
black scarf next to each one, moving

the audience visually, acoustically,
kinetically and emotionally. The scene

is ripe with allusions; Kaltsidou makes a
comment about the “Enchanted Ones”,
the monumental relief figures that

used to decorate the general area of

the Roman Agora until the 19th century
and are still “violently expatriated”
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avaykaidtnta €moTPodri¢ Toug, yia Tnv
TTOAUTTIOAITIOMIKOTNTA Kal Tn ouvUmapén di-
APOPETIKWY KOIVOTATWV 0Tn O€coalovikn,
aAAd kai yia Toug véoug mou avaykdZovtal
va gykataAeiPouv tn xwpa Adyw TnG Kpi-
ong. H mepddpuavg pmopeil va 10wBel wg
OUVEXEID TOU «TTONITIKOU» OXOAiOU TNG €I
KAoTIKoU, TO omoio MPWTodpBpwWae UE TNV
Apmayn (2014), yia PHETWIN EUTIVEUOUEVN
amd ta yAurtd tou MapBeviva, mdvw otnv
oroia eixe evamoBéoel €va palipo KOUPATI
Upaoua G uméuvnon TNG AmMWAEIAG Kal
ToUu TéVBOoUG TTOU CUVETAYETal.

Mapd tnv autotéAela KGBe €pyou, Ta Pépn
NG doUAeIdG TTou mapoucidZel n KaAtoidou
ouvdéovtal HeTa&l toug. O eMOKEMTNG, €l
OXWPWVTAG OTOV APXAIOAOYIKO XWPO, SEXE-
Tal Ta OmTIKA gpeBiouata Twv oUyXPovwv
€pyWV TEXVNG. H gpunveia ToUuG EVATIOKEI-
Tal otov id10: umopei va ta el xwplotd i
G éva oUvoAo, UTIOPEl va Ta epunveUoel
WG YEPOG TNG IoToPiag TNG MOANG, aAAd Kai
WG PEPOG TNG MPOOWTTIKNAG TOU 10TOPIAG.
Méoa amd Tnv mapouciaon Kal TOuG Gu-
OXETIOUOUG TIOU TIPOKUTTOUV amd autn, n
TMOAITIOTIKA KANpovouId Kal n iotopia (to
«TaAIo») 8la0TAUPWVOVTdl UE TO VEO (TO
€IKAOTIKO €pyo TIOU YEVVABNKE yId TNV €K-
Beon), amnxwWvTag eUOTOXA TO KEVIPIKG UN-
VUMa NG 5ng MmievdAe Zuyxpovng Téxvng
NG Ogooalovikng: «MaAi€G S1A0TAUPWOEIG
- Make it New».

EmpuéAeia: Mapia A. Kayiaddkn

at the Louvre, condemning their

loss and stressing the need for their
repatriation, but she also comments
more generally on multiculturalism

and the co-existence of the different
communities in Thessaloniki, and on the
young Greeks forced to flee the country
because of the crisis. The performance
can be interpreted as a continuation

of the artist's “political” commentary,
first articulated with her work Aprrayr/
Abduction (2014) - a metope inspired

by the Parthenon sculptures, on which
the artist had placed a black cloth, as a
reminder of the loss and the mourning it
entails.

Each element may be independent,

but the different parts of the work

are interconnected. The visitor, upon
entering the archaeological grounds, is
immediately grabbed by the visual stimuli
of the modern works of art presented.
Interpretation and meaning are left

to the visitor: he or she may see them
individually or as whole, or can interpret
them as part of the city's but also of his or
her own history.

Through the presentation of the work
and the correlations it gives birth to, the
cultural heritage and history (the “old")
intersects with the new (the work of art
created for the exhibition), aptly echoing
the main message of the 5th Thessaloniki
Biennale of Contemporary Art: “Old
Intersections - Make it New".

Curator: Maria D. Kagiadaki
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Ist INTERNATIONAL SYMPOSIUM
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«Zwn Kal téxvn gival évay: pia avoixtn
Sladikacia mou ePMAOUTIZeTal SIAPKWG
JE TN CUPPETOXNA TOU Kolvou, SiEpeuvd tn
ox€on TNG TEXVNG PE Tn Bepameia, KabBwg
Kal tn duvatdétnta avdmtuéng evog Oie-
£001koU dlaAdyou avdueoa ota dUo autd
YVWOTIKG media. ZTéX0G pag €ival yia ou-
vexng diepyaaoia ouZntnong, emegepyaci-
ag kal avactoxaopoU mavw otn Bepatiki
TOU Zuumoaoiou.

O1 d1ddopeG €KOOXEG Kal EPUNVEIEG TNG
AEITOUpyiag TNG TEXVNG €ival TTOAAATIAEG:
N TEXVN WG GUVOAIKA €IKGVa TOU KOGUOU,
G wdA oTtoug pUboug, apxaikols N AA-
Aoug, n Téxvn WG PApUaKo Kal autobepa-
mefa, n Téxvn WG dueon dnpokpatia aAAd
Kal WG ETagopPwTIKA dUvapn TG eVEP-
YEIaG €iTe avOpWmIVNG, EMOTNUOVIKAG A
KAAAITEXVIKAG, AAAG Kal N TEXVN WG du-
oIkA €EENIEN QVTIMETWIIONG TOU TTAPEA-
06vToG n Téxvn, 6Nw¢ avépepe o Nitoe,
WG EVEPYETIKA dUvaun 1ou odnyei oTov
0TOXAOWUO ETMEION 0 OTOXAOTAG BAETIEN TIG
id1e¢ TIG MPAEeEIG TOU WG TeIpduata, wg
amoémeIpeG va avakaAUWel KATI* Kal TauTo-
Xpova, Ormwg onueiwve o AEEAGG, N TEXVN
WG MIa OIapKAG ETIEPWTNGN TTOU deV 00N-
vel mapd o€ pia péviun avaZAtnon piag
amdvinong TTou autoavaipeital.

Aekddeg xINIddeg xpdvia mplv, TPOTOoU
xpnaoiyotoinBei n AéEn «Téxvn» 01O OU-
otnua omolaodAmote KouAtoUpag, utiip-
XE N avlpdmivn avdykn yia Snuioupyiki
€kdpaaon, TEPAV TWV TIPAKTIKOV AVAYKWOV
Kal ¢ntnudtwyv. Auté mou cAPEPa ovoud-
COUME KTEXVNY, N KATAOKEUN TWV YEYOVO-

“Life and Art as one", an open process,
constantly enriched by the public's
participation; an exploration of the
relationship between art and therapy,
and of the potential to achieve
comprehensive dialogue between

the two cognitive fields; a continuous
process of discussion, elaboration

and reflection on the themes of the
Symposium.

There are multiple versions and
interpretations of the function of art:
art as an overall picture of the world,
as an ode to archaic or other myths,
art as medicine and self-healing, art

as direct Democracy, and even as a
transformative form of energy, be it
human, scientific or artistic, and also
art as a natural step forward towards
addressing the past, art as a beneficial
force that leads to reflection, because
a thinker "“sees his own actions as
experiments and questions - as
attempts to find out something”, as
Nietzsche wrote, and art as a continuous
interpellation, as Axelos put it, which
leads to nothing less than the perpetual
search for a self-contradicting answer.
Tens of thousands of years ago, before
the word “art"” had entered any culture
system, humans felt the need for
creative expression, which went beyond
their everyday utilitarian tasks. What
we now call art, the creation of events
or objects of contemplation through
the act of imagination, displayed or



TV N TWV AVTIKEIUEVWV TNG EVATEVIONG,
diapéoou TnG MPAENG TNG pavtaciag, mou
eudavicetar N exkteAeital oe €IdIkd me-
piBdANovta, cuviotoloe 01O TAPEABOV
amAd kai pévo pia TmTuxn Tng Kabnuepi-
vAG CwNG.

YAUEPQ, TTEPICCOTEPO AT TOTE, N TEXVN
amoteAel avtikeiyevo mpog PeEAETN yia
éva eupl ddopa MOTNUAYV, TTOU EKTEI-
VETAl amd Tov Topéa NG I0ToPiag Kai Ing
Bewpiag tng Téxvng €wg TOV TOpEa ING
YuxoAoyiag kai Tng 1aTpIKAg. To epéBioua
Kal n avaZntnon Tpomwv amd Toug KAAAI-
TEXVEG KAl TOUG BewpnTIKOUG eMES0EWV
va opapatiovtal Kal va epunvedouv Tnv
TéXvVn w¢G avaméomaotn 1oxU TNG Tpay-
UATwoNng Tou VOAPUATOG TNG avepw@rmivng
CwNnG «PETAdOBNKEY GTOUG EIKACTIKOUG
JUXOBEPATIEUTEG, OTOUG Opauatobepa-
MeUTEG, oTo Yuxddpaua, oToug Xopobe-
PATIEUTEG Kal TNV KIVNGloAoyia, OToug
LOUCIKOBEPAMEUTEG, 0TN cuyypadn Kai
TNV moinon, Mou otn ouvéxela avalntn-
oav TPOTIOUG YIa va amoKaTaoTACOUV HE-
PIKEG amd TIG OUCINOEIG AEITOUPYIEG TNG
mapaywyng tng Téxvng.

H Siatinwon tng dieupupévng €vvoiag
NG TEXVNG, €TEON yia MPWIN dpopd amd
Tov Joseph Beuys: «autdg mou dev Ka-
talaBaivel Timota amd capdéAeg dev Ka-
talaBaivel Timota and téxvny, avédepe,
umoypappi¢ovtag mapdAAnAa 6t akéua
Kal ta {wa amoteAolv TPAPA TNG £pya-
oiag kail 6t n téxvn dev eival €d@ yia va
kepdiooupe pia dueon yvwon, aAAd yia
va gyopdotoin@ei pia ekBabupévn yvaoon
ue apopun 1o Biwuévo. Autd mou £€BIEE,
ouolaoTIKd, o Beuys eival 6Ti n eAeubepia
€ival n 1kavoTNTa ToU avepwmou va on-
pioupynoel véeg eElowoelg (eNeubepia =
autompodiopiouds = dnpioupyIkdTNTa =
éxvn = dvBpwmog). Kai autd, cupminpw-
ve, Oev emtuyxdvetal amd pepikoUg aAAd
amnd 1o KOIVWVIKG GUVOoAo, EEKIVRVTAG O
KaBévag amd tov ToTo £pyaaciag Tou, TNV
IKAVOTNTA TI.X. MIaG VOGOKAUAG, Jiag vol-
KOKUPAG, EVOG XwPIKoU, evOg amd 6Aoug
eudg, va yivouue pia dnpioupyikn e&ou-
ofa Kal va TNV avayvwpicoupe wg TUNPa
U1aG KAAMTEXVIKAG UTIOXPEWONG TToU Ba
dépoupe €1g Mépag. Autnh Tnv idia tn Cwn.
«MNakiég Alaotaupwoelg - Make it New»
€ival o yevikég TITAOG TnG 5nG MmievdAe
YUyxpovng Téxvng ©eaoalovikng: TaAIEG
5100TAUPWOEIG TOMWV Kal xpoévwy, pia
€0WTEPIKN AvaykaldTNTa mou &ival o mu-

performed in special environments,
was at that time just a single aspect of
everyday life.

Today more than ever, art is a subject
of inquiry and examination for many
different sciences, from history and
the theory of art to psychology and
medicine. The motivation and quest by
artists and theorists of performance
to find ways to envision and interpret
art as the integral force behind the
realisation of the meaning of human life
was “imparted” to art psychotherapists,
drama therapists, psychodramatists,
dance therapists, kinesiologists,

music therapists, writers and poets,
who -in turn- sought ways to restore
some of the essential functions of art
production.

Joseph Beuys was the first to describe
this expanded concept of art: “one
who does not understand anything
about sardines, understands nothing
about art,” he argued, further pointing
out that even animals are part of the
endeavour and that “art is not there

to provide knowledge in direct ways.

It produces deepened perceptions of
experiences.” Essentially, Beuys raised
the point that freedom is the ability

of humans to create new equations
(freedom = self-determination =
creativity = art = man). And this cannot
be accomplished individually, Beuys
remarked, but collectively, with each
person starting from their own place
of work, i.e. the ability of a nurse, a
homemaker, a villager, any one of us,
to become a creative power and to
recognise it as part of an art mission we
need to accomplish. This life itself.
“Old Intersections - Make it New" is the
general title of the 5th Thessaloniki
Biennale of Contemporary Art of
Thessaloniki: old intersections of
places and eras, an inner need that is
the core of creation, and therefore all
mental processes can be expressed and
reflected through art. The work becomes
the filter, the screen and the receptor
that turns human creativity and its
development into a major therapeutic
agent, so that one may modify their
imagination, cast out their demons or
even enrich one's symbols, the work of
art functioning as a first symbol.
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privag tng dnuioupyiag Kal CUVETIWG KABE
Yuxikn diepyacia umopei va ekdpacTel
Kal va amotunwbei péoa amd tn TéXvn.
To €pyo yivetal ¢iAtpo, 0B6vn, doxeio
Kal €10l N dNPIOUPYIKOTNTA TOU avOpw-
TTOU Kal N avdmTtu&n TnG YETATPEMETAI OE
€vav oAU onuavTiké BepameuTiko mapd-
YOVTd, OOTE vVa TPOTMOmolel Tn dpavtacia
ToU, va EopkiZel Toug 6aioveg Tou N Kai
va eumAoUTIZel Ta oUPBOAG TOU, KABWG TO
nmpoidv Téxvng eival €va MPWTo cUuBoAo.
«Ané tnv amaioclodo&ia tng vénong otnv
aiolodofia  tng TPAENG» avadépsl o
Antonio Gramsci mou To €pyo Tou €ivai
n TNy €UMveuong yid TOV TITAO TNG KE-
VIPIKAG €kBeong TNG MmievdAe. Ag Tpay-
UATWoOUPE o€ autd to Xuumdolo, UE TN
OUMHETOXA 0aG KAl TOUG TIPOCKEKANUE-
voug €181KoUG BepameuTEég, TNV aiclodo&ia
g B€Anong mou Ba B€oel Ta BepéAia NG
CwNng oTo onpepad, auth Tn duvatdTnta
TOoU avBpwrou mou divetal péoa amd TIg
«BePATeieg TEXVWVY va YopdomoInoel TIg
avNOUXIEG, TIG SUOKOAIEG Kal Toug pSBouUg
ToUu, Wote va xdoouv MA€ov TNV aoddeia
TOUG, VA ATTOKTAOOUV GUYKEKPIUEVN HOPDN
Kal va UTIopEl va Toug avTIPETWITIOEl KAAU-
TEPA. Zwn kal Téxvn gival éva.

Zuvtoviou6G/Opydvaon:
‘EAeva Tovikidn

Antonio Gramsci spoke about “the
pessimism of the intellect and the
optimism of the will”, and it is his work
that has been the source of inspiration
for the title of the main exhibition of
the Biennale. So let us all, audience and
guest expert therapists alike, achieve
at this Symposium the optimism of the
will, which will build the foundations of
life in the present, the ability given to
people by “art therapies"” to deal with
their anxieties, hardships and fears,
by making them loose their ambiguity
and giving them a more concrete form
so that they can better deal with these
issues. Life and Art are one.

Coordination/Organisation:
Elena Tonikidi
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NIKO2 MANATIQTOINOYAOX
[THNEAOTH MET2INH

NIKOS PANAYOTOPOULOS
PENELOPE PETSINI

AUFARBEITUNG: THE WALL

Po€g kal eumédia

O OuuméPTOo’EKO UTTOGTAPIEE TTWG Ol AI®-
VEG apxiCouVv Kal TEAEIOVOUV O6XI auoTnpd
nuepoAoyiakd aAAd ekei dmou ta yeyovo-
ta dnuioupyoUv Babid onuddia otn ypau-
UIKA avdmtuén tou xpdvou. Etol, ekTIpd
611 0 2066 aidvag Eekivnoe to 1914, dtav
E€omaoe o A’ Maykoéouiog MoAepog. Mia
Tétola Bewpnaon KAgivel ydAAov Tnv au-
Aaia Tou aiwva to 1989 pe TNV MTWON
Tou Teixoug ToU BepoAivou mmou odpd-
yioe 10 T€AoG Tou Wuxpou MoAéuou, Tnv
Katdppeuon Tou UTIAPKTOU GOaIaAIoHOU,
avoiyovtag 6pouo o€ pia 6TPEBAR Mayko-
oulomoinon Kail évav, emoaveiakd yoévo,
TTOAUTTOAIKG KOOpo. H oelpd Aufarbeitung:
The Wall (2010-2014) Tng MnveAdémnng Me-
toivn kal tou Nikou Mavayi®nTdmouAou
dlepeuvd dpwtoypadikd Tnv Tomoypadia
Tou Teixoug dUo deKaeTieG peTd, pe O1d-
Beon avactoxaouolU TWV ICTOPIKWOV Kal
oUyxpovwv oupdpalduevwy. H dwtoypa-
¢fa and tn yévvnon tng, AAAWOTE, amel-
KOvioe epyoAafikd oxedév Ta pvnueia
KAl Ta €PEIMA, AMNXWVTIAG TA POUAVTIKG
OKIPTAUATA TNG TPWIUNG VEWTEPIKOTN-
Tag, cuuBAAAovTag otny epeimodiAia.
310 BepoAivo, autdé Tto avoixté PBiBAio
NG oUYXPOVNG EUPWTIATKAG I0TOPIag, TO
Teixog, ummp&e oUvopo YEWYPADIKO Kal
TMOAITIKG, owUatTIKG Kal aduvapia ¢uyng
Tou BAEupatog. Ta aAnBivd epeima mou
donoe miow Tng n vontA mMa 660 Kal au-
BaipeTn auth xdpa&n mevivia mepimou
xINopétpwy, umip&av ol dvBpwmol Twv
omoiwv ol Zwég diaipénkav, Kakomolin-
onkav, adaipébnkav xdpn otn ¢ucIKA
Tou mapouaia. Auté kabiotd tnv amouaia
avepwMwV oTIG dwToypadieg TNG oeIpdg
181aitepa eUYAWTTIN. TO XIOVIOUEVO TOTIIO
ouVvIoTd pia yeTadopd yia TIG EKATEP®-
Bev outotiieg TIoU €mecav o€ Xxeluepia
vdpkn. Zuyxpdévwg, umodeIKVUElI TOCO
n ¢uon diatnpei Tnv abwa aubddela va
e€ayvilel kabeti avOpwmivo, okemdlo-
vIag epnuepa Pépog amd Ta ixvn TOU
ouuBoAou picoug kal ¢avatioyol. Xta
Hovoxpwuatikd oxeddv autd tottia Kupl-
apxei n AeukdTNTa TOU XI0VIOU, TO HOUVTO
YKPI TOU GKUPOSENATOG, TO UTTOAEUKO TOU
KkAgloToU oupavoul. Alakoopunuéva uTai-
VIKTIKG amd YUUVEG GIAOUETEG JEVIPWY,
poidZouv ama®n Kal akatoiknta, oUyxpo-
VEG VEKPEG CWVEG TIOU EKTTANPWVOUV TIG
€MTAYEG TNG PVNUEIaKOTNTAG, aBdpuBa
EUTTOTIOUEVEG JE TNV AdPEVAAIVN TOU KIV-

Flows and barriers

according to Umberto Eco, centuries do
not begin or end where the calendar
dictates, but where events leave their
deep marks on the linear flow of time. Eco
therefore claims that the 20th century
actually started in 1914, with the outbreak
of the First World War. Based on this
logic, the curtain must have dropped on
the 20th century in 1989, with the fall of
the Berlin Wall, an event that marked the
end of the Cold War and the collapse of
existing socialism, opening the way for
the emergence of an awry globalisation
and a world that is only superficially
multipolar. The series Aufarbeitung: The
Wall (2010-2014) by Penelope Petsini

and Nikos Panayotopoulos explores
-through the photographic lens- the
topography of the Wall two decades after
its fall, reflecting on its historical and
contemporary connotations. After all,
since its very inception, photography has
been, under the influence of the romantic
pangs of early modernity, the art form
weighed down heavily with depicting
monuments and ruins, contributing
greatly to the emergence of ruinofilia.

In Berlin, that open book of modern
European history, the Wall served as

a geographical, political and physical
border, from which one could not avert
one's gaze. The real ruins left behind by
the almost 50-kilometre long arbitrary
and, at this point, notional line were

the people who saw their lives torn
apart, abused or even taken away by

the Wall's material existence. This fact
makes the absence of people from the
photographs even more eloguent. The
snowy landscape is a metaphor for the
hibernation of the utopias fostered by
both sides. It also points out how nature
never loses its innocent audacity to purify
everything man-made, by temporarily
covering a part of the traces of this
symbol of hatred and fanaticism. These
almost monochromatic landscapes are
dominated by the whiteness of snow,

the paleness of grey cement and the
off-white colour of the cloudy sky. Subtly
decorated by the naked silhouettes of
trees, they appear passive and barren,
resembling modern buffer zones that
fulfil the dictates of monumentality,
latently instilled with the adrenaline



dUvou Kal To ¢pavtaciakd tng eAeubepi-
ag. Ta Kevd mpw@tad MAGvVa UTTOONHEIDVOUV
NV avamédpeUKTN AMOCTAGIONOINoN Tou
Xxpovou. Y& pia dwtoypadia oto Mauer
Park mépa amd 1o KATAAEUKO TTPWTO TAd-
vo Sl1aKpivovTal UIKPOOKOTIIKEG avOpwI-
VEG GIYoUPEG, pia AemTh ypauun Teixoug
Kal MUA@veG mpoBoAéwy, cav va Aaved-
Vel eKel pia yeydAn avoixth oknvi, B€a-
Tpo OMoU EKTUAIXTNKAV TIPOCWTIKG Kal
oUAAOYIKA Spduata. O1 B€ceig AAUNG o€
€TiONPA Kal avemionya pyvnueia, yvwotd
Kal dyvwota onpeia diaduyng Tpooo-
poidZouv pe olyxpova check points mou
TéPvouv Pe To BAEuUa aixunpd Tn odpKka
TNG GUANOYIKAG HVAUNG.

H vewTepIkOTNTA 0WPEUOE YUPW TNG EPE(-
ma mo ypriyopa amd kdBe dAAn emoxn. Qg
emdavég Tétolo, To Teixog dIATPEXEl TO
BepoAivo, KUPIOAEKTIKG Kal EVVOIAKd, UE
oduvnpo tpoto. H idia n 16éa, AAAwOTE,
TOU TEiXoug udiotatal pIfiké eTaoxnua-
TIOMO: N dkaumtn MOAMTIKA AITOTNTAG, N
ouvenkn AouBAivo Il, n kateuBuvouevn
uvotepia Twv MME, ta Kd6e Aoyng Kata-
okeuaopéva doyuata ¢bavepwvouv OTi
umdpxouv TOAAOI VOIKOI, ETIKOIVWVIA-
Kof, I6eoAoyIKoi, TEXVOAOYIKOi TpdTol yia
va uywvovtal opatd kal adpata Teixn,
evw papdaivouv ol Aewddpol ampdoko-
mIng pong kepaAaiwv, ayabwv, TAnpo-
doplRv. Pon kal eymddio amodelkvUovTal
KOUBIKEG €vvoleg otnv Katavénon Tng
olyxpovng ouvlnkng, Kabliotwvtag tn
yvApun tou Teixoug avamdviexa ermikal-
pn. H dwTtoypadikn diampayudteucn Tou
Mavayiwtémoulou Kal TnG Metoivn dev
eEavtAeital otnv YnAddnon piag moAITI-
KAG uVARNG, VOGS EUPWTIATKOU aKPWTNPI-
acpoU. YrmoypauuiZel akéun 6t ol KGe-
TEG OIAIPECEIG TNV EMOXN TNG dIAPKOUG
diaouvdeoiuydtntag eivar epdatikd ma-
poUoeg, anpOoueva WUEG KAl acuvnbioTa
TTEPITIAOKEG.

EmpuéAeia: HpakArg Mamaiwdvvou

of danger and the fantasy of freedom.
The desolate foregrounds allude to the
unavoidable detachment of time. In a
photograph of Mauerpark (The Wall Park),
beyond the all-white foregrounds, one
can discern tiny human figures, a thin line
of the Wall and pylons of flood lights, as
if a big, open stage lurked there, a stage
where personal and collective tragedies
unfolded. The position and angle of the
shots depicting official and unofficial
monuments, familiar and unknown
escapeways, resemble contemporary
checkpoints where the gaze cuts across
the flesh of collective memory.
Modernity amassed ruins faster than
any other era in history. One such
prominent monument, the Wall, painfully
runs through the city of Berlin, both
literally and conceptually. Besides, the
very idea of the wall is undergoing a
radical transformation: the rigid austerity
policies, the Dublin Il conventions, the
manipulated media hysteria of the

media and all sorts of constructed
dogmas reveal that there are many
legal, communicational, ideological and
technological ways to raise visible and
invisible walls, while the avenues of the
uninterrupted flow of capital, products
and information become ever wider.

The concepts of flow and barrier become
crucial in understanding the modern
condition, making the memory of the
Wall surprisingly current. The series

by Panayotopoulos and Petsini is not
content with only touching on the
surface of this political memory, this
European amputation. It also points out
that vertical divisions are emphatically
present, surprisingly brutal and unusually
complex, even in our time of seemingly
constant connectivity.

Curator: Hercules Papaioannou




AHMIOYPTIKA
2TEPEOTYTIA

CREATIVE
STEREOTYPES
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Mia opdda padntwyv amd 1o 1o Epyactriplo
E1d1kAG EmayyeAuatikig Ekmaideuong Kai
Katdptiong (EEEEK) MuAaiag Xoptidtn,
€va oxoAeio €181KAG aywyng oto Mavdpa-
pa, uE TNV KaBodAyNnon Kal EMOTTEIA TNG
€IkaoTikoU Euayyeliag MamadomouAou,
dnuioupyei. Maioviag Ye otepeoTUMIKG
KATAYEYPAUPEVEG KIVAGEIG, GUVOETEI UIa
eykatdoTaon amd avakuKAWUEVO xapTi.
To xapti okiCetal pye dladopeTIKOUG TPO-
moug, avdAoya pe tn BoUAnon Tou KABe
maidiol, Kal TN CUVEXEIQ TA OKIOUEVA
mpoidévia mou TpokUTITouV Yyivovidl To
OUVOETIKG UAIKG yIa va Kataokeuaotouly,
avdhoya pe TIg O€EIGTNTEG TWV TAIdIWY,
MoUAId o€ mTAon, GWAIEG, vEDEADUATA
Kal Jla evepyelakn omeipa.

H eppovi amotelei éva Baoikd kal amo-
$acloTIKO oToIxelo, TO0O yia Tn diaxeipl-
on Tou UAIKOU 600 Kal yia TIG EMKAAUYEIG
o€ €MAAANAEG OTPWOEIG PE TIG OMOIES
mpokUmTouV ol S1dpopeg HopdEG. H on-
pioupyikA S1adikacia oAoOKANpWveTal PE
TO QVATITUYHA AUTWV TWV Hopd®V GToV
XWPO: YIa EYKATACTAON TIOU TTAPATIEUTIEN
otn ¢uon, aAAd KuUpiwg Pia eykatdotaon
mou dpavepwvel Tnv amdAaucn TnG XEIPo-
vouiag Kal tov I181aitepo Kal evepyelakd
dOpPTIOPEVO KOTIO TTOU €XEI aVAAWBEN yia
tn olvbeon.

MapdAAnAa, pia oudda KaANITEXV@V TTOU
€XoUV Baciké xapakTnPIoTIKG TNV EUUO-

A group of students from the 1st

Special Vocational Education & Training
Workshop of the municipality of Pylaia-
Chortiatis, a special education school

in Panorama, under the guidance

and supervision of artist Evangelia
Papadopoulou, creates. Playing with
stereotypically recorded movements,

it creates an installation using recycled
paper.

Children tear the paper into pieces in
any way they want. The products of this
process then become the connecting
material that allows the children to
create, depending on their skill level,
flying birds, nests, star clusters and an
energy spiral.

Persistence plays a vital role both in

the management of the material and

in the multiple layering of the paper to
create the various shapes and forms.
The creative process concludes with the
development of the children’s creations
in space: an installation which alludes to
nature, but mostly reveals the pleasures
of gesture and the special and energised
labour that was invested into its making.
Meanwhile, a group of artists
characterised by their obsession with
gesture and the diverse ways materials
are used, participate in a dialogue

at Villa Kapantzis with the paper



v 0TN XEIpOVOUia Kal 0Tov ETEPOKANTO
TPOTO XPAONG TWV UAIKWYV avamticoouyv
évav didAoyo otov XwWpo tng Bidag Ka-
mavtZn pe tn xdptivn eykatdotacn Twv
uabnt®y. ©a umopolUcoaye va ovoudoou-
JE TNV I0€a TTou KpURETal TTiow amd autov
Tov d1dAoyo «oupTEPIANYNY.

Ta epwthApata, mou gUAoya Snuioupyou-
vTal, €ival moAAd: mOoo amoKaAUTITIKA
utopel va gival n eykatdotacn Twv mal-
SIOV YyId TOUG KAANITEXVEG TIOU GUMME-
TEXOUV OE OXEON UE TIG OTEPEOTUTIIKEG
d1adikaaoieg mapaywyng €pyou; Néco ou-
olaoTIKA PMopEl va €ival n oupBoAn Twv
KAAAITEXV@V OTNV Katavonon tng dn-
JioupyIKAg TMPdEnG via Toug padntég; ‘H
akéun, évag tétolog didAoyog €pywv OE
autn Tnv eykatdotaon Moo ameAeude-
pWVel To BAéuua Tou Beatn oe oxéon PE
TO 010G KAVEI TI;

EmpuéAeia: BaoiAng Zwypddog
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installation of the students. “Inclusion”
would be an apt name for the concept
behind this dialogue.

Arguably, many questions are raised:
how revealing is the installation the
children created for the participating
artists in relation to the stereotypical
processes of labour? How essential

can be the role artists play in helping
students understand the act of creation?
Or, how does this dialogue between

the works of art that are part of this
installation liberate the gaze of the
viewer with regard to who is doing what?

Curator: Vasilis Zografos
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5n MITENAAE 2YTXPONH2
TEXNH2 OE22AAONIKH2

EKTTAIAEY TIKA TTPOTPAMMATA

5th THESSALONIKI BIENNALE OF
CONTEMPORARY ART

EDUCATIONAL PROGRAMMES

H 5n MmievdAe Z0yxpovng Téxvng Ogo-
oalovikng pe TitAo «MaAiég Alaotaup®-
o¢€IG - Make it New IlI» 6a kaAUWel xpovikd
TOUG KaAokaipivoug HNAVEG, TIPOOHEPO-
vIag tn duvatdtnta EMIOKEYNG OE TOU-
pioteg Kal O@eooalovikei kal divovtag
TNV €uKaipia va eviaxBei n ocuppeToxn
TWV EMIOKEMTWV 0€ MAPAAANAES dpdoeig
ng S10pydvwong 6To MAaicio Tou Xpdvou
avaPuxng TwV KAAoKalpIvdV Unvey, €ite
n dpdon adpopd pia Eevdynon A pia mep-
dbépuavg, eite Tn xprion tou tETPAdiou
NG auTévouNng eKMAIdEUTIKAG dpdang yia
maidid ye yoveis. To tetpddio kabodnyei
TOUG YOVEIG va mpayuatomoincouV auto-
VOUEG EMMOKEWEIG GTOV XWPO TOU LOUCEI(-
ou, XwpIg va amaiteital mpoUmdpxov yvw-
oTIKO uTTéBabpo. Mepléxel TIPOTEIVOUEVES
5paoTNPIGTNTES, TaIXVidia, MANPOdOpPIEg
Kal Béuata mpog cuZATNoN, UE OKOTIO va
mpodyel tnv aAAnAemidpaon evnAikou-
avnAikou Ye o pouceio amd tn pid, aAAd
Kal JETAEU TwV MEAWDV WIAG OIKOYEVEIAG
amé tnv dAAN, péoa amd évav euxdpioTo
Kal eAeUBepO TPOTO €kdpaong Kal 5pd-
ong. To évtumo cuvodeletal amd 6Aa ta
amapaitnta UAIKG yia Tnv TIpayuatornoi-
non TV dpactnpIoTATWY Kal Ta maidid
umopoUv va cuvexioouv TIG dpdoeig Kai
OTO OTITI.

To Bdpog amd Tnv MAEUPd TWV EKTTAIOEU-
TIK@V TTPOYPAPUATWV SiveTal 6Ta 6XoAIKd
eKTaIdeUTIKG Tpoypduuata, 6mou ol ua-
Ontég evBapplvovtal va eEepeuvnioouv
¢ntiyata dnuloupyiag otov oUyXpovo
KOOGUO KAl VO OGUGXETIoOUV IGEEG KAl VO-
Auata Twv €pywv tng €kBeong pe ta dikd
TouG PBiduata. EpyaAeio mapathpnong
Kal avakdAuyng 1wV eKOECEWV AMOTEAEN
n ouZAtnon mMou TPowBEl TNV avaAutiki
Kal KPITIKA okéWn Kal avantiooel e€id-
TNTEG YUpw amd Tn ypadn kai tov Adyo.
EEioou onuavTtiké péAo, katd tn didpkela
TTPOYPAUUATIONEVNG ETIOKEWNG, KATEXEI
N TPAKTIKA €VAOXOANON UE EIKACTIKEG,
BIWUATIKEG, HOUGIKOKIVNTIKEG dpaacTnpl-

The 5th Thessaloniki Biennale of
Contemporary Art, under the title “Old
Intersections - Make it New [II", will
extend during the summer months,
open to tourists and locals alike, giving
the opportunity to visitors to take

part in parallel events as part of their
vacation. Events include guided tours
and performances, while organizers have
created a notebook guide to educational
actions designed for children and their
parents. The notebook allows parents
to organize independent visits to the
museum, without requiring any previous
knowledge or background. It includes
suggestions for activities, games,
information and discussion on topics
that promote the interaction between,
on the one hand, the museum and its
adult and young visitors, and, on the
other, between family members, through
a pleasant and open way of expression
and action. The notebook includes all the
necessary material for the suggested
actions, which can also be picked up by
children later at home.

The most important part of the
educational programmes are the

school programmes, which encourage
students to investigate issues of artistic
creation in the modern world and to
relate the notions and meanings of the
works presented in the exhibition with
their own personal experiences. The
discussion promoting analytical and
critical thought, while also developing
oral and writing skills, becomes an
instrument that promotes observation
and discovery of the exhibitions. Of
equal importance for the scheduled
visits is the hands-on experience and
participation of visitors in visual,
experiential and musico-kinetic

group and individual activities. The
purpose of those activities, according

to Vygotsky, is to cultivate the skills



OTNTEG, OUAdIKEG N ATOUIKEG, Ol OTOIES
otoxelUouyv, cUudwva pe tov Vygotsky,
oTNV KAAANIEPYEID TWV IKAVOTATWV TWV
maididv yia aiodntikd cUAAoyIoud, OKE-
Yn A kpion, dnAadn TG IKAVOTNTEG TOUG
va avtuAapBdvovtal kai va Biovouv éva
€pyo téxvng'. Mapd tov eKMaISEUTIKO Xa-
PAKTNPa OAwv Twv mapandvw dpdoewv
(Eevaynoeig, nuepideg, mepddpuavg K.4.)
mou 6a mpaypatomoin®oulyv katd tn didp-
KEIa TNG MmevdAg, TO AUIYOG OXOAIKO-
uadbntiké Koivo, ol opyavwuéveg dnAadn
OXOAIKEG eTOKEWEIG, Ba AeiPouv amd tn
deTivil Slopydvwon, AGYw TNG XPOVIKNAG
mepIédou mMpayuatomoinang Ing.
Qotdéoo, d60nke pia povadikA gukalpia
oto 80 OAoripepo Nnmaywyegio Apmelo-
KATWV va «uloBetnBei» amd tnv Mmie-
vdAg, Tpiv auth EeKIVAOEl, Je adopun To
€pyo tou Ivan Argote, Activissime, o omoi-
oG emokéPBNKe TN Oeocalovikn PEPI-
KoUG URVEG TpIv TV €vap&n tng €kBeong
0TO TAQiCIO TPOETOIYAGiag Tou €pyou
Tou. H dueon avtamdékpion tng MNepide-
pelakng AiedBuvong Autiking ©ecoalovi-
KNG KAl GUYKEKPIUEVA TNG UTIEUBUVNG TV
TOAITIOTIKWV BepdTtwy, K. Bipyiviag ApBa-
VITI®OU, N yOVIUN CUVEPYAGCia UE TN OXO-
Ak oUuBoulo, K. Katepiva Aalidtn, pe
TNV TpoioTauévn Tou 80U VNTTIAywYEiou
AumeAoknAmwy, Apteun MaBidou, kai Toug
SdUo ekmaldeutikoUG TOU vNnmiaywyeiou,
Mapiva KapdBatou kai Mdvvn Eevidn,
TTPOETOINACAV PE TOV KAAUTEPO TPOTIO TO
€5a¢d0¢, WOTE va mpayuatomnoinbei Brpa
mpog BrAua n kaAAitexvikn dpdon Tou
Ivan Argote.

‘AvBpwriol kal duvduelg amd Tov TOAITI-
OTIKO Kal EKTIAIOEUTIKO dpopéa Bpédnkav
o€ pia aAnBivi kal dueon ouUumpaén,
KdvovTtag Tpaypatikétnta tnyv 18€a Tou
KAAAITEXvVN va SoUAEPEI pali pe Ta maidid
TOU vnTiaywyeiou, padaivovtdg Toug va
eKdPAZouv TN yVOUN ToUug, va divouv nxo
Kal évtaon otn ¢wvNA Toug, va ameudu-
VOUV Kal va yevvoUv epwTnuata, Eemep-
VOVTAG TO EUMASIO TNG UN KOIVAG YAWO-
00G. Y€ pia Td€n vnmiwv PE KATtaBoAEg
amé Pwoia, AABavia, Mewpyia kair Poud,
€vag véog KohouBiavog KaANITEXVNG, TTou
Katolkel MA€ov oTo Mapiol, KATAPEPE PE
v apéploTn BonBeia kal EUMveUOn TV
EKTTAIOEUTIKAOV Va XTioel yéoa o€ 4 nué-
peg éva mepIBdAAov Snuloupyiag, Ekdpa-
ong kal eumotoolvng. O Argote, péoa
amé 11g dpdoeig MPoo€yyiong TnG €vvoiag

and abilities of children to reflect and
critically think about art - in other
words to cultivate the skills required to
understand and appreciate a work of
art'. In this edition of the Biennale, the
educational activities (quided tours,
conferences, performances etc.) will
not be accompanied by the traditional
organized school visits to exhibitions,
due to the organisation taking place in
the summer.

Nevertheless, the Biennale “adopted”
the 8th Kindergarten of Ampelokipi
before the opening of the exhibition,

in the context of Ivan Argote's work,
Activissime. The artist had visited
Thessaloniki a few months before the
opening of the Biennale, in order to
create the work he would present in
the exhibition. The positive, immediate
response by the Regional Directorate of
Western Thessaloniki, and specifically by
the head of cultural affairs, Mrs Virginia
Arvanitidou, combined with the fruitful
cooperation with school counsellor, Mrs
Katerina Lalioti, and the headmistress,
Artemis Mavidou, and two teachers,
Marina Karavatou and loannis Xenidis,
of the kindergarten, allowed organizers
to prepare the school’s premises for the
action by Ivan Argote.

Individuals and institutions from

the fields of culture and education
collaborated in a genuine, direct
synergy, materializing the artist's idea
to work with preschoolers and teach
them how to express their opinion, give
volume and power to their voice, and
raise and frame questions, overcoming
the obstacle of not sharing a common
tongue. A Colombian artist who lives

in Paris, Argote worked with a class

of preschoolers of Russian, Albanian,
Georgian and Roma descent. Thanks

to the devotion and inspiration of their
teachers, he managed in four days to
create an environment of creativity,
expression and trust. The footage

and photographs he collected in the
context of the actions, which aimed

at approaching the concept of group
protest, will become the raw material for
an installation that will be presented at
the main exhibition of the Biennale.
The SMCA Educational Programmes
acted as the connective link of this
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™nG opadikng diadnAwaong, TPdRNEE MAG-
va Kal pwtoypadieg mou amotéAesav tnv
mPWTN UAN yia TNV €IKACTIKA gykatdota-
on TTOU TTAPOUGIace 0TNV KEVIPIKA €KOe-
on NG MmievdAe.

O ouVOETIKOG KPIKOG AUTAG TNG OUVEP-
YEIAG Kal TNG UETAPOPAG TNG EIKACTIKAG
okEPNG €VOG KAAMITEXVN GTN OXOAIKA
Td€n ntav Ta ekmaideuTikd mpoypduua-
Ta Tou KMZT. Mia 16€ad, éva KaANITEXVIKO
MPOTLEKT PETAPPAOTNKE A6 TO TUNAWA
EKTTAIOEUTIKOV TIPOYPAUUATWV TOU HOU-
ogiou Og pIa TIPOKANGON-EKTIAISEUTIKS
mpoypauua mou o pdAoG Tou ATAv va
amoteAécel Tov SlauecoAaBnTi Kal ouvVA-
YOPO TWV EMOKEMTWV?, TTOU G€ AUTA TNV
mepimTwon ntav ta vAama. To k€Epdog au-
TNAG TNG ouvepyaaoiag Atav yia SAoug Toug
EUTTAEKOUEVOUG aVUTTOAOYIOTO, KUPI®G
yia ta maidid mou, yvwpiZovtag kal dou-
Aelovtag pe tov lvan Argote, améktnoav
yia eumelpia-amookeun yia OAn Toug tn
Zwn, oUudwva Pe tnv avatpododdtnon
TWV YOVIWV KAl TwV SaoKdAWV Toug.

EmpéAeia Kal 6Xed1A0N6G:
EUn NamaBépyou
Katepiva NMapaokeud

"Mdpiog Moupkog, TEXNH MAIXNIAI AOHITHZH,
WuxoAoyikEg kai YuxomaidaywyikeéG AlaoTdoeig,
Ekdboeic TOMNOZ, 2009, 0. 94

2 Hooper-Greenbhill, E. 1994, Museum and
Gallery Education, Leicester University Press,
Aovdivo, 0.190

synergy, which allowed an artist to
convey his thoughts about art to a
classroom. The Museum's educational
department translated an idea and art
project into a challenging educational
programme, whose goal was to be the
mediator and advocate of visitors?, in
this case preschoolers. The benefits of
this collaboration are immeasurable for
all parties involved, but especially for
the children who met and worked with
Ivdn Argote, this adventure has been,
according to their teachers' and parents’
feedback, a valuable experience they will
treasure for the rest of their lives.

Organisation and implementation:
Evi Papavergou
Katerina Paraskeva

"Marios Pourkos, TECHNI PAIXNIDI AFIGISI,
Psychologikes kai psychopaidagogikes
diastaseis, TOPOS editions, 2009, p. 94

2 Hooper-Greenhill, E. 1994, Museum and
Gallery Education, Leicester University Press,
London, p. 190






KENTPIKH EKO©EXH
MAIN EXHIBITION

CARLOS AIRES

vev. Ronda, lomavia, 1974. Zei kal epyddetal otn
Madpitn.

b. Ronda, Spain, 1974. Lives and works in Madrid.
Mpdodates aToUIkEG eKBEDeIG: Sweet dreams
(are made of this), Mario Mauroner Contemporary
Art, Biévvn, Auotpia (2015)- Centro de Arte
Contemporanéo, MdAaya, lomavia (2012).
Mpéodates ouadikég ekBEaelg PIGS, Artium
Museum, Vitoria-Gasteiz, lomavia (2015): V
MmievdAe ZUyxpovng Téxvng, Fundacién Once,
Centre Cibeles, Madpitn, lomavia (2014)

Recent solo exhibitions: Sweet dreams (are made of
this), Mario Mauroner Contemporary Art, Vienna,
Austria (2015)- Centro de Arte Contemporanéo,
Malaga, Spain (2012). Recent group exhibitions:
PIGS, Artium Museum, Vitoria-Gasteiz, Spain
(2015)- V Bienal de Arte Contemporanéo,
Fundacién, Centre Cibeles, Madrid, Spain (2014)

CAN ALTAY & JEREMIAH DAY

Can Altay

vev. Aykupa, Toupkia, 1975. Zel kai epydZetal
otnv KovaotavtivoumoAn.

b. Ankara, Turkey, 1975. Lives and works in
Istanbul.

Mpdodates aTouIkES EKBETEIS: Inner Space Station,
The Seward Park Branch of the New York Public
Library, Néa Yépkn (2013)- Distributed, Arcade,
Novdivo (2012) Distributed, Frieze Project East,
Waltham Forest, Aovdivo (2012). Mpdodateg
oladIkEG ekBEaeig: Too Early, Too Late. Middle East
and Modernity, Pinacoteca Nazionale di Bologna,
ITaAia (2015)- Hot spot Istanbul, Museum Haus
Konstruktiv, Zupixn (2013)

Recent solo exhibitions: Inner Space Station, The
Seward Park Branch of the New York Public Library,
New York (2013)- Distributed, Arcade, London
(2012) -Distributed, Frieze Project East, Waltham
Forest, London (2012). Recent group exhibitions:
Too Early, Too Late. Middle East and Modernity,
Pinacoteca Nazionale di Bologna, Italy (2015)- Hot
spot Istanbul, Museum Haus Konstruktiv, Zurich
(2013)

Jeremiah Day

yev. MAUPouBd, Macaxoucétn, HMA, 1974. Zel kal
epyddetal oTo AUoTEPVTAM Kal 0To BepoAivo.
born Plymouth, Massachusetts, 1974. Lives and
works in Amsterdam and Berlin.

Mpdodates atouikéG ekBEaelg: If you want blood,
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Arcade, Aovdivo (2013)- Of All Possible Things,
Site Gallery, Sheffield, AyyAia (2012). Npéodateg
opadikég ekBEaeig: Nonfictions: Jeremiah Day/
Simone Forti/Fred Dewey, Santa Monica Museum
of Art, Zdvta Mdévika (2014)- The Companion,
MmievdAe tou AiBeprioul (2014).

Recent solo exhibitions: If you want blood, Arcade,
London (2013)- Of All Possible Things, Site Gallery,
Sheffield, England (2012). Recent group exhibitions:
Nonfictions: Jeremiah Day/Simone Forti/Fred
Dewey, Santa Monica Museum of Art, Santa Monica
(2014)- The Companion, Liverpool Biennial (2014)

IVAN ARGOTE

yev. Mmoykotd, KoAouBia, 1983. Zel kal epydletal
oto MNapiol.

b. Bogota, Colombia, 1983. Lives and works in
Paris.

Npdodateg atouikéG ekBEaelg: Como-lavar-la-
loza-coherentemente, NC-Arte, Mmoykotd (1915)-
Reddish Bue, D+T Project, BpuEéAAeg (2014)- Let's
write a history of hopes, Galeria Varmelho, Zdo
MNdoAo (2014). Npdodateg opadIKEG EKBETEIG:
L'éloge de I'heure, MUDAC, AwZdvvn (2015)-
Moving not moving, Galerie Laurence Bernard,
leveun (2015)- Screening, Les Abattoirs, TouhoUZn
(2015)

Recent solo exhibitions: Cémo-lavar-la-loza-
coherentemente, NC-Arte, Bogotd (1915)- Reddish
Bue, D+T Project, Brussels (2014)- Let's write a
history of hopes, Galeria Varmelho, Sao Paulo
(2014). Recent group exhibitions: L'éloge de
I'heure, MUDAC, Lausanne (2015)- Moving not
moving, Galerie Laurence Bernard, Geneva (2015)-
Screening, Les Abattoirs, Toulouse (2015)

MARWA ARSANIOS

yev. Oudoiyktov, 1978. Zel kal epydZetal otn
Bnputd, AiBavog.

b. Washington, 1978. Lives and works in Beirut,
Lebanon.

Npdéodateg opadikég ekBEoelg: Meeting Points
7-Ten thousand wiles and a hundred thousand
tricks, BAC, Bnputdg, AiBavog (2014)- Tensta
Konsthalle, Zoundia (2014)- Suspended Spaces, Pev,
laAAia (2013)

Recent group exhibitions: Meeting Points 7-Ten
thousand wiles and a hundred thousand tricks, BAC,
Beirut, Lebanon (2014)- Tensta Konsthalle, Sweden
(2014)- Suspended Spaces, Rennes, France (2013)

BERTILLE BAK

yev. Arras, FaAAia, 1983. Zel kal epyddetal 010
Epinay sur Orge, FaAAia.

b. Arras, France, 1983. Lives and works in Epinay

sur Orge, France.

Mpdodates aTouIkES eKBEDeIG: Bestiaire, Galerie
Xippas, Mapiol (2014)- Faire le mur, Collective,
ESiuBoUpyo (2014)- Circuits, Musée d' Art Moderne
de la Ville de Paris, Mapiol (2012). Mpdodateg
opadikég ekBEaoelg: Biennale de Belleville, Carré de
Baudoin, Mapiol (2014)- Horisont, Art Museum of
Gotland, Zoundia (2014)

Recent solo exhibitions: Bestiaire, Galerie Xippas,
Paris (2014)- Faire le mur, Collective, Edinburgh
(2014)- Circuits, Musée d' Art Moderne de la Ville
de Paris, Paris (2012). Recent group exhibitions:
Biennale de Belleville, Carré de Baudoin, Paris
(2014)- Horisont, Art Museum of Gotland, Sweden
(2014)

TAYSIR BATNIJI

yev. FdZa, NaAaiotivn, 1966. Zel Kal epyddetal 010
MNapiol.

b. Gaza, Palestine, 1966. Lives and works in Paris.
Mpdodates ATOUIKEG EKBEDEIG: Memory is
Evergreen, Galerie Sfeir Semler, Bnputég (2014)-
Man does not live on bread alone, Espace Robert
de Lamanon, Salon de Provence, laAAia (2013)-
Troubles, gallery BF15, Auwv, FaAAia (2012).
Mpdéodateg opadikég ekBEoeIg: L' avenir, MmievdAe
Tou Mévtpeal, Kavaddg (2014)- Open Museum Open
City, Maxxi, Poun (2014)- Shangri La: Imagined
Cities, Los Angeles Municipal Art Gallery, Barnsdall
Art Park, Aog Avtleheg (2014)- Atopia, Migration,
Heritage, and Placelessnes, Maz - Museo de Arte
Zapopan, Me&iké (2014)

Recent solo exhibitions: Memory is Evergreen,
Galerie Sfeir Semler, Beirut, Lebanon (2014)-

Man does not live on bread alone, Espace Robert
de Lamanon, Salon de Provence, France (2013)-
Troubles, gallery BF15, Lyon, France (2012). Recent
group exhibitions: L" avenir, Biennale de Montreal,
Canada (2014)- Open Museum Open City, Maxxi,
Rome (2014)- Shangri La: Imagined Cities, Los
Angeles Municipal Art Gallery, Barnsdall Art Park,
USA (2014)- Atopia, Migration, Heritage, and
Placelessnes, Maz, Museo de Arte Zapopan, Mexico
(2014)

JAMES BECKETT

yev. Xapdpe, Ziyndumoug, 1977. Zel kai epydletal
010 AUOTEPVTAM.

b. Harare, Zimbabwe, 1977. Lives and works in
Amsterdam.

Mpdodateg atouikéG ekOEaeIG: KaVo Zahnarztstuhl
Regie 1520 A, Wilfried Lentz, Pétepvtau (2014)-
Forced readings, Lookout, Aldeburgh, AyyAia (2014)-
Passionate Advocate for a Poisoned Earth, TWAAS,
Néa YOpkn (2013). MNpdodateg ouadikéG eKBETEIG:

BeAyiko Mepimtepo, Giardini, 56n MmievdAe Bevetiag
(2015)- Nogueras Blanchard, Madpitn 2014)

Recent solo exhibitions: KaVo Zahnarztstuhl Regie
1520 A, Wilfried Lentz, Rotterdam (2014)- Forced
readings, Lookout, Aldeburgh, United Kingdom
(2014)- Passionate Advocate for a Poisoned Earth,
TWAAS, New York (2013). Recent group exhibitions:
Belgian Pavilion, Giardini, 56th Venice Biennial
(2015)- Nogueras Blanchard, Madrid (2014)

ADELITA HUSNI BEY

yev. MIAdvo, ItaAia, 1985. Zei kal epyddetal otn
Néa Yépkn.

b. Milan, Italy, 1985. Lives and works in New York.
Mpbéopateg atoulkeg ekBEaeig: Playing Truant
Gasworks, Aovdivo (2013)- White Paper: The Land,
Beirut Collaborative Commissions, Bnputdg (2014).
Mpbéopates ouadikes ekBEaeis: Jens, Hordeland
Kunstsenter (2013)- Meeting Points 7, MuKHa,
AuBépoa (2013)- O Degree Performance, MmevAAe
™ng Mdoxag (2013)

Recent solo exhibitions: Playing Truant Gasworks,
London (2013)- White Paper: The Land, Beirut
Collaborative Commissions, Beirut, Lebanon
(2014). Recent group exhibitions: Jens, Hordeland
Kunstsenter (2013)- Meeting Points 7, MuKHa,
Antwerp (2013)- O Degree Performance, Moscow
Biennial (2013)

DAVID BROGNON & STEPHANIE ROLLIN
David Brognon

yev. Messancy, BéAyio, 1978. Zel kai epydletal
avdueoa oto MNapiol kal To AouEeuBoupyo.

b. Messancy, Belgium, 1978. Lives and works
between Paris and Luxemburg.

Stéphanie Rollin

yev. Aou&epBoupyo, 1980. Zel kal epydletal
avdueoa oto MNapiol kal To AouEeuBoupyo.

b. Luxemburg, 1980. Lives and works between
Paris and Luxemburg.

Mpdodates atoukéG ekBEoeIg: [i land], Albert
Baronian, Bpu&€AAeg (2015)- Sleeping in a City
that Never Wakes up, FRAC Poitou-Charentes,
Angouléme, FaAAia (2014)- Take me off your Mailing
List (San'ya), Youkobo ArtSpace, Tékio (2013)- I'm
All the Tomorrow'’s Broken Hearts, Palais Curtius,
Aigyn (2013). Npdodateg opadIKEG EKBETEIG:
Chambres obscures, Museum Dr. Guislain, Gent
(2015)- Ritornando, Albert Baronian @ CIAC, Ghent
(2014)

Recent solo exhibitions: [i land], Albert Baronian,
Bruxelles (2015)- Sleeping in a City that Never
Wakes up, FRAC Poitou-Charentes, Angouléme
(2014)- Take me off your Mailing List (San' ya),
Youkobo ArtSpace, Tokyo (2013)- I'm All the



Tomorrow's Broken Hearts, Palais Curtius, Liege
(2013). Recent group exhibitions: Chambres
obscures, Museum Dr. Guislain, Gent (2015)-
Ritornando, Albert Baronian @ CIAC, Ghent (2014)

MAPIANNA XPIZTO®IAOY /

MARIANNA CHRISTOFIDES

yev. Agukwaia, KUmpog, 1980. Zeil kal epydletal
otnv KoAwvia, Feppavia.

b. Nicosia, Cyprus, 1980. Lives and works in
Cologne, Germany.

Mpdodates aTouIkEG EKOEaeIG: Here let me stand,
Galerie Campagne Premiére, BepoAivo (2014)-
L'histoire d’histoire d’une histoire, Kdlnischer
Kunstverein 0G2, KoAwvia (2013)- Cinema Aurora,
miart 2013 - Milano International Art Fair, pe

TNV ykaAepi Laveronica arte Contemporanea,
MiAdvo (2013)- Reluctantly Real, Laveronica

arte contemporanea, Modica, XikeAia, ITaAia
(2012). Npdodates odadikég ekBEaeIg: Recorded
Memories, EBvIkS Mouceio ZUyxpovng Téxvng,
Boukoupéoti (2014)- Art Brussels, Je tnv ykahepi

Laveronica arte Contemporanea, Bpu&€AAeg (2014)-

ARCO Madrid, ye tnv ykaAepi Galerie Campagne
Premiére, Madpitn (2014)- Archaeologies of

the future 2, Galerie Campagne Premiere,
BepoAivo (2013): Ek Néou-Mia véa yevid EAARVwY
KaAAitexvayv, EBviké Mouceio ZUyxpovng TExvng,
ABriva (2013)

Recent solo exhibitions: Here let me stand, Galerie
Campagne Premiere, Berlin (2014)- L'histoire
d’histoire d’une histoire, Kélnischer Kunstverein
0G2, Cologne (2013)- Cinema Aurora, miart 2013

- Milano International Art Fair, with Laveronica
arte contemporanea (2013)- Reluctantly Real.
Laveronica arte contemporanea, Modica, Sicily,
Italy (2012). Recent group exhibitions: Recorded
Memories, National Museum of Contemporary Art,
Bucharest (2014)- Art Brussels, with Laveronica
arte contemporanea (2014)- ARCO Madrid, with
Galerie Campagne Premiere (2014)- Archaeologies
of the future 2, Galerie Campagne Premiére, Berlin
(2013)- Afresh-A new generation of Greek artists,
National Museum of Contemporary Art, Athens
(2013)

DEPRESSION ERA

13pUBnKe otnv ABriva to 2011.

Established in Athens in 2011.

H koAektiBa Depression Era 16pUbnke to 2011 pe
okoté va apBpwoel évav dnudaio didAoyo Kal
va AdBel B€on evdvTia 0TI AKPAIEG KOIVWVIKEG,
OIKOVOUIKEG Kal TIONITIKEG HETANOPDWOEIG TWV
TEAEUTAIWV XPOVWYV. ZAPEPT OUYKEVIPWVEI

36 €IkaoTIkoUg, pwtoypddoug, cuyypadeig,
EMUEANTEG, OXESIAOTEG KAl EPEUVNTES KAl
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urootnpicetal amd tnv NGO “KOLEKTIV8."

The Depression Era collective was founded in 2011
in order to articulate a common discourse and take
a stance against the extreme social, economical
and political transformations of the past few years.
Today it brings together 36 artists, photographers,
writers, curators, designers and researchers -
supported by the NGO “"KOLEKTIV8."

NINAR ESBER

yev, Bnputdg, AiBavog, 1971. Zel kai epyddetal to
Napiol.

b. Beirut, Lebanon, 1971. Lives and works in Paris.
MNpdodateg atouIkéG eKBETEIS Kal TTEpdOPUAVG:
The Stabiliser bar and the time strechers, C-o-m-
p-o-s-i-t-e Art Center, BpuE€AAeg (2013): The Good
Seed, Le Cenquatre, Mapiol (2012)- The Good Seed,
Galerie Imane Fares, Mapiol (2012)- L'Arlésienne,
French Culturel Center of Fes, Mapdko (2012).
MNpéodateg ouadikég ekBEaeig: Before our eyes,
Other Cartographies of the Rif, MACBA, BapkeAwvn
(2014)- Before our eyes, Kunsthalle Mulhouse,
FaAAia (2013)- PLAY! Recapturing the Radical
Imagination, AieBvii¢ MmevdAe ZUyxpovng TExvng
Tou Goteborg, Zoundia (2013).

Recent solo exhibitions and performances: The
Stabiliser bar and the time strechers, C-o-m-p-
o-s-i-t-e Art Center, Brussels (2013)- The Good
Seed, Le Cenquatre, Paris (2012)- The Good Seed,
Galerie Imane Fares, Paris (2012)- L'Arlésienne,
French Culturel Center of Fes, Morocco (2012).
Recent group exhibitions: Before our eyes, Other
Cartographies of the Rif, MACBA, Barcelona, Spain
(2014)- Before our eyes, Kunsthalle Mulhouse,
France (2013)- PLAY! Recapturing the Radical
Imagination, Géteborg International Biennial for
Contemporary Art, Sweden (2013).

MOUNIR FATMI

yev. Tayyépn, Mapdko, 1970. Zei kal epydgetal
avdueoa oto Mapiol kai Tnv Tayyépn.

b. Tangier, Morocco, 1970. Lives and works
between Paris and Tangier.

Mpéodateg atouIkéG ekBEaeIg: Permanent Exiles,
MAMCO, l'eveun (2015)- Art et Patrimoine: C’ est
encore la nuit, ®ulakn Qara, FaAAIkS IvoTiTouto
Tou Meknés, Mapdko (2015)- Modern Times, Miami
Beach Urban Studios Gallery, Florida International
University, Maidui, HNA (2015)- Constructing
Illusion, Analix Forever, leveun (2015)- Walking on
the light, CCC - Centre de Création Contemporaine,
Tours, FaAAia (2014). Npdodateg opadIkES
ekBEoelg: Diverse works: Director’s Choice, 1997-
2015, The Brooklyn Museum, Néa Yépkn (2015)-
Memory, Place, Desire: Contemporary Art of the
Maghreb and the Maghrebi, Cantor Fitzerald

Gallery, Harerford, HMA (2014)

Recent solo exhibitions: Permanent Exiles, MAMCO,
Geneva (2015)- Art et Patrimoine: C'est encore

la nuit, Prison Qara, Institut Francais de Meknes,
Morroco (2015)- Modern Times, Miami Beach Urban
Studios Gallery, Florida International University,
Miami (2015)- Constructing lllusion, Analix Forever,
Geneva (2015)- Walking on the light, CCC - Centre
de Création Contemporaine, Tours, France (2014).
Recent group exhibitions: Diverse works: Director’s
Choice, 1997-2015, The Brooklyn Museum, New York
(2015)- Memory, Place, Desire: Contemporary Art
of the Maghreb and the Maghrebi, Cantor Fitzerald
Gallery, Harerford, USA (2014)

PETER FRIEDL

yev. Oberneukirchen, Auatpia, 1960. Zel kai
egpydZetal oto BepoAivo.

b. Oberneukirchen, Austria, 1960. Lives and
works in Berlin.

Mpéodates atouikéS ekBEaelg: Nicolas Krupp
Contemporary Art, BaoiAeia, EABetia (2011)-
Magnificence, Guido Costa Projects, Topivo (2011)-
Sala Rekalde, MmAumdo (2010)- Secret Modernity:
Selected Writings and Interviews 1981-2009, Center
for Contemporary Art, AuBépca (2010). Mpdodateg
ouadikég ekBéaelg: Critical Episodes (1957-2011),
Museu d'Art Contemporani de Barcelona (MACBA),
BapkeAwvn (2012)- Die Nacht im Zwielicht: Kunst
von der Romantik bis heute, Belvedere, Biévvn
(2012)- Modern Monsters: Death and Life of Fiction,
MmievdAe tng Taimél, Taipei Fine Arts Museum,
Taimél (2012)

Recent group exhibitions: Nicolas Krupp
Contemporary Art, Basel (2011)- Magnificence,
Guido Costa Projects, Turin (2011)- Sala Rekalde,
Bilbao (2010)- Secret Modernity: Selected

Writings and Interviews 1981-2009, Center for
Contemporary Art, Antwerp (2010). Recent group
exhibitions: Critical Episodes (1957-2011), Museu
d'Art Contemporani de Barcelona (MACBA),
Barcelona (2012)- Die Nacht im Zwielicht: Kunst von
der Romantik bis heute, Belvedere, Vienna (2012)-
Modern Monsters: Death and Life of Fiction, Taipei
Biennial, Taipei Fine Arts Museum, Taipei (2012)

GANZEER

yev. Mkica, Aiyumtog, 1982. Zei kal epydZetal otn
Néa Yépkn.

b. Giza, Egypt, 1982. Lives and works in New
York.

Mpdéodateg atouIkEG Kal opadikéG ekBEaeIg: Alwan
Festival, Al Riwaqg Art Space, Adilya, Mmaxpé€iv
(2014)- Back to Square 1, Forumbox, EAcivki (2013)-
(K)harya “Freedom or Shit”, Hotel Viennoise, Kdipo
(2013)- What Are You Doing Drawing?, Nile Sunset

Annex, Kdipo (2013)- Open Sesame, Apexart,

Néa Yépkn (2013) Left-to-Right, Kunstquartier
Bethanien, BepoAivo (2012)- The Virus is Spreading
Safarkhan Art Gallery, Kdipo (2012)

Recent solo and group exhibitions: Alwan Festival,
Al Riwag Art Space, Adilya, Bahrain (2014)- Back

to Square 1, Forumbox, Helsinki (2013)- (K)harya
“Freedom or Shit”, Hotel Viennoise, Cairo (2013)-
What Are You Doing Drawing?, Nile Sunset Annex,
Cairo (2013)- Open Sesame, Apexart, New York
(2013) Left-to-Right, Kunstquartier Bethanien,
Berlin (2012)- The Virus is Spreading Safarkhan Art
Gallery, Cairo (2012)

MEKHITAR GARABEDIAN

yev. Aleppo, Zupia, 1977. Zel kal epyddetal otn
Fdvén.

b. Aleppo, Syria, 1977. Lives and works in Ghent.
MNpéodateg atouikég ekBEaeig: | love you, but |
don’t know, Albert Baronian, Bpu&€AAeg (2014)-
Without even leaving, we are already no longer
there, S.M.A.K., Fdvdn, BéAyio (2011): Young Man
Blues, KIOSK, I'dvdn (2010)- The End, Again, Hoet
Bekaert Gallery, Fdvén (2010). Mpdodateg ouadIkEG
ekBéoelg: Ritornando, Albert Baronian @ CIAC,
Idvdn (2014)- Here and Elsewhere, New Museum,
Néa Yépkn (2014)- Long ago, and not true anyway,
Waterside Contemporary, Aovdivo (2013)

Recent solo exhibitions: I love you, but | don't
know, Albert Baronian, Brussels (2014)- Without
even leaving, we are already no longer there,
S.M.A.K., Ghent, Belgium (2011)- Young Man Blues,
KIOSK, Ghent (2010)- The End, Again, Hoet Bekaert
Gallery, Ghent (2010). Recent group exhibitions:
Ritornando, Albert Baronian @ CIAC, Ghent,
Belgium (2014)- Here and Elsewhere, New Museum,
New York (2014)- Long ago, and not true anyway,
Waterside Contemporary, London (2013)

PIERO GILARDI

yev. Topivo, ItaAia, 1942. Zel kal epyddetal o10
Topivo.

b. Turin, Italy, 1942. Lives and works in Torino.
MNpéodateg atouikég ekBEaelg: Collaborative
Effects, Nottingham Contemporary, Nétivykau
(2013)- Collaborative Effects, Van Abbemuseum
Aivixdodev (2012)- Effetti Colaborativi, Castello de
Rivoli, Topivo (2012)- lecon de choses, CCC-Centre
de Création Contemporaine, Toup, faAAia (2010).
Mpdodates ouadikég ekBEaeIg: Interdependence,
City Gallery, Mévteva, ItaAia (2006)- Flower
Power, Musée d'Art Moderne, AIA, FaAAia (2003)-
Inverosimile, eykatdotaon, Mmevdie Z0yxpovng
Téxvng, Auwv, FaAAia (2003) Coolustre, Collection
Lambert, ABividv, FaAAia (2003)- Fragments



d’un discours italien, Musée d’Art Moderne e
Contemporain, leveln (2003)- Techne 02. Tra arte
e tecnologia, Spazio Oberdan, MiAdvo (2002)

Recent solo exhibitions: Collaborative Effects,
Nottingham Contemporary, Nottingham (2013)-
Collaborative Effects, Van Abbemuseum Eindhoven
(2012)- Effetti Colaborativi, Castello de Rivoli,
Turin (2012)- lecon de choses, CCC-Centre de
Création Contemporaine, Tours (2010). Recent
group exhibitions: Interdependence, City Gallery
of Modena (2006)- Flower Power, Musée d'Art
Moderne, Lille, France (2003)- Inverosimile,
installation, Biennial d'Art Contemporain de Lyon,
France (2003) Coolustre, Collection Lambert,
Avignon, France (2003)- Fragments d’un discours
italien, Musée d'Art Moderne e Contemporain,
Geneva (2003)- Techne 02. Tra arte e tecnologia,
Spazio Oberdan, Milan (2002)

MAPINA FIQTH / MARINA GIOTI

yev. ABnva, 1972. Zei kal epydletal otnv Abrva.
b. Athens, 1972. Lives and works in Athens.

To €pyo NG (PIAY, BIVTEOD, EYKATAOTACEIG) EXEI
PoBANBei kKal mapouaiactel o€ Mapd MOANES
XWPEG, TO00 o€ dIEBVA KIvnuaTtoypadikd GpeoTIBAA
(Toronto IFF, Transmediale, Jeonju, Rencontres
Internationales, ®eotIBAA Kivnuatoypddpou
Oeooalovikng) 600 Kal € HOUCEIQ/EIKACTIKES
mAatdépueg (I0pupa AESTE, Mouoeio KUKAadIKAG
Téxvng, CaixaForum Barcelona, Bozar). la
nepioodtepa amd 10 xpdvia eMUEAETAl TIEIPAPATIKE
®IAY Kal VTOKIUAVTEDP yia GeOTIBAA Kal €I0IKES
TPOROAEG. Mpdodata Bpioketal otnv mapaywyn
€vOG VIOKIJavTEP peydAou MAKOUG.

Her work (film, video, installations) has been
screened and exhibited worldwide at both
international film festivals (Toronto IFF,
Transmediale, Jeonju, Rencontres Internationales,
Thessaloniki Film Festival) and museums/visual art
platforms (Deste Foundation, Museum of Cycladic
Art, CaixaForum Barcelona, Bozar). For more

than 10 years she curated experimental film and
documentary for festivals and special screenings.
She is currently in production of a feature length
documentary.

HAMZA HALLOUBI

yev. Tayyépn, Mapdko, 1982. Zel kai epyddetal
ot Bpu§€Aheg kal tnv Tayyépn.

b. Tangier, Morocco, 1982. Lives and works in
Brussels and Tangier.

MNpdéodateg atouikég ekBEaelg: Museum De Pont,
Tilburg, OAavdia (2015)- Remake, c-0-m-p-0-s-i-t-e,
Bpu&€éAheg (2014)- Appear, KIOSK, Fdvdn, BéAyio
(2014)- Hamza Halloubi, La CENTRALE, Bpu&éAheg
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(2014)- Nature Morte (In the context of Giorgio
Morandi exhibition), BOZAR-Palais des Beaux-Arts,
Bpu&éAAeg (2013). Mpdodates ouadikES ekOETEIG:
Zbigniew Rogalksi -Hamza Halloubi, Galerie AKINCI,
‘Auotepvtap (2015)- A House of Several Stories,
Signal, Malmo, Zoundia (2014)- Marrakech Biennale
5, Where are we now?, Mapakég, Mapdko (2014)

Recent solo exhibitions: Museum De Pont, Tilburg,
Netherlands (2015)- Remake, c-o-m-p-0-s-i-t-g,
Brussels, Belgium (2014)- Appear, KIOSK, Ghent,
Belgium (2014)- Hamza Halloubi, La CENTRALE,
Brussels, Belgium (2014)- Nature Morte (In the
context of Giorgio Morandi exhibition), BOZAR-
Palais des Beaux-Arts, Brussels, Belgium (2013).
Recent group exhibitions: Zbigniew Rogalksi
-Hamza Halloubi, Galerie AKINCI, Amsterdam,
Netherlands (2015)- A House of Several Stories,
Signal, Malmg, Sweden (2014)- Marrakech Biennale
5, Where are we now?, Marrakech, Morocco (2014)

NICK HANNES

vev. AuBépoa, BEéAyio, 1974. Zei kal epydleTal oto
Ranst, B€Ayio.

b. Antwerp, Belgium, 1974. Lives and works in
Ranst, Belgium.

Npdodateg atouikéG ekBEaelg: The Continuity of
Man, Museum of Photography (FoMu), AuBépoa
(2014)- The Continuity of Man, Cosmos Gallery,
Mapiol (2014)- Red Journey, CC De Stroming,
Berlare, BEéAyio (2011) Red Journey, Wouter

Van Leeuwen Gallery, Auotepviap (2011).
Npdodateg opadikég ekBEoeIG: Bouteilles a la mer,
Cultuurcentrum Hasselt, BEAyio (2014)- Biennale
Internationale de I' Image, Navou, FaAAia (2014)-
Lens Culture Exposure Awards 2013, Aovdivo
(2014)- Head On, New South Wales Parliament
House, Zidvel, AuotpaAia (2014)

Recent solo exhibitions: The Continuity of Man,
Museum of Photography (FoMu), Antwerp (2014)-
The Continuity of Man, Cosmos Gallery, Paris (2014)-
Red Journey, CC De Stroming, Berlare, Belgium
(201)- Red Journey, Wouter Van Leeuwen Gallery,
Amsterdam (2011). Recent group exhibitions:
Bouteilles a la mer, Cultuurcentrum Hasselt,
Belgium (2014)- Biennale Internationale de I' Image
Nancy, France (2014)- Lens Culture Exposure
Awards 2013, London (2014)- Head On, New South
Wales Parliament House, Sydney, Australia (2014)

SVEN JOHNE

yev. Bergen (vnai Riigen), Feppavia, 1976. Zel kai
epyddetal oto BepoAivo.

b. Bergen (Riigen island), Germany, 1976. Lives
and works in Berlin.

Npdodateg atopikég ekBEaels: Sven Johne, Jutta

Kunsthalle Bielefeld, Bielefeld, lepuavia (2015)-
The doubt of the Stage Prompter, Edith-Russ-Haus,
Oldenburg, lepuavia (2015)- Sven Johne at White
Space, The Mordes Collection, West Palm Beach,
DASpivTa, HIMA (2014)- Seafaring Discoveries of our
Time, Jalima Collection, NtioeAvtopo, Mepuavia
(2014). Npbdodateg opadikég ekBEaelg: History

is @ warm Gun, NBK, BepoAivo (2015)- Creating
Realities, Pinakothek der Moderne kar Museum
Brandhorst, Mévaxo (2015)- Object is Meditation
and Poetry, Grassi Museum, Asipia (2015)

Recent solo exhibitions: Sven Johne, Jutta
Kunsthalle Bielefeld, Bielefeld, Germany (2015)-
The doubt of the Stage Prompter, Edith-Russ-Haus,
Oldenburg, Germany (2015)- Sven Johne at White
Space, The Mordes Collection, West Palm Beach,
Florida, USA (2014)- Seafaring Discoveries of our
Time, Jalima Collection, Disseldorf, Germany
(2014). Recent group exhibitions: History is a
warm Gun, NBK, Berlin, Germany (2015)- Creating
Realities, Pinakothek der Moderne and Museum
Brandhorst, Munich, Germany (2015)- Object is
Meditation and Poetry, Grassi Museum, Leipzig,
Germany (2015)

HAYV KAHRAMAN

yev. Bayddtn, Ipdk, 1981. Zel kai epyddetal 610
‘QkAavt, HNA.

b. Baghdad, Irag, 1981. Lives and works in
Oakland, USA.

MNpdéodateg atouikég ekBEoeig: Collective
Performance, Nelson-Atkins Museum of Art,
Kdvoag kar Duke University, Durham, HIMA (2014)-
Let the guest be the Master, Jack Shainman, Néa
Yépkn (2013)- Extimacy, The third line gallery,
Ntoupmdi (2012). Mpdodateg opadIkEG EKBEDEIG:
Neighbours - Contemporary Narratives from Turkey
and Beyond, Istanbul Modern, KovotavtivoumoAn
(2014)- Echoes, Islamic Art and Contemporary
Artists, Nelson-Atkins Museum of Art, Kdvoag
(2013)- Arab Contemporary, Architecture, Culture
and Identity, Louisiana Museum of Modern Art,
Aavia (2014)

Recent solo exhibitions: Collective Performance,
Nelson-Atkins Museum of Art, Kansas City and
Duke University, Durham, USA (2014)- Let the
guest be the Master, Jack Shainman, New York
(2013)- Extimacy, The third line gallery, Dubai
(2012). Recent group exhibitions: Neighbours

- Contemporary Narratives from Turkey and
Beyond, Istanbul Modern, Istanbul (2014)- Echoes,
Islamic Art and Contemporary Artists, Nelson-
Atkins Museum of Art, Kansas City (2013)- Arab
Contemporary, Architecture, Culture and Identity,
Louisiana Museum of Modern Art, Denmark (2014)

ANNIKA KAHRS

yev. Achim, Feppavia, 1984. Zei1 kai epydletal 610
AuBoupyo.

b. Achim, Germany, 1984. Lives and works in
Hamburg.

Mpdodates atouIkéG ekBEoelg: Galeria Joan Prats,
BapkeAwvn (2015)- Solid surface, with hills, valleys,
craters and other topographic features, primarily
made of ice, Produzentengalerie, AuBoUpyo (2014)-
lines, Kunsthalle Bremerhaven, lepuavia (2014)-
Art Weekender, Situations, MmipioToA (2014)-
Playing to the Birds, Kunstraum Minchen, Mévaxo
(2013). Mpdodates opadikeég ekBEaelg: Und weg
mit den Minuten, Hamburger Bahnhof - Museum
flr Gegenwart, BepoAivo (2015)- Sudden Change of
Idea. An Exhibition on Comparative Study between
Chinese and German Conceptual Art, United

Art Museum, Wuhan, Kiva (2015)- Im Friihling,
Hamburger Kunstverein, lepuavia (2014)

Recent solo exhibitions: Galeria Joan Prats,
Barcelona (2015)- Solid surface, with hills, valleys,
craters and other topographic features, primarily
made of ice, Produzentengalerie, Hamburg
(2014)- lines, Kunsthalle Bremerhaven, Germany
(2014)- Art Weekender, Situations, Bristol (2014)-
Playing to the Birds, Kunstraum Minchen, Munich
(2013). Recent group exhibitions: Und weg mit
den Minuten, Hamburger Bahnhof - Museum fir
Gegenwart, Berlin (2015)- Sudden Change of Idea.
An Exhibition on Comparative Study between
Chinese and German Conceptual Art, United

Art Museum, Wuhan, China (2015)- Im Friihling,
Hamburger Kunstverein, Germany (2014)

EAENH KAMMA / ELENI KAMMA

yev. ABriva, 1973. Zel kal epydetal oTi§
Bpu&€AAeg kal To Mdaaotpix.

b. Athens, Greece, 1973. Lives and works in
Brussels and Maastricht.

Mpdodates atouIkEG ekBEaeIg: Oh, for some more
Amusement!, Netwerk, Aalst, Bé\yio (2015)- Yar
bana bir edlence (Oh, for some Amusement!), Nadja
Vilenne, Aigyn, BéNyio (2014)- 1 ériwg MoAitikoi, I1
Omw¢ MNamaydAol, Makedoviké Mouaoegio ZUyxpovng
Téxvng, ©sooalovikn (2013)- From bank to bank on
a gradual slope, Villa Romana, ®AwpevTia (2012).
MNpéodateg opadikég ekBEaeIG: Archipelagos. The
Region as an Art Space, A project by Provincie
Limburg and SPACE Collection Provinciehuis
Maastricht, BéAyio (2015)- Multiplicities, Art Seen-
Contemporary Art Projects & Editions, Agukwaia,
Kurmpog (2015)- 5 + 3: Eleni Kamma, Alien

Oosting, Thyra Schmidt, Kunstraum Disseldorf,
NtiogAvtopo (2014) In the mouth of the wolf. Die
Wolf, Die! NpeoBeia Tng KUmpou-Imiti TG Kumpou,
ABriva (2014)



Recent solo exhibitions: Oh, for some more
Amusement!, Netwerk, Aalst, Belgium (2015)- Yar
bana bir eglence (Oh, for some Amusement!), Nadja
Vilenne, Liege, Belgium (2014)- P like Politics, P like
Parrots, Macedonian Museum of Contemporary Art,
Thessaloniki (2013): From bank to bank on a gradual
slope, Villa Romana, Florence (2012). Recent group
exhibitions: Archipelagos. The Region as an Art
Space, A project by Provincie Limburg and SPACE
Collection Provinciehuis Maastricht, Belgium
(2015)- Multiplicities, Art Seen-Contemporary Art
Projects & Editions, Nicosia, Cyprus (2015)- 5 +

3: Eleni Kamma, Alien Oosting, Thyra Schmidt,
Kunstraum Dusseldorf (2014) In the mouth of the
wolf. Die Wolf, Die! Embassy of the Republic of
Cyprus-House of Cyprus, Athens (2014)

MIXAHA KAPIKHE / MIKHAIL KARIKIS

yev. @egoalovikn, 1975. Zel kal epyddetal oto
Novdivo.

b. Thessaloniki, 1975. Lives and works in London.
Mpéodates atouikég ekBEaelg: Children of Unquiet,
Villa Romana, ®PAwpevtia (2014)- SealWomen,
Arnolfini, MmipioToA, AyyAia (2013). Mpdodateg
opadIkEG ekBEaoelg: Listening, Hayward Touring
Exhibition (2014-2015)- 19n MmievdAe Tou Zidvel
(2014)- Mediacity Seoul, Seoul Museum of Art,
>e€oUA (2014): Inside, Palais de Tokyo, MNapicl (2014)-
Assembly, TATE Britain, Aovdivo (2014)- Glos,
Centrum Sztuki Wspdlczesnej Zamek Ujazdowski,
Bapoopia, MoAwvia (2014).

Recent solo exhibitions: Children of Unquiet,

Villa Romana, Florence, Italy (2014)- SeaWomen,
Arnolfini, Bristol, United Kingdom (2013). Recent
group exhibitions: Listening, Hayward Touring
Exhibition (2014-2015)- 19th Biennale of Sydney
(2014)- Mediacity Seoul, Seoul Museum of Art, S.
Korea (2014)- Inside, Palais de Tokyo, Paris (2014)-
Assembly, TATE Britain, London (2014)- Glos,
Centrum Sztuki Wspdlczesnej Zamek Ujazdowski,
Warsaw, Poland (2014)

XPYZANOH KOYMIANAKH /

CHRYSANTHI KOUMIANAKI

vev. HpdkAegio Kpntng, 1985. Zel kal epyddetal
otnv ABhiva.

b. Heraklion, Crete, Greece, 1985. Lives and
works in Athens.

Eival yélog tou artistic run space 3 137, 1o omoio
18pUBNKe otnv ABriva amd 3 'EAANVEG KAANITEXVES
(Xpuodven Koupiavdkn, Mdku BhaocomoUAou,
Koopdg NikoAdou). Mpdodates ouadIkéG
ekBéoelg: EIDOS: Idée-Modeéle- Empreinte: Un art
contemporain de Gréce, Institut Supérieur des
Beaux-Arts, Benancgon, laAAia (2014)- Exk Néou-Mia
VEa yevid EAAvwY KaAAitexvdv, EBviké Mouaoeio
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TUyxpovng Téxvng, ABriva (2013): AGORA, 4n
MmievdAe tng ABrvag (2013)

She is member of the artistic run space 3 137, which
founded by 3 Greek artists (Chrysanthi Koumianaki,
Paki Vlassopoulou, Kosmas Nikolaou). Recent
group exhibitions: EIDOS: Idée-Modéle- Empreinte:
Un art contemporain de Gréce, Institut Supérieur
des Beaux-Arts, Benancon, France ( 2014)- Afresh-A
new generation of Greek artists, National Museum
of Contemporary Art, Athens (2013): AGORA, 4th
Athens Biennale (2013)

ERIK VAN LIESHOUT

yev. Deurne, OAAavdia, 1968. Zel kai epydletal
oto Pdétepvtap.

b. Deurne, The Netherlands, 1968. Lives and
works in Rotterdam.

MNpdodateg atouikéG ekBEoeIG: After the Riot I,
Guido W. Baudach, BepoAivo (2015)- | am in heaven,
Anton Kern, Néa Y6pkn (2015)- Private View,
Maureen Paley, Aovdivo (2014)- JANUS, Annet
Gelink Gallery, Auotepvtap (2012)- Commission,
MMK-Museum fiir Moderne Kunst, ®paykdoulptn
(2012). Npdodateg ouadikég ekBEaelg: Manifesta
10, The European Biennal of Contemporary Art,
Ayia NetpoumoAn, Pwaia (2014)- MmevdAe Tng
Mdoxag, NCCA, Méoxa (2013): The Encyclopedic
Palace, Arsenale, MmmevdAe tng Bevetiag (2013)-
International Film Festival, Pétepvtau (2013)

Recent solo exhibitions: After the Riot Il, Guido

W. Baudach, Berlin (2015)- | am in heaven, Anton
Kern, New York (2015)- Private View, Maureen
Paley, London (2014)- JANUS, Annet Gelink Gallery,
Amsterdam (2012)- Commission, MMK-Museum flr
Moderne Kunst, Frankfurt (2012). Recent group
exhibitions: Manifesta 10, The European Biennal

of Contemporary Art, St. Petersburg, Russia
(2014)- Moscow Biennale, NCCA, Moscow (2013)-
The Encyclopedic Palace, Arsenale, La Biennale

di Venezia (2013)- International Film Festival,
Rotterdam (2013)

THOMAS LOCHER

yev. Munderkingen, Feppavia, 1956. Zei Kai
epydZetal oto BepoAivo.

b. Munderkingen, Germany, 1956. Lives and works
in Berlin.

Mpdodateg atouikég ekBEaelg: Homo Oeconomicus,
Secession, Biévvn (2013)- Parcours, Kunstpalais,
Erlangen, lepuavia (2012)- and in between, (uadi

Je Tnv Katarina Zdjelar), Galerie Stadtpark, Krems,
Auotpia (2012)- suspended, Georg Kargl Fine Arts,
Biévvn (2010)- x und noch etwas y dazu, Kubus
Lenbachhaus, Mévaxo (2010). Mpdodates ouadikég
ekBEoelg: Former West, Haus der Kulturen der

Welt, BepoAivo (2013)- Kubus, Sparda -Kunstpreis,
Kunstmuseum, Ztoutydpdn (2013)- Newtopia:

The State of Human Rights, Cultuurcentrum
Mechelen, LAMOT Heritage Centre Hof van
Busleyden Municipal Museum, Dossin Barracks
Memorial, Museum and Documentation Centre on
the Holocaust and Human Rights, Academie voor
Beeldende Kunst, Mechelen, BéAyio (2012)- politics.
ich-ichs-wir, Kunsthalle, Ravensburg, l'eppavia
(2011)

Recent solo exhibitions: Homo Oeconomicus,
Secession, Vienna (2013)- Parcours, Kunstpalais,
Erlangen, Germany (2012)- and in between, (with
Katarina Zdjelar), Galerie Stadtpark, Krems,
Austria (2012)- suspended, Georg Kargl Fine Arts,
Vienna (2010)- x und noch etwas y dazu, Kubus
Lenbachhaus, Munich (2010). Recent group
exhibitions: FORMER WEST, Haus der Kulturen
der Welt, Berlin (2013)- Kubus, Sparda -Kunstpreis,
Kunstmuseum, Stuttgart (2013)- Newtopia: The
State of Human Rights, Cultuurcentrum Mechelen,
LAMOT Heritage Centre Hof van Busleyden
Municipal Museum, Dossin Barracks Memorial,
Museum and Documentation Centre on the
Holocaust and Human Rights, Academie voor
Beeldende Kunst, Mechelen, Belgium (2012)-
politics. ich-ichs-wir, Kunsthalle, Ravensburg,
Germany (2011)

ANGELA MELITOPOULOS &

ANGELA OLGA ANDERSON

Angela Melitopoulos

yev. lepuavia, 1961. Zel kai epyddetal 010
BepoAivo.

b. Germany, 1961. Lives and works in Berlin.
Ané 10 1986, ta Bivied Tng mapouacidZoval

o€ TIOAAG d1ebvi peoTIBAA (World Wide Video
Festival, Auotepvtay- Videofestival, Aokdpvo:
EMAF Festival, Osnabriick, leppavia- Film and
Videofestival, MévipeaA- Berlinbeta, BepoAivo,
K.d.) KaBW¢ Kal og youoeia émwg: Centre Georges
Pompidou (Mapici), Whitney Museum (N€a Yépkn),
Musée d'Art Moderne (Mévtpeal), Centro del
Arte Contemporaia (BapkeAwvn), Kunstmuseum
(NtiogAvtopd) K.a.

Since 1986 her videos are regularly shown on many
international video festivals (World Wide Video
Festival, Amsterdam- Videofestival of Locarno-
EMAF Festival, Osnabrick, Germany- Film and
Videofestival, Montreal- Berlinbeta, Berlin, etc.) as
well as in museums as Centre Georges Pompidou
(Paris), Whitney Museum (New York), Musée d'Art
Moderne (Montreal), Centro del Arte Contemporaia

(Barcelona), Kunstmuseum (Disseldorf) and others.

Angela Olga Anderson

yev. HMA, 1976. Zel kai epyddetal oto BepoAivo.
b. USA, 1976. Lives and works in Berlin.
Mpdéodata Bivieo: Corridor X: Postscript to an
Unfinished Journey, (o€ ouvepyaacia Ye tnv
Angela Melitopoulos), mapaywyn yia to Berliner
Herbstsalon, Gorki Theater, BepoAivo (2013)-
Pasewalk, erionun oupuuetoxn oto Weidterstadt
Open Air Film Festival, Weidterstadt, leppavia,
kal o0To Mixed Messages Media Studies Graduate
Showcase, The New School, Néa Yépkn- emiong
TTPORBAABNKE WG UEPOG TOU HIKpoU dIAY Techniques
of the Observer oto Néo AgAxi (2009).

Recent video works: Corridor X: Postscript to

an Unfinished Journey, (in collaboration with
Angela Melitopoulos), produced for the Berliner
Herbstsalon, Gorki Theater, Berlin (2013)- Pasewalk,
official selection of the Weidterstadt Open Air Film
Festival, Weidterstadt, Germany, and the Mixed
Messages Media Studies Graduate Showcase, The
New School, New York, and was screened as part
of the short film programme Techniques of the
Observer in New Delhi (2009).

TOM MOLLOY

vev. IpAavdia, 1964. Zei kai epydetal otn Pouéy,
FaAAia.

b. Ireland, 1964. Lives and works in Rouen,
France.

Mpdodates atouIkéG ekBEaelg: Native, Lora
Reynolds Gallery, ‘Qotiv, TéEag, HMA (2014)-
Issue, The Flag Art Foundation, Néa Yépkn (2013)-
CADRE/R, Le 180, Pouéyv, FaAAia (2013)- New
World, Lora Reynolds Gallery, Qotiv, TéEag (2012)-
Doubt, Rubicon Gallery, AouBAivo. IpAavdia (2011).
Mpéodates odadikég ekBEaelg: Monument, Musee
des Beaux-Art de Calais, KaAai, FaAAia (2014)- 5n
MmievdAe ZUyxpovng Téxvng tng Méoxag (2013)-
Lines of Control, Nasher Museum, Duke University,
Bopela KapoAiva, HMA (2013)- personal, political,
mysterious, The Flag Art Foundation, Néa Yépkn
kal Lora Reynolds Gallery, Qotiv, TéEag (2013)

Recent solo exhibitions: Native, Lora Reynolds
Gallery, Austin, Texas, USA (2014)- Issue, The Flag
Art Foundation, New York (2013)- CADRE/R, Le 180,
Rouen, France (2013)- New World, Lora Reynolds
Gallery, Austin, Texas (2012)- Doubt, Rubicon
Gallery, Dublin, Ireland (2011). Recent group
exhibitions: Monument, Musee des Beaux-Art de
Calais, Calais, France (2014)- 5th Moscow Biennial
of Contemporary Art (2013)- Lines of Control,
Nasher Museum, Duke University, North Carolina,
USA (2013)- personal, political, mysterious, The
Flag Art Foundation, New York and Lora Reynolds
Gallery, Austin, Texas, USA (2013)



NIKOZ NAYPIAHZ / NIKOS NAVRIDIS

yev. ABrva, 1958. Zel kal epyddetal otnv ABrva.
b. Athens, 1958. Lives and works in Athens.
Mpdodates aTouIkEG ekBEaelg: Bernier/Eliades
Gallery, ABrva (2014, 2008, 2004)- M'kaAepi Zriva
ABavaoiddou, Oecoalovikn (2012)- CaixaForum
Madrid, Madpitn (2004). Mpdopateg opadikeES
ekB€oelg: A Thousand Doors, Augpikdvikn ZxoAn
KAaoIkav Zmoudwv, levvdadiog BiBAIoBrikn, ABrva
(2014)- No Country For Young Men, BOZAR-Palais
des Beaux-Arts, BpuEéAAeg (2014)- H pyeooyeiakn
euneipia: H Meadyeiog ws xwpotdéiko mapdderyua
diakivnang 10edv kai Adyou, Makedoviké Mouaeio
YUyxpovng Téxvng, Oeooalovikn (2013)- loTopieg
2xediou (2), Kévipo ZUyxpovng Téxvng IAedva
Touvta, ABriva (2011)- H mpdtn €ikéva, Makedoviko
Mougceio ZUyxpovng Téxvng, ©Oecoalovikn
(2009)- La premiére image, Centre Régional d'Art
Contemporain de Sete, Sete, faAAia (2011)

Recent solo exhibitions: Bernier/Eliades Gallery,
Athens (2014, 2008, 2004)- Zina Athanassiadou
Gallery, Thessaloniki (2012)- CaixaForum Madrid,
Madrid (2004). Recent group exhibitions: A
Thousand Doors, The American School of
Classical Studies, Gennadius Library, Athens
(2014)- No Country For Young Men, BOZAR-
Palais des Beaux-Arts, Brussels (2014)- The
Mediterranean Experience: The Mediterranean as
a spatial paradigm for the circulation of ideas and
meaning, Macedonian Museum of Contemporary
Art, Thessaloniki (2013)- Drawing Stories (2),
lleana Tounta Contemporary Art Centre, Athens
(2011)- The First Image, Macedonian Museum

of Contemporary Art, Thessaloniki (2009)-

La premiére image, Centre Régional d'Art
Contemporain de Sete, Sete, France (2011)

PAVEL PEPPERSTEIN

yev. Méoxa, Pwoaia, 1966. Agv €xel péviun
S1evbuvaon N gpyactnplo.

b. Moscow, Russia, 1966. He has no permanent
address or studio.

MNpéodateg atouikég ekBEaelg: Holy Politics,
Regina Gallery, Méoxa (2014)- Debris of the

Future, Pace Gallery, Aovdivo (2014)- Murder, She
said!, Galeria Kewenig, MdAua, Mayiépka (2013)-
Studies of American Suprematism, Galerie Kamm,
BepoAivo (2013)- Ophelia, Regina Gallery, Aovdivo
(2012)- Landscapes of the Future, Kewenig Galerie,
KoAwvia (2011)- Leviathan, Campoli Presti Gallery,
Mapiol (2011). Npdéodpateg opadikég ekBEaelg: Walk
the Line-Neue Wege der Zeichnung, Kunstmuseum,
Wolfsburg, lepuavia (2015)- Manifesta 10, European
Biennial of Contemporary Art, Mouceio Epuitdg,
Ayia NetpodmoAn, Pwaoaoia (2014)- Flow, 6n
MmievdAe Tng Mpdyag (2013): The Politics of Play,
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MmievdAe tou Mkéteumopyk, oundia (2013)

Recent solo exhibitions: Holy Politics, Regina
Gallery, Moscow (2014)- Debris of the Future, Pace
Gallery, London (2014)- Murder, She said!, Galeria
Kewenig, Palma de Mallorca (2013)- Studies of
American Suprematism, Galerie Kamm, Berlin
(2013)- Ophelia, Regina Gallery, London (2012)-
Landscapes of the Future, Kewenig Galerie,
Cologne (2011)- Leviathan, Campoli Presti Gallery,
Paris (2011). Recent group exhibitions: Walk the
Line-Neue Wege der Zeichnung, Kunstmuseum,
Wolfsburg, Germany (2015)- Manifesta 10, European
Biennial of Contemporary Art, State Hermitage
Museum, St. Petersburg, Russia (2014)- Flow, 6th
Prague Biennale, Prague (2013)- The Politics of
Play, Gothenburg Biennale, Sweden (2013)

ANTQNHEZ NMITTAZ / ANTONIS PITTAS

yev. ABnva, 1973. Z&l Kal epyddetal oTo
ApoTEPVTAp.

b. Athens, 1973. Lives and works in Amsterdam.
Mpéodateg atouikég ekBéaelg: De Nederlandsche
Bank, Apotepvtap (2013)- Hessel Museum of

Art & CSS Bard Galleries, Annandale, Néa Y6pkn
(2012)- Mouoeio Mrrevdkn, ABriva (2011)- Van

Abbe Museum, Aivixdodev (2011)- The Central
Museum, Outpéxtn (2002). NMpdodateg opadikeES
ekBéaoelg: Agora, 4n MmevdAe tng ABrivag (2013)-
Overlapping Biennial, 5n MmevdAe BoukoupeoTiou
(2012)- Kunsthal Charlottenborg, Komeyxdyn (2011)-
Stedelijk Museum Bureau, Auctepviau (2004)

Recent solo exhibitions: De Nederlandsche Bank,
Amsterdam (2013)- Hessel Museum of Art & CSS
Bard Galleries, Annandale, New York (2012)-
Benaki Museum, Athens (2011)- Van Abbe Museum,
Eindhoven (2011)- The Central Museum, Utrecht
(2002). Recent group exhibitions: Agora, 4th
Athens Biennale, Athens (2013)- Overlapping
Biennial, 5th edition Biennial, Bucharest (2012)-
Kunsthal Charlottenborg, Copenhagen (2011)
Stedelijk Museum Bureau, Amsterdam (2004)

©OAQPHZ MPOAPOMIAHZ /

THEO PRODROMIDIS

yev. @ecoalovikn, 1979. Zeil kal epyddetal oTnv
ABriva.

b. Thessaloniki, Greece, 1979. Lives and works in
Athens.

Npdodateg atouikég ekBEaEIS: 9 jours des affaires
en cour, ue tov Nétpo NikOAtoo, six d.o.g.s. project
space, ABrva (2011). Npdodateg opadikéG EKBETEIG:
Hermeneutics of Perpetual Time, REH-transformer,
BepoAivo (2014)- Pre-Text, Kévipo ZUyxpovng
Téxvng IAedva ToUvta, ABriva (2014)- Agora, 4n
MmievdAe tng ABrvag (2013) Eikactikoi AidAoyol

2013, Ztéyn MNpappdtwy & Texvay, 1dpupa Qvdon,
ABriva (2013)- Desk Issues, Sluice Art Fair, Aovdivo
(2013): 1.2.3.b4, Kévipo Zuyxpovng TExvNG-KpaTtikd
Mougeio ZUyxpovng Téxvng, @ecoaiovikn (2013)

Recent solo exhibitions: 9 jours des affaires en
cour, with Peter Nikoltsos, six d.0.g.s. project
space, Athens (2011). Recent group exhibitions:
Hermeneutics of Perpetual Time, REH-transformer,
Berlin (2014)- Pre-Text, lleana Tounta Contemporary
Art Center, Athens (2014)- Agora, 4th Biennale

of Athens (2013)- Visual Dialogues 2013, Onassis
Cultural Centre, Athens (2013)- Desk Issues, Sluice
Art Fair, London (2013)- 1.2.3.b4, Thessaloniki
Contemporary Art Center-State Museum of
Contemporary Art, Thessaloniki (2013)

MERIC ALGUN RINGBORG

yev. KovatavtivoumoAn, Toupkia, 1983. Zel kai
egpydZetal otn ZToKX6AUN, Zoundia.

b. Istanbul, Turkey, 1983. Lives and works in
Stockholm, Sweden.

Mpbodates aTouIKES ekBEDEIG: Becoming
European, Moderna Museet, STokxdAun (2014)- A
Work of Fiction (Revisited), Galerie Nordenhake,
BepoAivo (2014)- Uprisings, MOSTYN, Llandudno,
OuaAia (2014)- Metatext, Contemporary Art Gallery,
BavkoUBep, Kavaddg (2013)- The Apparent Author,
Galeri NON, KwvotavtivoumoAn (2013)- The Library
of Unborrowed Books, Art in General, Néa Yépkn
(2013). NMpdodateg ouadikég ekBEoeig: A Thousand
Doors, Fevvddeiog BIBAI0ORKN, ABriva (2014)- II
para volver, 12n MmievdAe tng Cuenca, lonpuepivog
(2014)- You Imagine What You Desire, 19n MmievAAe
Tou Xidvei, AuotpaAia (2014)

Recent solo exhibitions: Becoming European,
Moderna Museet, Stockholm (2014)- A Work of
Fiction (Revisited), Galerie Nordenhake, Berlin
(2014)- Uprisings, MOSTYN, Llandudno, Wales
(2014)- Metatext, Contemporary Art Gallery,
Vancouver, Canada (2013)- The Apparent Author,
Galeri NON, Istanbul (2013): The Library of
Unborrowed Books, Art in General, New York
(2013). Recent group exhibitions: A Thousand
Doors, The Gennadius Library of American School
of Classical Studies, Athens (2014)- Il para volver,
12th Bienal de Cuenca, Ecuador (2014)- You Imagine
What You Desire, 19th Biennale of Sydney, Australia
(2014)

ANILA RUBIKU

yev. Auppdxio, AABavia, 1970. Zel kal epyddetal
avdueoa ato Topdvto, To MIAdvo kal ta Tipava.
b. Durres, Albania, 1970. Lives and works
between Toronto, Milan and Tirana.

MNpdéodateg atouikég ekB€aeig: Fearful Intentions,

Josza Gallery, Bpu&€AAeg (2014)- About translation
Galerie IG Bildende Kunst, Biévvn (2011): Laws, Lies,
Traditions & Convictions, Josza Gallery, BpuEEANeG
(2010) Imagine the possibilities, Gallery Alessandro
Bagnai, ®AwpevTia (2009). MpdodaTteg ouadIkEG
ekB€oelg: Drawing Biennial 2015, The Drawing
Room, Aovdivo (2015)- Under Erasure, Tel Aviv
Museum of Art, Teh ABIB, lopanA (2014)- Histoires
de je (part 1), Gallery Dix9, Mapiol (2014)

Recent solo exhibitions: Fearful Intentions, Josza
Gallery, Brussels (2014)- About translation Galerie
|G Bildende Kunst, Vienna (2011)- Laws, Lies,
Traditions & Convictions, Josza Gallery, Brussels
(2010): Imagine the possibilities, Gallery Alessandro
Bagnai, Florence (2009). Recent group exhibitions:
Drawing Biennial 2015, The Drawing Room, London
(2015)- Under Erasure, Tel Aviv Museum of Art, Tel
Aviv, Israel (2014)- Histoires de je (part 1), Gallery
Dix9, Paris (2014)

MARINELLA SENATORE

yev. Italia, 1977. Zel kal epydletal avdueoa oto
Aovdivo kai To MNapial.

b. Italy, 1977. Lives and works between London
and Paris.

Mpdéodateg atouikég ekBEaelg: Mot International,
Aovdivo (2014)- The School of Narrative Dance,
Petach Tikva Museum of Art, lopaiA (2014)- Estman
Radio, INSITU, BepoAivo (2014)- Public Secrets,
Kunsthalle, St Gallen, EABetia (2014)- Museum

of Contemporary Art, Zdvta Mndpumapa, HMA
(2014). Npdodateg ouadikég ekOEaelg: Portrait of
the Artist as a Young (Wo)Man, Castello di Rivoli,
Pwun (2014)- MmevdAe tou AiBeproul (2014)- Set
in Motion, Petach Tikva Museum of Art, TeA ABIB
(2014)

Recent solo exhibitions: Mot International, London
(2014)- The School of Narrative Dance, Petach Tikva
Museum of Art, Israel (2014)- Estman Radio, INSITU,
Berlin (2014)- Public Secrets, Kunsthalle, St Gallen,
Switzerland (2014)- Museum of Contemporary

Art, Santa Barbara, USA (2014). Recent group
exhibitions: Portrait of the Artist as a Young (Wo)
Man, Castello di Rivoli, Rome (2014)- Liverpool
Biennial (2014)- Set in Motion, Petach Tikva
Museum of Art, Tel Aviv (2014)

NEDKO SOLAKOV

yev. Cherven Bryag, BouAyapia, 1957. Zel kai
epydletal otn Zédia.

b. Cherven Bryag, Bulgaria, 1957. Lives and works
in Sofia.

MNpdéodateg atouikég ekBEaelg: A Group Show #2,
Galleria Massimo Minini, Brescia, ItaAia (2014)-
Mixed Media (in at least four directions and one



centre), Galerie Bob Van Orsouw, Zupixn (2014)-
Paintings with No Texts and | Want Back Home (said
the big frog), Galleria Continua, San Gimignano,
ItaAia (2013)- Protest Against the Protest, One-
Night Stand Gallery, Zé¢1a (2013). Mpdodateg
opadikég ekBéoeig: Galeria Casas Riegner,
Mmoykotd, KohopBia (2014)- The Empty Pedestal,
Museo Civico Archeologico di Bologna, MmoAdvia,
ItaAia (2014)- Text in Art, Georg Kargl Fine Arts &
Georg Kargl Box, Biévvn (2014)

Recent solo exhibitions: A Group Show #2, Galleria
Massimo Minini, Brescia, Italy (2014)- Mixed Media
(in at least four directions and one centre), Galerie
Bob Van Orsouw, Zurich (2014)- Paintings with No
Texts and | Want Back Home (said the big frog),
Galleria Continua, San Gimignano, Italy (2013)-
Protest Against the Protest, One-Night Stand
Gallery, Sofia (2013). Recent group exhibitions:
Galeria Casas Riegner, Bogota, Colombia (2014)-
The Empty Pedestal, Museo Civico Archeologico di
Bologna, Bologna, Italy (2014)- Text in Art, Georg
Kargl Fine Arts & Georg Kargl Box, Vienna (2014)

NIKOZ TPANOZ / NIKOS TRANOS

VEV. Zapakég, EUBola, EANGSa, 1957. Zel kal
egpyddetal otnv ABrva.

b. Zarakes, Evia, Greece, 1957. Lives and works
in Athens.

Mpdodates aTouIkEG eKBETEIG: Evag UikpOg
BaaiAoktdvog, AA ykaAepi, ABriva (2007)-
EvSovoaokouelakes Aoiuwéeig, AA ykahepi, ABriva
(2005)- Spell your name, ykaAepi Aptio, ABriva
(2002)- Ta&IdIwTIKES TTPOEISOTTOINTEIS, YKANEPT
‘Aptio, ABrva (2000). MNpdéodateg opadIkES
ekBéoeig: Greek Art, Sem-Art Gallery, Movaké
(2011)- Locked Time, Donopoulos International
Fine Arts, @goocalovikn (2009)- lMayavioudg,
nepdépuavg, Art Athina (2009)

Recent solo exhibitions: Crimen Majestatis, AD
Gallery, Athens (2007)- In-hospital Infections, AD
Gallery, Athens (2005)- Spell your name, Artio
Gallery, Athens (2002)- Travel Warnings, Artio
Gallery, Athens (2000) . Recent group exhibitions:
Greek Art, Sem-Art Gallery, Monaco (2011)-
Locked Time, Donopoulos International Fine Arts,
Thessaloniki (2009)- Paganism, performance, Art
Athina (2009)

THOMAS WEINBERGER

yev. Mévaxo, 1964. Zei kai epydZetal oTo
BepoAivo kal To Mévaxo.

b. Munich, 1964. Lives and works in Berlin and
Munich.

MNpdéodateg atouikég ekBEaelg: Galerie Robert
Drees, AvvéBepo (2013)- The Collection Nr 1.
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Thomas Weinberger & David Stjernholm, The Egg,
Bpu&€AAeg (2013)- Schén, Nusser & Baumgart
Contemporary, Mévaxo (2012)- Bernhard Knaus
Fine Art, ®paykdouptn (2012)- von licht und

zeit, Martin Mertens Gallery, BepoAivo (2011).
MNpdodateg ouadikég ekBEoeig: les miniatures,
Codex-Berlin, BepoAivo (2015)- Ein Moment-ewig,
Kunstwerk-Sammlung Alison und Peter W. Klein,
Eberdingen-Nussdorf, lepuavia (2015)

Recent solo exhibitions: Galerie Robert Drees,
Hannover (2013)- The Collection Nr 1. Thomas
Weinberger & David Stjernholm, The Egg, Brussels
(2013)- Schén, Nusser & Baumgart Contemporary,
Munich (2012)- Bernhard Knaus Fine Art, Frankfurt
(2012)- von licht und zeit, Martin Mertens Gallery,
Berlin (2011). Recent group exhibitions: les
miniatures, Codex-Berlin (2015)- Ein Moment-ewig,
Kunstwerk-Sammlung Alison und Peter W. Klein,
Eberdingen-Nussdorf, Germany (2015)

OLAV WESTPHALEN

yev. Aupoupyo, Meppavia, 1963. Zel kai epydletal
oTN ZTOKXOAUN.

b. Hamburg, Germany, 1963. Lives and works in
Stockholm.

Mpdéodateg atouikéG ekBEaelg: Humor and the
abject (performance), BHQFU, Néa Yépkn (2014)-
Eine wesentlich andere Sprache (performance),
Casa do Povo, Zdo NMdoAo, BpaliAia (2014)- Play,
Recapturing the Radical Imagination, Gothenburg
Biennial, Nkéteumopyk, Zoundia (2013)- A Junkie in
the forest : doing things the hard way, Galerie GP

& N Vallois (Project Room), Mapial (2012)- Flip Flop
Factory, «Vision Forum-Think Again», Minsheng Art
Museum, Zaykdn, Kiva (2012). Mpdodateg opadikég
ekB€oeig: Olav Westphallen/Peter Rostovsky/PROW:
Relative Coordinates, Galerie Kristen Lorello,

Néa Yépkn (2015)- Destroy, she said, The Boiler,
Néa Yépkn (2015)- Rattelschneck Retrospective,
Caricatura, Museum fiir Komische Kunst,
Ddpaykpouptn (2013)- Representation and the Body,
Wetterling Gallery, ZTokxéAun (2012)

Recent solo exhibitions: Humor and the abject
(performance), BHQFU, New York (2014)- Eine
wesentlich andere Sprache (performance), Casa do
Povo, Sdo Paolo, Brazil (2014)- Play, Recapturing
the Radical Imagination, Gothenburg Biennial,
Gothenburg, Sweden (2013)- A Junkie in the
forest : doing things the hard way, Galerie GP &
N Vallois (Project Room), Paris (2012)- Flip Flop
Factory, «Vision Forum-Think Againy, Minsheng
Art Museum, Shanghai, China (2012). Recent
group exhibitions: Olav Westphallen/Peter
Rostovsky/PROW: Relative Coordinates, Galerie
Kristen Lorello, New York (2015)- Destroy, she

said, The Boiler, New York (2015)- Rattelschneck
Retrospective, Caricatura, Museum fiir Komische
Kunst, Frankfurt (2013)- Representation and the
Body, Wetterling Gallery, Stockholm (2012)

QIU ZHIJIE

yev. enapxia Fujian, Kiva, 1969. Zei kai epyddetal
oto MNekivo.

b. Fujian Province, China, 1969. Lives and works
in Beijing.

MNpdéodates atouikéG ekBEoeig: Qiu Zhijie, Hanart
TZGallery, Art Basel, EABetia (2014)- Everything
has Its Soul, Meilun Art Museum, Hunan Arts-
Press, Changsha, Kiva (2014)- Homogeneity: The
Nanjing Yangzi River Bridge Project, Museum of
Nanjing Art, Kiva (2014)- Playground, Matthias
Arndt Gallery, Ziykamoupn (2014). MNpdéodateg
ouadIkEG ekBEaelg: Ancient Heritage-New Scenery
a contemporary historical path by the west lake,
SanshangArt, Hangzhou, Kiva (2015)- Sudden
Change of Idea- An Exhibition on Comparative
Study between Chinese and German Conceptual
Art, United Art Museum, Hubei, Kiva (2015)-
MmievdAe Tng Bevetiag (2015)

Recent solo exhibitions: Qiu Zhijie, Hanart
TZGallery, Art Basel, Switzerland (2014)- Everything
has Its Soul, Meilun Art Museum, Hunan Arts-Press,
Changsha, China (2014)- Homogeneity: The Nanjing
Yangzi River Bridge Project, Museum of Nanjing
Art, China (2014)- Playground, Matthias Arndt

Gallery, Singapore (2014). Recent group exhibitions:

Ancient Heritage-New Scenery a contemporary
historical path by the west lake, SanshangArt,
Hangzhou, China (2015)- Sudden Change of Idea-
An Exhibition on Comparative Study between
Chinese and German Conceptual Art , United Art
Museum, Hubei, China (2015)- The Venice Biennale
(2015)

2 XETIKEX KINHXEIX
RELATIVE MOTIONS

EYAITEAIA KPANIQTH / EVANGELIA
KRANIOTI

yev. ABnva, 1979. Zei kal epydletal oto Mapiol.

b. Athens, 1979. Lives and works in Paris.
MpéodaTteg aToUIKESG Kal OPadIKEG EKBETEIG:
Traverso (atouikn), Galerie Sator, Mrvag
dwrtoypadiag, Mapiol (2014)- Antidote, Galeries
Royales Saint-Hubert, Nuit Blanche, Bruxelles
(2014)- La Biennale de Belleville-FIAC, Mapiol
(2014)- Kyotographies presented by Agnés b., KidTo,

lanwvia (2014)- Panorama 15, Le Fresnoy Studio
National des Arts Contemporains, Tourcoing, FaAAia
(2013)

Recent solo and group exhibitions : Traverso (solo),
Galerie Sator, Month of Photography, Paris (2014)-
Antidote, Galeries Royales Saint-Hubert, Nuit
Blanche, Brussels (2014)- La Biennale de Belleville-
FIAC, Paris (2014)- Kyotographies presented by
Agnés b., Kyoto, Japan (2014)- Panorama 15, Le
Fresnoy Studio National des Arts Contemporains,
Tourcoing, France (2013)

JULIEN PREVIEUX

yev. FkepvoumA, FaAlia, 1974. Zel Kal epydletal
oto Mapiol.

b. Grenoble, France, 1974. Lives and works in
Paris.

Mpdéodates atouikéG ekBEoeIg: 'EKBeoN ToU VIKNTA
Tou BpaBeiou Marcel Duchamp, Espace 315, Centre
Pompidou, Mapiol (2015)- Le jeu idéal, Galerie
Showcase, MkpevoumA (2013)- 10 puissance 120, Frac
Basse-Normandie, Caen, faAAia (2012)- Stratagémes
et espaces clos, Galerie de I' Ecole des Beaux-

arts de Rouen, Pouév, MaAAia (2012). Mpdodpateg
ouadIKEG ekBEaelg: Tapisserie - De Picasso a
Messager, Musée Jean-Lurcat et de la Tapisserie
Contemporaine, Angers, FaAAia (2015)- Invitation au
voyage, La Centrale, BpuE€AAeg (2015)- Shortcuts,
Centre PasquArt, Bienne, EABetia (2015)

Recent solo shows: Exhibition of the winner of

the prize Marcel Duchamp, Espace 315, Centre
Pompidou, Paris (2015)- Le jeu idéal, Galerie
Showcase, Grenoble (2013)- 10 puissance 120,

Frac Basse-Normandie, Caen, France (2012)-
Stratagémes et espaces clos, Galerie de I'Ecole des
Beaux-arts de Rouen, France, (2012). Recent group
shows: Tapisserie - De Picasso a Messager, Musée
Jean-Lurcat et de la Tapisserie Contemporaine,
Angers, France (2015)- Invitation au voyage, La
Centrale, Brussels (2015)- Shortcuts, Centre
PasquArt, Bienne, Switzerland (2015)

TAYTOETEPOTHTA
IDENTALTERITY

LYNDA BENGLIS

yev. Lake Charles, Aouididva, HMA, 1941. Zel kai
epyddetal yeta&u Néag Yopkng, Zdvta dg, Néo
Me&Ik6, KaoteAdpiZou kal Axpeviapmdvt, lvdia.
b. Lake Charles, Louisiana, U.S.A., 1941. Lives and
works between New York, Santa Fe, New Mexico,
Kastelorizo, Greece and Ahmedabad, India.



Mpdodates aTouIkEG ekBEDeIG: Lynda Benglis:
Water Source, Storm King Art Center, New Windsor,
Néa Yépkn (2015)- Lynda Benglis, Cheim & Read,
Néa Yépkn (2014)- Lynda Benglis: Everything
Flows, Locus Gallery, ®ihadéAdela, MevouABdvia,
H.M.A. (2013). Mpdodateg opadikEG EKOETEIG:
Pretty Raw: After and Around Helen Frankenthaler,
Rose Art Museum, Brandeis University, Waltham,
Macaxouc€tn, H.M.A. (2015)- Venus Drawn Out:
20th Century works of great women artists, The
Armory Show at Pier 92, Néa Yépkn (2014)- Lynda
Benglis 73/74, Sutton Projects, Neon Parc kai TCB
Art, Zidvei, Auotpalia (2014).

Recent solo exhibitions: Lynda Benglis: Water
Source, Storm King Art Center, New Windsor, New
York (2015)- Lynda Benglis, Cheim and Read, New
York (2014)- Lynda Benglis: Everything Flows, Locus
Gallery, Philadelphia, Pennsylvania (2013). Recent
group exhibitions: Pretty Raw: After and Around
Helen Frankenthaler, Rose Art Museum, Brandeis
University, Waltham, Massachusets, U.S.A. (2015)-
Venus Drawn Out: 20th Century works of great
women artists, The Armory Show at Pier 92, New
York (2014)- Lynda Benglis 73/74, Sutton Projects,
Neon Parc and TCB Art, Sydney, Australia (2014).

URSULA BIEMANN

YEv. Zupixn, EABetia, 1955. Zel kal epydZetal otn
Zupixn.

b. Zurich, Switzerland, 1955. Lives and works in
Zurich.

Mpdodates aTouIkéG ekBEaelg: Egyptian Chemistry-
Deep Weather-Sahara Chronicle, Neuer Berliner
Kunstverein, BepoAivo (2013)- Ursula Biemann
Mission Reports, Lentos Museum Linz, Auotpia
(2012)- Ursula Biemann, Bildmuseet, Umea,
Youndia (2007-2008)- Waterscapes - The Politics of
Water, Pohang City Museum of Art, Pohang, Nétia
Kopéa (2015)- Rights of Nature: Art and Ecology

in the Americas, Nottingham Contemporary,
NéTivyxau (2015)

Recent solo exhibitions: Chemistry-Deep Weather-
Sahara Chronicle, Neuer Berliner Kunstverein,
Berlin (2013), Ursula Biemann Mission Reports,
Lentos Museum Linz, Austria (2012), Ursula
Biemann, Bildmuseet, Umea, Sweden (2007-
2008). Recent group exhibitions: Waterscapes

- The Politics of Water, Pohang City Museum

of Art, Pohang, Korea (2015)- Rights of Nature:
Art and Ecology in the Americas, Nottingham
Contemporary, Nottingham (2015)

PAULINE BOUDRY & RENATE LORENZ
Zouv Kal epydgovtal oto BepoAivo.
Live and work in Berlin.
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MNpéodateg atouikEG ekBEaeIg: Loving, Repeating,
Kunsthalle Wien, Biévvn (2015)- Opaque, La

Bf15, Auwv, faAAia (2015)- Opaque, Ellen de

Bruijne Projects, Auotepvtap (2015). Npdodateg
ouadikég ekBEaelg: Doors Open, Forum Expanded
Berlinale, Akademie der Kiinste, BepoAivo (2015)-
Feminine Futures - The Membrane of the Dream

& The Membrane of the Real, Museum Langmatt,
Mndvtev, EABeTia (2015)- Nascent States, Waterside
Contemporary, Aovdivo (2015)

Recent solo exhibitions: Loving, Repeating,
Kunsthalle Wien, Austria (2015)- Opaque, La Bf15,
Lyon, France & Opaque, Ellen de Bruijne Projects,
Amsterdam (2015). Recent group exhibitions:
Doors Open, Forum Expanded Berlinale, Akademie
der Kiinste, Berlin (2015)- Feminine Futures - The
Membrane of the Dream & The Membrane of the
Real, Museum Langmatt, Baden, Switzerland
(2015)- Nascent States, Waterside Contemporary,
London (2015)

MARIANNE DARLEN SOLHAUGSTRAND

yev. Tromsg, NopBnyia, 1975. Zei kai epydZetal
oto’0Ocho, NopBnyia.

b. Tromsg, Norway, 1975. Lives and works in
Oslo, Norway.

MNpdodateg atouikég ekBEaelg: All Artists

are Hermaphrodites, VisningsromDrammen,
NopBnyia (2013)- Watercolors, Tromsg Gallery of
Contemporary Art, Tromsg (2013)- Juicier, Window
Box Gallery Pushwagner, ‘OcAo (2012). Mpdodateg
ouadikég ekBE€aelg: LOCUS exhibition at Studio 17,
Je Toug T. Fastvold kai T. Thorjussen, Stavanger,
NopBnyia (2015)- Die Winterreise, Galleri LNM,
‘Ooho (2015)

Recent solo exhibitions: All Artists are
Hermaphrodites, VisningsromDrammen,

Norway (2013)- Watercolors, Tromse Gallery of
Contemporary Art, Tromsg (2013)- Juicier, Window
Box Gallery Pushwagner, Oslo (2012). Recent group
exhibitions: LOCUS exhibition at Studio 17, with

T. Fastvold and T. Thorjussen, Stavanger, Norway
(2015)- Die Winterreise, Galleri LNM, Oslo (2015)

YEVGENIY FIKS

yev. Méoxa, 1972. Zei kai epyddetal otn Néa
Yépkn.

b. Moscow, 1972. Lives and works in New York.
Mpdéodateg atouikéG ekBEaelg: The Lenin Museum,
The James Gallery, The Graduate Center, CUNY,
Néa Yépkn (2014)- Homosexuality Is Stalin’s Atom
Bomb to Destroy America, Winkleman Gallery, Néa
Yépkn (2013)- Tour of MOMA with Congressman
Dondero, Galeria HIT, MnipatioAdBa, ZAoBakia
(2012). Npdodateg ouadikég ekBEaeig: Et Autres

Identites..., Pavillon Vendéme-Centre d' Art
Contemporain, Clichy, FaAAia (2015)- Le dessin
engagé, Committed drawing, Le Carreau du Temple,
Mapiol (2015)- Lenin: Icebreaker Revisited, Austrian
Cultural Forum New York, Néa Yépkn (2014).

Recent solo exhibitions: The Lenin Museum, The
James Gallery, The Graduate Center, CUNY, New
York (2014)- Homosexuality Is Stalin’s Atom Bomb
to Destroy America, Winkleman Gallery, New York
(2013)- Tour of MOMA with Congressman Dondero,
Galeria HIT, Bratislava, Slovakia (2012). Recent
group exhibitions: Et Autres Identites..., Pavillon
Venddme-Centre d'Art Contemporain, Clichy,
France (2015)- Le dessin engagé, Committed
drawing, Le Carreau du Temple, Paris (2015)- Lenin:
Icebreaker Revisited, Austrian Cultural Forum New
York, New York (2014).

KQITHZ ®QKAZX / KOSTIS FOKAS

yev. ABnva, 1979. Zei kal epydZetal ota Xavid tng
KpAtng.

b. Athens, 1979. Lives and works in Chania,
Crete, Greece.

Mpbodates aToUIKEG EKBEDEIG: Relationshits,
Atopos (Residency), ABriva (2015)- I'm not
malfunctioning, you are, Dalston Superstore,
Aovdivo (2014). Mpdodateg opadikEG EKOETEIG:
L'artfair, Impact Hub, l'eveln (2015)- Pink Pistols,
Doomed Gallery Dalston, Aovdivo (2015)- Art
Basel, APT606, ®A6pivia, H.M.A. (2014)- Art is Dad,
Topoévto (2014)

Recent solo exhibitions: Relationshits, Atopos
(Residency), Athens, Greece (2015)- I'm not
malfunctioning, you are, Dalston Superstore,
London (2014). Npdodateg ouadikéS eKOETEIG:
L'artfair, Impact Hub, Geneva, Switzerland (2015)-
Pink Pistols, Doomed Gallery Dalston, London
(2015)- Art Basel, APT606, Florida, U.S.A. (2014)-
Art is Dad, Toronto (2014)

HECTOR DE GREGORIO

yev. lomavia. Zel kai epyddetal oto Aovdivo.

b. Spain. Lives and works in London.

Mpdodates aToUIkES ekBEaeIg: Marvels of Things
Created and Miraculous Aspects of Existing Things,
Opus Gallery, Newcastle upon Tyne, MeydAn
Bpetavia (2013)- Hector de Gregorio: New Work,
Opus Gallery, Newcastle upon Tyne, MeydAn
Bpetavia (2011) Npdodateg ouadikéG eKOETEIG:
Summer Exhibition, Opus Gallery, Newcastle upon
Tyne, MeydAn Bpetavia (2011)- Nine: An Exhibition
of New Work by Nine Contemporary Artists, Opus
Gallery, Newcastle upon Tyne, MeydAn Bpetavia
(2011)- Happiness machines, RISE Berlin, BepoAivo
(2010)

Recent solo exhibitions: Marvels of Things Created
and Miraculous Aspects of Existing Things, Opus
Gallery, Newcastle upon Tyne, United Kingdom
(2013)- Hector de Gregorio: New Work, Opus Gallery,
Newcastle upon Tyne, United Kingdom (2011)
Recent group exhibitions: Summer Exhibition, Opus
Gallery, Newcastle upon Tyne, United Kingdom
(2011)- Nine: An Exhibition of New Work by Nine
Contemporary Artists, Opus Gallery, Newcastle
upon Tyne, United Kingdom (2011)- Happiness
machines, RISE Berlin, Berlin (2010)

IGOR GRUBIC

yev. Zdykpeum, Kpoatia, 1969. Zei kal epydletal
010 ZAYKPEWUTT.

b. Zagreb, Croatia, 1969. Lives and works in
Zagreb.

Mpbodateg atoukéG ekBEaelg: Angels with dirty
faces, Laveronica Arte Contemporanea, YIkeAia,
Modica, ItaAia (2014)- Artefiera, MmoAdvia, Itaiia
(2014)- East Side Story, Dock-aktuelle Kunst,
BaoiAeia, EABetia (2013). Mpdodateg ouadIKES
ekO€oelg: Sweet Dew - since 1980, Gwangju
Biennale 20th Anniversary Special Project, N6Tia
Kopéa (2014)- Notes on Undoing, Garis & Hahn, Néa
Yépkn (2014)- The Deep of the Modern, Manifesta 9,
Idvon, BéAyio (2012)

Recent solo exhibitions: Angels with dirty faces,
Laveronica Arte Contemporanea, Modica, Italy
(2014)- Artefiera Bologna, Bologna, Italy (2014)-
East Side Story, Dock-aktuelle Kunst, Basel,
Switzerland (2013). Recent group exhibitions:
Sweet Dew - since 1980, Gwangju Biennale 20th
Anniversary Special Project, South Korea (2014)-
Notes on Undoing, Garis & Hahn, New York (2014)-
The Deep of the Modern, Manifesta 9, Genk,
Belgium (2012)

DAVID HOCKNEY

yev. Bradford, AyyAia, 1937. Ze1 kai epydetal 610
MmnpivtAivyktov, East Riding, Yorkshire kai oto
Kévaivyktov tou Aovdivou.

b. Bradford, United Kingdom, 1937. Lives in
Bridlington, East Riding of Yorkshire, and
Kensington, London.

MNpéodateg atouikég ekBEaeIC: Louisiana on paper,
David Hockney, Louisiana Museum of Modern Art,
Humlebaek, Aavia (2015)- David Hockney: Some
new paintings (and photography), Pace Gallery,

Néa Yépkn (2015)- David Hockney: The arrival of
spring, Pace Beijing, Mekivo (2015). Mpdéodateg
ouadIKES eKOEaeIG: Reflections Refractions, The
National Portrait Gallery, Smithsonian Institution,
Oudoivyktov (2009)- Museum Islands, Masterworks
From Japanese Art Museum Collections, The Japan
Association Of Art Museums 25th Anniversary



Exhibition, Tokyo Metropolitan Art Museum, Tékuo,
lamwvia (2009)

Recent solo exhibitions: Louisiana on paper,

David Hockney, Louisiana Museum of Modern

Art, Humlebaek, Denmark (2015)- David Hockney:
Some new paintings (and photography), Pace
Gallery, New York (2015)- David Hockney: The
arrival of spring, Pace Beijing, Beijing, China (2015).
Recent group exhibitions: Reflections Refractions,
The National Portrait Gallery, Smithsonian
Institution, Washington D.C. (2009)- Museum
Islands, Masterworks From Japanese Art Museum
Collections, The Japan Association Of Art Museums
25th Anniversary Exhibition, Tokyo Metropolitan
Art Museum, Tokyo, Japan (2009).

DEBORAH KELLY & TINA FIVEASH

Deborah Kelly

yev. MeABoupvn, Auotpalia, 1962. Zel Kal
egpyddetal otn MeABoupvn Kail To ZidVei,
AuoTtpalia.

b. Melbourne, Australia, 1962. Lives and works in
Melbourne and Sydney, Australia.

Mpdodateg atouikéG ekBEaelg: The Miracles |
Deborah Kelly, Counihan Gallery, MeABoUpvn
(2013): Deborah Kelly Awfully Beastly, Gallery
Barry Keldoulis, Zidvei (2011)- Deborah Kelly - Tank
man tango, Contemporary Art Centre of South
Australia, AdeAaida, Auotpalia (2009). Mpdodateg
ouadikég ekBEaeig: Zero Tolerance, MOMA PS1,

Néa Yépkn (2015)- The TarraWarra Biennial 2014:
Whisper in My Mask, TarraWarra Museum of Art,
Biktwpla, Auatpalia (2014)- Zero Tolerance: Miami,
o€ ouvepyaoia ye to MoMA PS1, YoungArts Tower
Building, Maidui, ®Adpivta (2014).

Recent solo exhibitions: The Miracles | Deborah
Kelly, Counihan Gallery, Melbourne (2013)-
Deborah Kelly Awfully Beastly, Gallery Barry
Keldoulis, Sydney (2011)- Deborah Kelly - Tank
man tango, Contemporary Art Centre of South
Australia, Adelaide, Australia (2009). Recent
group exhibitions: Zero Tolerance,, MOMA PS1,
New York (2015)- The TarraWarra Biennial 2014:
Whisper in My Mask, TarraWarra Museum of Art,
Victoria, Australia (2014)- Zero Tolerance: Miami,
in partnership with MoMA PS1, YoungArts Tower
Building, Miami, Florida (2014).

Tina Fiveash

vev. Kaumépa, Auotpalia, 1970. Zel kai epydZetal
oto Enmore, Néa Nétia Oualia, Auotpalia.

b. Canberra, Australia, 1970. Lives and works in
Enmore, NSW,Australia.

MNpéodateg atouikég ekBEaelg: Tina Fiveash:
Grace, Queensland Centre for Photography,
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Mnpioumeiv, AuotpaAia (2012)- Tina Fiveash:
Selected Works, Platform 72, Zidvei (2012)- Tina
Fiveash, Plump Gallery, Zidvei (2011). NMpdodateg
ouadikég ekBEaelg: Got the Message? 50 Years of
Political Posters, Art Gallery of Ballarat, Ballarat,
Auotpalia (2013)- Marrickville Contemporary Art
Prize Finalists Exhibition, Chrissie Cotter Gallery,
Yidvel (2012)- Emergence Quirk-ability Gallery,
Zidvei(2012).

Recent solo exhibitions: Tina Fiveash: Grace,
Queensland Centre for Photography, Brisbane,
Australia (2012)- Tina Fiveash: Selected Works,
Platform 72, Sydney (2012)- Tina Fiveash, Plump
Gallery, Sydney (2011). Recent group exhibitions:
Got the Message? 50 Years of Political Posters,
Art Gallery of Ballarat, Ballarat, Australia (2013)-
Marrickville Contemporary Art Prize Finalists
Exhibition, Chrissie Cotter Gallery, Sydney (2012)-
Emergence Quirk-ability Gallery, Sydney (2012)

MAJIDA KHATTARI

yev. Erfoud, Mapdko, 1966. Zei kai epydZetal oto
Napiol.

b. 1966 Erfoud, Morocco. Lives and works in
Paris.

Mpdodateg atouikéG ekBEaelg: a=r.B, mepddpuavg,
BaoiAeia, EABetia (2014)- Voilé-Dévoilé (KaAunmtw-
AMToKaAUMTw), eykatdotacn, AudiBéatpo Tou
AoUBpou, Mapiol (2013)- Libertés, Institute

of Islamic Culture, Mapiol (2012). Npdodateg
ouadIkéG ekBEaelg: The Grass Grows, The Form

at Contemporary Culture Gallery/Art.Lab Gallery/
Glenda Cingegrana: the Studio, BaoiAeia, EABeTia
(2014)- (One) Hope Map, Cultuurcentrum Bruges,
Mmipug, B€Ayio (2013)

Recent solo exhibitions: a=r.8, performance,

Basel, Switzerland (2014)- Voilé-Dévoilé (Cover-
Uncover), installation, The Louvre Auditorium,
Paris (2013)- Libertés, Institute of Islamic Culture,
Paris (2012). Recent group exhibitions: The Grass
Grows, The Form at Contemporary Culture Gallery/
Art.Lab Gallery/Glenda Cingegrana: the Studio,
Basel, Switzerland (2014)- (One) Hope Map,
Cultuurcentrum Bruges, Bruges, Belgium (2013)

SLAVA MOGUTIN

yev. Kemerovo, Zifnpia, Pwaia, 1974. Zel kai
epyddetal otn N€a Yoépkn.

b. Kemerovo, Siberia, Russia, 1974. Lives and
works in New York.

Npdodateg atopIkéG EKBETEIG: Amoresuperm,
La Fresh Gallery, Madpitn (2014)- Superm Fruit,
Please Do Not Enter, Aog AvtleAeg (2014)- De
Rusia con Amor, Asterisco Festival, casaBrandon
Gallery, Mmouévog Alpeg (2014). Mpdodateg

opadikég ekBEaeig: Interface: Queer Artist Forming
Communities through Social Media, Leslie-Lohman
Museum of Gay and Lesbian Art, Néa Yépkn (2015)-
Faceless, De Markten, BpuEéAheg (2015)

Recent solo exhibitions: Amoresuperm, La Fresh
Gallery, Madrid(2014)- Superm Fruit, Please Do
Not Enter, Los Angeles(2014)- De Rusia con Amor,
Asterisco Festival, casaBrandon Gallery, Buenos
Aires (2014). Recent group exhibitions: Interface:
Queer Artist Forming Communities through Social
Media, Leslie-Lohman Museum of Gay and Lesbian
Art, New York (2015)- Faceless, De Markten,
Brussels (2015)

CARLOS MOTTA

yev. Mmoykotd, KoAouia, 1978. Zel kai
epyddetal otn N€a Yopkn.

b. Bogotd, Colombia, 1978. Lives and works in
New York.

Mpdodates aTouIkES ekBEaelg: Carlos Motta:

For Democracy There Must Be Love, Réda Sten
Konsthall, Fkétepmopyk, Zoundia (2015)- Nefandus
Trilogy, Galeria Filomena Soares, Solo Projects
ARCO, Madpitn (2014). Mpdodateg opadIKES
ekBéoeiq: Resistance Performed, Migros Museum,
Zupixn (2015)- Rencontres Internationales, Haus
der Kulturen der Welt, BepoAivo (2015)

Recent solo exhibitions: Carlos Motta: For Democracy
There Must Be Love, Réda Sten Konsthall, Géteborg,
Sweden (2015)- Mor.Charpentier Galerie, Paris
(2015), Nefandus Trilogy, Galeria Filomena Soares,
Solo Projects ARCO, Madrid, Spain (2014). Recent
group exhibitions: Resistance Performed, Migros
Museum fiir Gegenwartskunst, Zurich (2015)-
Rencontres Internationales, Haus der Kulturen der
Welt, Berlin (2015)

NATAZZA MNAMNMAAONOYAOY / NATASHA
PAPADOPOULOU

yev. @eooalovikn. Zel kal epyddetal oTnv ABrva.
b. Thessaloniki. Lives and works in Athens.
MNpdéodateg atouikéG ekBEoeig: Insecurity
Guarantee, Open Circuit Lab, ABriva (2014)- Hungry
for culture, Remap 4, ABriva (2013)- Naked Eggs,

Ivy Brown Gallery, Néa Yépkn (2007). Mpdodateg
opadIKEG ekBEoeIg: Aglipmseof , Kutipiakn mipeoBeia
™ng ABrvag, ABriva (2015)- Photoromance Romanzo
Athens, ABriva (2015)- Miam festival, Xdyn,
OAAavdia (2014)- Civilization and Fall, Metamatic
Taf, ABriva (2013)

Selected solo exhibitions: Insecurity Guarantee,
Open Circuit Lab, Athens, Greece (2014)- Hungry
for culture, Remap 4, Athens, Greece (2013)- Naked
Eggs, lvy Brown Gallery, New York (2007). Selected
group exhibitions: Aglipmseof, Cyprian Embassy

at Athens, Athens, Greece (2015)- Photoromance
Romanzo Athens, Athens, Greece (2015)- Miam
festival, The Hague, Holland (2014)- Civilization and
Fall, Metamatic Taf, Athens, Greece (2013)

ANTQNHZ NPQTONATZIHEZ (PAZZI) /
ANTONIS PROTOPATSIS (PAZZI)

yev. MutiAivn, 1897 - néBave Abrva, 1947

b. Mytilene, Greece, 1897 - died Athens, 1947
EmAoyn atouik@v ekBéoewv: AiBouaa Téxvng
Ydkivoog, ABriva (1997)- Apxaloloyikd Mouaoeio
MuTIAvNnG (1997). EmAoyr opadik®V eKBECEWV:
YUvdeopog Zkitooypddwy, ABriva (1927, 1932),
MaveAArivia KaAAitexvikn ‘EkBeon, ABrva (1939)

Selected solo exhibitions: Yakinthos Gallery, Athens
(1997)- Archaeological Museum of Mytilene, Greece
(1997). Selected group exhibitions: Cartoonist
Association, Athens, Greece (1927, 1932)- Panellinia
Art Exhibition, Athens (1939)

WOLFGANG TILLMANS

vev. Remscheid, M'epuavia, 1968. Zel Kal epydletal
oto BepoAivo kai to Aovdivo.

b. Remscheid, Germany, 1968. Lives and works in
Berlin and London.

Mpdodates atouikéG ekBEaeIg: In Dialogue:
Wolfgang Tillmans, Philadelphia Museum of Art,
PiIAadéNdela, MevoulBdvia (2014)- Wolfgang
Tillmans, Kunstsammlung Nordrhein-Westfalen, K21
Standehaus, NticeAvtopd, lepuavia (2013)- Neue
Welt, Kunsthalle Zirich, Zupixn (2012). Mpdodpateg
ouadIKES ekBEaelg: New suite of Contemporary
Displays, Tate Britain, Aovdivo (2012)- Duplicate

it! (dpdon o1ig 14 louviou), Stedelijk Museum,
‘Auotepviap (2012)- After the Gold Rush:
Contemporary Photography from the Collection,
The Metropolitan Museum of Art, Néa Ydpkn (2011)

Recent solo exhibitions: In Dialogue: Wolfgang
Tillmans, Philadelphia Museum of Art, Philadelphia,
Pensylvania (2014)- Wolfgang Tillmans,
Kunstsammlung Nordrhein-Westfalen, K21
Standehaus, Diusseldorf, Germany (2013)- Neue
Welt, Kunsthalle Zirich, Zurich (2012). Recent
group exhibitions: New suite of Contemporary
Displays, Tate Britain, London (2012): Duplicate it!
(one-day event), Stedelijk Museum, Amsterdam
(2012)- After the Gold Rush: Contemporary
Photography from the Collection, The Metropolitan
Museum of Art, New York (2011)

BORYANA ROSSA & OLEG MAVROMATTI
Boryana Rossa (Dragoeva)

yev. Zoo1a, Boulyapia, 1972. Zel kai epydletal
atn Zodia.

b. Sofia, Boulgaria, 1972. Lives and works in Sofia.



Mpdodates aToUIKES EKOETEIG: After the Fall, Bivieo
eykatdotaon, Experimental Music and Performance
Art Center, EMPAC, Troy, Néa Yépkn (2012)- After
the Fall, the fridge & Haspel, Zé¢1a (2012)- Cosmic
Rebel, mepddpuavg pe toug Angela Washko kai
Marina Galperina, Riverside Park, West Harlem,

Néa Yépkn (2012)- Rose Standard (mepddpuave),
Institute of Contemporary Art, Z6¢1a, BouAyapia
(2011). Npdodateg opadikég ekBEaelg: Uchronia,
special project of the 5n MmievdAe Tng Mdoxag,
Shchusev State Museum of Architecture, Méoxa
(2013)- Feminist Workshop, the fridge & Haspel,
>6¢1a (2013)

Recent solo exhibitions: After the Fall, video
installation, Experimental Music and Performance
Art Center, EMPAC, Troy, New York (2012)- After
the Fall, the fridge & Haspel, Sofia (2012)- Cosmic
Rebel, performance with Angela Washko and
Marina Galperina, Riverside Park, West Harlem,
New York (2012)- Rose Standard, performance,
Institute of Contemporary Art, Sofia (2011). Recent
group exhibitions: Uchronia, special project of the
5th Moscow Biennial, Shchusev State of Museum
of Architecture, Moscow, Russia (2013)- Feminist
Workshop, the fridge & Haspel, Sofia 2013)

Oleg Mavromati

yev. Volgograd, Pwoia, 1965. Z&l kai epyddetal
otn BouAyapia kai otig H.M.A.

b. Volgograd, Russia, 1965. Lives and works in
Bulgaria and U.S.A.

Mpdodates ekBEaelg kal mepddpuavg: The Cow of
Desire, mepdépuave pali ye tnv Boryana Rossa wg
Ultrafuturo, Gallery Plastelin, Zé¢1a (2010)- Blood
Certificate, yadi ye tnv Boryana Rossa, Exit Art,
Néa YOpkn (2010)- People’s Servants, padi ye tnv
Boryana Rossa, Stedelijk Museum, Auotepvtap
(2009)- Vitruvian Body, paZi ye Tnv Boryana Rossa,
re.act.feminism, Akademie der Klinste, BepoAivo
(2009)- Rotte Armie Forever, 6 cuvepyaaoia Pe
bionihil ka1 Boryana Rossa, Reichstag, BepoAivo
(2009)

Recent exhibitions and performances: The Cow of
Desire, performance together with Boryana Rossa
as Ultrafuturo, Gallery Plastelin, Sofia (2010)-
Blood Certificate, together with Boryana Rossa,
Exit Art, New York (2010)- People’s Servants, with
Boryana Rossa, Stedelijk Museum, Amsterdam
(2009)- Vitruvian Body, with Boryana Rossa, re.act.
feminism, Akademie der Kiinste, Berlin (2009)-
Rotte Armie Forever, with bionihil and Boryana
Rossa, Reichstag, Berlin (2009)

MILICA TOMIC
yev. BeAlypddi, ZepBia, 1960. Zel Kal epydletal
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oto BeAiypddl.

b. Belgrade, Serbia, 1960. Lives and works in
Belgrade.

Mpdéodateg atouikég ekBEaeIg: Milica Tomig,
Museum of Contemporary Art Belgrade, BeAiypddi
(2010)- Safety on the Road, Charim Gallery, Biévvn
(2010). Mpdodates ouadIkES ekBETeIg: After

Year Zero/Forensis, Haus der Kulturen der Welt,
BepoAivo (2014)- MmievdAe ZUyxpovng TExvNg
™ng Odnocou, Oukpavia (2013)- 10n MmievdAe Tou
Sharjah, Hvwpéva ApaBikd Epipdta (2011)

Recent solo exhibitions: Milica Tomi¢, Museum

of Contemporary Art Belgrade, Serbia (2010)-
Safety on the Road, Charim Gallery, Vienna (2010).
Recent group exhibitions: After Year Zero/Forensis,
Haus der Kulturen der Welt, Berlin (2014)- Odessa
Biennial of Contemporary Art, Odessa, Ukraine
(2013)- 10th Sharjah Biennial, U.A.E. (2011)

®EXTIBAA NMEPOOPMANX
PERFORMANCE FESTIVAL

MARCIO CARVALHO

yev. Adykog, MoptoyaAia, 1981. Zei kai epydletal
oto BepoAivo.

b. Lagos, Portugal, 1981. Lives and works in
Berlin.

MNpdodateg atouIkéG eKBETEIS Kal TTeEpdOPpUAVS:
Gemadldegalerie, Turya tou Giving Contours to
Shadows project, NBK and Savvy Contemporary,
BepoAivo (2014)- Giving Contours to Shadows,
Maxim Gorki Theater, BepoAivo (2014)-
Accumulation project, Boston University's 808
Gallery, Bootévn (2014)- Organization for Human
Brain Mapping Annual Congress, CCH - Congress
Center Hamburg, AuBoupyo (2014)

Recent solo exhibitions and Performances:
Gemdldegalerie, part of Giving Contours to
Shadows project, NBK and Savvy Contemporary,
Berlin (2014)- Giving Contours to Shadows, Maxim
Gorki Theater, Berlin (2014)- Accumulation project,
Boston University's 808 Gallery, Boston (2014)-
Organization for Human Brain Mapping Annual
Congress, CCH - Congress Center Hamburg,
Hamburg (2014)

XAPHZ EAEKTPON & POZITA /

CHARIS ELECTRON & ROSITA

Zouve Kal epyddovtal yeta&u EANGSag, TaiAdvéng
Kai XIARG.

Live and work between Greece, Thailand and Chile.

Xdpng, o Avwvupog e tnv Xpuon Mdoka:
«YEVVABNKEY» 0TO POUTIKG KEVTPO TV Aadddikwv
Tng ©eooalovikng To KaAokaipl Tou 1995.
Mpdodatn KukAodopia eival to Eioal Kepaia 210
Mayadi ané toug Xdpn ‘EAektpov & Yioi (DEFKAZ
records, ©@eogoalovikn, 2015) éva CD dAumouy mou
eival koppuévo o€ 99 Kouudtia ri 14 tpayoudia.
PocZita, n dyvwaotn o€ dAoug MeEIkdvikng MAANg
TpayoudioTpia: «EpdaVvIioTNKEY yia MPWTIN ¢opd Tov
AnpiAio tou 2015.

Charis, the Unnamed with the Golden Mask: «born»
in the music centre of the Ladadika-Thessaloniki,

in the summer of 1995. Recently release the album
You' re an antenna in the store, by the Charis
Electron & Sons (DEFKAZ records, Thessaloniki,
2015), a cd cut in 99 pieces or 14 songs.

Rosita, the unknown to all Singer of Mexican
Wrestling: she «appeared» for the first time in
April, 2015.

VICTORIA GRAY

yev. Newcastle Upon Tyne, H.B., 1985. Z&i kai
epydZetal oto H.B.

b. Newcastle Upon Tyne, U.K., 1985. Lives and
works in the U.K.

Mpéodateg mepddpuavg kal ekBEoeig: Healing
Sounds, FEM FESTIVAL, Museum of History, Girona,
lomavia (2014)- Boll, CARA CARA, La Bonne, Centre
de Cultura de Dones Francesca Bonnemaison, FEM
FESTIVAL 14, BapkeAwvn (2014)- Astral Body [MEpn
1-5], Over Time Exhibition, Stephen Lawrence
Gallery, University of Greenwich, Aovdivo (2014)-
Anti-Clockwise Circles with the Left Hand, Over
Time Performance, Queen'’s House, Royal Maritime
Museum, Aovdivo (2014)- Berthing Bone, Bloc
Projects, ZEpIAvT, AyyAia (2014)

Recent performances and exhibitions: Healing
Sounds, FEM FESTIVAL, Museum of History, Girona,
Spain (2014)- Boll, CARA CARA, La Bonne, Centre
de Cultura de Dones Francesca Bonnemaison,

FEM FESTIVAL 14, Barcelona, Spain (2014)- Astral
Body [Parts 1-5], Over Time Exhibition, Stephen
Lawrence Gallery, University of Greenwich, London
(2014)- Anti-Clockwise Circles with the Left Hand,
Over Time Performance, Queen'’s House, Royal
Maritime Museum, London (2014)- Berthing Bone,
Bloc Projects, Sheffield, United Kingdom (2014)

JONAS KOCHER

yev. EABetia, 1977. Ze1 ka1 epydetal otnv EABeTia
Kal tnv EAAGSa.

b. Switzerland, 1977. Lives and works in
Switzerland and Greece.

‘Epya Tou €xouv napouciacBei: Zentrum Paul Klee,

Bépvn, EABetia- Festival Encuentros, Mrmouévog

‘Aipeg: Umlaut Festival, BepoAivo- SMC Lausanne,
AoZdvn

His work has been played at: Zentrum Paul Klee
Bern, Switzerland- Festival Encuentros Buenos
Aires- Umlaut Festival Berlin- SMC Lausanne

MISCHA KUBALL

yev. NtioeAvtopd, Meppavia, 1959. Zeil kai
epyddetal otn Mepuavia.

b. Diisseldorf, Germany, 1959. Lives and works in
Germany.

MNpéodateg atouikég ekBEaelg: Think Tank, St.
Petri, Libeck, lepuavia (2015)- playtime/domestic
version, Galerie Laurent Mueller, Mapiol (2014)-
Dunkle Kammer, The View Contemporary Art
Space, Salenstein, EABetia (2014). Mpdodpateg
ouadIkES ekBEaelg: Lightopia, Center for Arts

and Technology, AlcaBdéva (2014)- Substantieller
Einfluss, Bayer Kultur, AgBepkouleyv, Meppavia
(2014)- Die Grosse, Museum Kunstpalast,
NtioeAviopd (2014)

Recent solo exhibitions: Think Tank, St. Petri,
Libeck, Germany (2015)- playtime/domestic
version, Galerie Laurent Mueller, Paris (2014)-
Dunkle Kammer, The View Contemporary Art
Space, Salenstein, Switzerland (2014). Recent
group exhibitions: Lightopia, Center for Arts and
Technology, Lisbon (2014)- Substantieller Einfluss,
Bayer Kultur, Leverkusen, Germany (2014)- Die
Grosse, Museum Kunstpalast, Disseldorf (2014)

CARLOS MARTIEL

yev. ABdva, KoUBa, 1990. Zel kai epyddetal otn
Néa Ydpkn.

b. Havana, Cuba, 1990. Lives and works in New
York.

Mpéodates odadikég ekBEoeilg: Houston
International Performance Art Biennale, Houston,
TéEag, H.M.A. (2014)- La Otra Bienal, Mrioykotd,
KoAouBia (2013)- Liverpool Biennial, AiBepmouA
(2010)- Pontevedra Art Biennial, loravia (2010)-
Havana Biennial, ABdva (2009)

Recent group exhibitions: Houston International
Performance Art Biennale, Houston, Texas, U.S.A.
(2014)- La Otra Bienal, Bogotd, Colombia (2013)-
Liverpool Biennial, Liverpool (2010)- Pontevedra
Art Biennial, lommavia (2010): Havana Biennial,
Havana, Cuba (2009)

MENTH MEFA / MEDIE MEGAS

yev. MeydAn Bpetavia, 1978

b. United Kingdom, 1978.

Eival uéNog TNG KAANITEXVIKAG ouddag Pora, TNV
omoia idpucoe To 2008 pali ue tov ouyypadéa
MavidAn Avépiwtdkn. Mpdodateg mapousidoel:



Transforming Me; €va diyAwooo adAo, MIRfestival,
ABnva (2014)- MetamoAiteuon, Ztéyn Mpauudtwv
kal Texvayv, ‘Idpupa Qvdon, ABriva (2012)- To
Mavtpdokulo, uia aAAnyopia yia ta Media, ©éatpo
>odoUAn, Oecoalovikn (2011) kal MOAITIOTIKS
Kévtpo Akadnipela, ABriva (2010)- Mointikd Aculo,
DeoTIBAA ABNVV (2008)

She is member of the artistic group ®ora, which
founded with the writer Manolis Andriotakis in
2008. Recent presentations: Transforming Me: a
bilingual solo, MIRfestival, Athens, Greece (2014)-
Metapolitefsi, Onasis Cultural Centre, Athens
(2012)- The Guard Dog, an allegory of the Media,
Sofouli Theater, Thessaloniki (2911) and MoAITIoTIKO
Kévtpo Akadripela, ABriva (2010) and Cultural
Center Academeia, Athens (2010)- Poetic Asylum,
Athens Festival (2008)

RHIANNON MORGAN

yev. 1985. Zel kail epydZetal otn Ogooalovikn.
b.1985. Lives and works in Thessaloniki.
JuvePYdoTNKE WG XxopeUTpIa PE To Kpatikd @€atpo
Bopeiou EAAGSOG, To Grand Theatre kal to Theatre
d' Esch oto Aou&eppoupyo, to Centre Culturel Tng
Favong (BEAyIO0), K.4. EVQ CUPUETEIXE OTNV TEAETA
€vapéng Twv OAUPMIAKWV Ay®vwv Tou Aovdivou
(2012)

As a dancer, she collaborated with: National
Theater of Northern Greece (Thessaloniki),

Grand Theatre du Luxembourg, Theatre d' Esch
(Luxembourg), Centre Culturel Ghent (Belgium) etc.
She participated to the Opening Ceremony of the
London 2012 Olympics.

AHAA NMANAKOQONITANTINOY /

LEDA PAPACONSTANTINOU

yev. AumeAwvag, Adpioa. Zel kai epydZetal otnv
ABriva Kai TI¢ ZEToeq.

b. Ampelonas, Larissa, Greece. Lives and works in
Athens and Spetses.

Mp6odates ATOUIKEG EKBETEIG: EMMIOKETTES,
a.antonopoulou.art, ABriva (2013)- NAI+0XI, Aoutpd
Twv Aépndwv, ABriva (2011): Ma rrdvta, NaAiaid
EAaloupyeio tng EAcucivag (2009)- H Barbie eival
vekpri, a.antonopoulou.art, ABAva, kai FkaAepi
A6Aa NikoAdou, ©ecoalovikn (2008)- Eig To dvoua,
TIHWPEVN KAANITEXVNG TNG 1" MmTievAAe ZUyxpovng
Téxvng @ecoahovikng, KEvipo ZUyxpovng TExvNG
@eooalovikng (2007)- Arida MamakwvoTavtivou:
Mepdopuavs, @Ay, Bivieo 1969-2004, Mouaceio
Mmevdkn, ABriva (2006)

Recent solo exhibitions: Visitors, a.antonopoulou.
art, Athens (2013)- YES+NO, Bath the Winds,
Athens (2011)- Forever, Old Oil and Soap Factory
of Elefsina, Greece (2009)- Barbie Is Dead,
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a.antonopoulou.art, Athens, and Lola Nikolaou
Gallery, Thessaloniki, (2008)- In the Name Of,
honouring artist of the 1st Thessaloniki Biennale
of Contemporary Art, Center of Contemporary
Art, Thessaloniki (2007)- Leda Papaconstantinou:
Performance, Film, Video 1969-2004, Benaki
Museum, Athens (2006)

JANOSH PERLER
yev. Fribourg, EABeTia, 1991.
b. Fribourg, Switzerland, 1991.

‘Exel epyaotei wg BonB4G Kal €xel ouvePyaoTel

o€ MANB0oG PeoTIBAA T€xvVNG Kal TIEPOPUAVG
omnwg: Belluard Bollwerk Festival, Fribourg- BONE
Performance Festival, Bépvn- Sculpture Festival Le
Mouvement, Biel, EABeTia.

He has assisted and cooperated in various art
and performance festivals as: Belluard Bollwerk
Festival, Fribourg- BONE Performance Festival,
Bern- and the Sculpture Festival Le Mouvement,
Biel, Switzerland.

SURABHI SARAF

yev. Indore, lvdia, 1983. Zel kal epyddetal oTo Zav
dpavoioko.

b. Indore, India, 1983. Lives and works in San
Francisco.

MNpdodateg atouikéG EKBETEIG: Remedies,

Hosfelt Gallery, Zav ®pavaioko (2014)- llluminen,
Galerie Mirchandani + Steinruecke, Moupmdi,

Ivdia (2013)- Grains, Asian Art Museum, Zav
dpavoioko (2013)- Yerba Buena Center for the
Arts, Zav ®pavaoioko (2012). Npdodpateg opadIikEg
ekB€oeig: FOLD, Videos on Stage: An Epidemic

of Amnesia, (mpoBoAn), Art International Fair,
KwvotavtivoumoAn (2014)- We Are Ours, The Clark
House Bombay, Mouumdi, lvéia (2013)

Recent solo exhibitions: Remedies, Hosfelt

Gallery, San Francisco (2014)- llluminen, Galerie
Mirchandani + Steinruecke, Mumbai, India (2013)-
Grains, Asian Art Museum, San Francisco (2013)-
Yerba Buena Center for the Arts, San Francisco
(2012). Recent group exhibitions: FOLD, Videos on
Stage: An Epidemic of Amnesia, (screening), Art
International Fair, Istanbul (2014)- We Are Ours, The
Clark House Bombay, Mumbai (2013)

RUEDY SCHWYN

Yev. Zupixn, EABetia, 1955. Zel kal epyddetal oTny
EABetia kai tnv Almeria, lomavia.

b. Zurich, Switzerland, 1955. Lives and works in
Switzerland and Almeria, Spain.

‘Exel Slopyavwaoel eplocdtepeg amd 140 ekBEoelg,

nepddppavs kal mapepBdoeis otnv EABetia kar tnv
EANGSQ.

He has organised more than 140 exhibitions,
performances and interventions in Switzerland and
Europe.

AA®NH ZTE®ANOY / DAFNI STEFANOU
yev. ABnva, 1976. Zel ka1 epyddetal otnv EABeTia
Kal tnv EAAGSa.

b. Athens, 1976. Lives and works in Switzerland
and Greece.

"Exel ouvepyaoTel Ue TIG eTalpeieg: Ypsilon,

Amorphy, Ad Lib kai Cie Eekupoize. Epydotnke wg
BonB4¢ xopoypddog yia Tnv TEAeTH ‘Evapéng twv
OAupTak®V Ayovwy tng ABrivag, ABriva (2004)

She has worked with companies: Ypsilon, Amorphy,
Ad Lib and Cie Eekupoize. She has been one of

the assistant choreographers for the Opening
Ceremony of the Athens Olympic Games, Athens
(2004).

SUKA OFF

(Piotr Wegrzynski, Sylvia Lajbig)

H koAektiBa SUKA OFF 15pUBnke otnv NoAwvia,
1995.

A Poland based collective SUKA OFF founded in
Poland, 1995.

Mpéodateg mepdpdpuavg kai ekB€oelg: 20 Years
SUKA OFF: tranSfera 1.8 + video, Teatr Rawa,
Katowice, MoAwvia (2015)- Goth-Dissection

and Suture (opadikn €ékBeon), Vanilla Gallery,
Tékuo (2015)- Ancient Games (Bivieo mpoBoAn),
Nachtschatten Festival, Mévaxo (2015)- Transfera,
ékBeon pwtoypadiag kai live multimedia
nepdépuavg, The Venice International Performance
Week, Palazzo Bembo, Bevetia (2012)

Recent performances and exhibitions: 20

Years SUKA OFF: tranSfera 1.8 + video, Teatr
Rawa, Katowice, Poland (2015)- Goth-Dissection
and Suture (group exhibition), Vanilla Gallery,
Tokyo (2015)- Ancient Games (video screening),
Nachtschatten Festival, Munich (2015)- Transfera,
photography exhibition and live multimedia
performance, The Venice International
Performance Week, Palazzo Bembo, Venice (2012)

ULAY (FRANK UWE LAYSIEPEN)

yev. Solingen, M'epuavia, 1943. Zel kai epyddetal
oto Auotepvtay, th AlounmAidva Kal To BepoAivo.
b. Solingen, Germany, 1943. Lives and works in
Amsterdam, Ljubljana and Berlin.

Mpdodates aTouIKEG eKBEDEIG Kal EpdOpuavg: A
Skeleton in the Closet (mepddpuavg), Room 1.15,
Stedelijk Museum, Auotepvtap (2015)- Irritation,
Neon Galéria, OFF-MmievdAe tng Boudaméotng
(2015)- Project Cancer (screening), Motovun Film
Festival, Zdykpeum, Kpoatia (2014)- Da ist eine
kriminelle Berihrung in der Kunst (ipoBoAn),
Venice International Performance Art Week,

Bevetia (2014)- Ulay, Motinternational, Aovéivo
(2014)- Ich bin Ich: Ulay on Ulay, Salon Dahimann,
BepoAivo (2013): Whose Water is it?, Maribor 2012,
European Capital of Culture, ZAoBevia (2012)

Selected solo exhibitions and performances: A
Skeleton in the Closet (performance), Room 1.15,
Stedelijk Museum, Amsterdam (2015)- Irritation,
Neon Galéria, OFF-Bienndle Budapest (2015)-
Project Cancer (screening), Motovun Film Festival,
Zagreb, Croatia (2014)- Da ist eine kriminelle
Beriihrung in der Kunst (screening), Venice
International Performance Art Week, Venice (2014)-
Ulay, Motinternational, London (2014)- Ich bin Ich:
Ulay on Ulay, Salon Dahlmann, Berlin (2013)- Whose
Water is it?, Maribor 2012, European Capital of
Culture, Slovenia (2012)

APXAIOAQTIKO MOYXEIO
OELXAAONIKHZ
ARCHAEOLOGICAL
MUSEUM OF THESSALONIKI

KONZITANTINOZ EENAKHEZ /

CONSTANTIN XENAKIS

yev. Kdipo, Aiyurtog, 1931. Zeil kai epyddetal oTnv
ABriva kai To MNapiol.

b. Cairo, Egypt, 1931. Lives and works in Athens
and Paris.

Mpdodates atouikég ekBEaeig: No Way Out,
I'kaAepi Citronne, Mépog (2014): K& dikeg, Muotikd
ka1 Xauéva XuuBoAa, Anyotiki Mivakodrikn
@eooalovikng (2010)- Kalfayan Galleries, ABriva
(2010)- Kwvotavtivog Tevdkng: Aiadpouri, AnuoTikh
Mivako®nikn Xaviwv, Kptn (2009)- M'kaAepi AdAa
NikoAdou, @eooalovikn (2007)- Galleria de Arte
Contemporaneo Jorge Ontiveros, Madpitn (2006).
Mpdodates ouadikég ekBEaelg: Artissima Art Fair,
Je 11§ Kalfayan Galleries, MiIAdvo, ItaAia (2014)- 3n
MmievdAe ZUyxpovng Téxvng @ecoalovikng (2011)

Recent solo exhibitions: No Way Out, Gallery
Citronne, Poros, Greece (2014)- Codes, Secrets and
Lost Symbols, Municipal Gallery of Thessaloniki
(2010)- Kalfayan Galleries, Athens (2010)-
Constantin Xenakis: Parcours, Municipal Gallery
of Chania, Crete, Greece (2009)- Lola Nikolaou
Gallery, Thessaloniki (2007)- Galleria de Arte
Contemporaneo Jorge Ontiveros, Madrid (2006).
Recent group exhibitions: Artissima Art Fair,

with Kalfayan Galleries, Milano, Italy (2014)- 3rd
Thessaloniki Biennale of Contemporary Art (2011)



EPTAXTHPIO
WORKSHOP

AKHZ KAPANOZ / AKIS KARANOS

yev. ©@eaoalovikn, 1980. Zel kal epydletal oTnv
OAAavdia kai tnv EAAGSa.

b. Thessaloniki, 1980. Lives and works in The
Netherlands and Greece.

Mpéodateg opadikég ekBEoeIG: | thought you

were the real thing, PoudvtZo-Bios, ABriva (2014)-
Videos without ideas, Ellen de Bruijne Projects,
‘Apotepvtap (2014)- Novas Artes Associadas 5, Bar-
celos, MoptoyaAia (2014)- | need a Hero (MoAdtiueg
‘YAgs o€ Znoudaious Kaipouc), Medio Apdong
Ké6pa, @eooatovikn (2014)- Rooms - Fkahepi
Kanmdtog, Eevodoxeio St George Lycabettus, ABriva
(2014)

Recent group exhibitions: | thought you were

the real thing, Romantzo Bios, Athens (2014)-
Videos without ideas, Ellen de Bruijne Projects,
Amsterdam (2014)- Novas Artes Associadas 5,
Barcelos, Portugal (2014)- | need a Hero (Valuable
Matters in Valuable Times), Action Field Kodra,
Thessaloniki (2014)- Rooms - Kappatos Gallery, St
George Lycabettus Hotel, Athens 2014

AAAMANTIOZ KA®ETZHE /

ADAMANTIOS KAFETZIS

yev. ABnva, 1977. Zei kal epyddetal otnv Abrva.
b. Athens, Greece, 1977. Lives and works in
Athens.

Mpéodates aTouIkEG ekBEoelg: Chez Marie-Joe,
Biennale OFF Dak'Art, Ntakdp, Zeveydin (2014)-
Jeune Creation Gallery, Mapiol (2012): ykaAepi
Kanmdtog, ABriva (2008). Mpdodateg opadIkES
ekB€oelg: Helen Day Art Centre-Migration,
Vermont, HMA (2012)- RAW Material Gallery,
Ntakdp, ZeveydAn (2012)- MmmievdAe ZUyxpovng
Téxvng @goocalovikng (2009).

Recent solo exhibitions: Chez Marie-Joe, Biennale
OFF Dak'Art, Dakar, Senegal (2014)- Jeune Creation
Gallery, Paris (2012)- Kappatos gallery, Athens
(2008). Recent group exhibitions: Helen Day Art
Centre-Migration, Vermont, USA (2012):- RAW
Material Gallery, Dakar, Senegal (2012)- Biennale
Thessaloniki of Contemporary Art, Thessaloniki
(2009).

MAPIA KPIAPA / MARIA KRIARA

vev. HpdkAeglo, Kprtn, 1982. Zeil kal epyddetal
otn Oscoalovikn.

b. Heraklion, Crete, 1982. Lives and works in
Thessaloniki.

MNpdéodates atouikég ekBEoelg: Cogito(.) or
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“I think therefore | am... a Rhinoceros”, CAN
Christina Androulidaki gallery, ABrhiva (2014)-

The Quarry and the Encyclopédistes, AYNAMO
Project Space, ©eaoalovikn (2011). Mpdéodateg
ouadikéG eKBEOEIG: Elkdva Kal Xpdvog - EIkSveg
™n¢ Kpiong, TaivioBikn tng EAAGSOG - Mouoeio
Kivnuatoypddou, ABriva (2015)- Nyctophilia, CAN
Christina Androulidaki gallery, ABriva (2014)- IDEA
MIAMI 2014, Institute for the Development of
Emerging Art (IDEA), Kowal+Odermatt Projects,
Maidui, ®Aépivta, H.M.A. (2014).

Recent solo exhibitions: Cogito(.) or “I think
therefore | am... a Rhinoceros”, CAN Christina
Androulidaki gallery, Athens (2014)- The Quarry
and the Encyclopédistes, DYNAMO Project Space,
Thessaloniki (2011). Recent group exhibitons:
Time and Image - Images of Crisis, Greek Film
Archive - Museum of Cinematography, Athens
(2015) Nyctophilia, CAN Christina Androulidaki
gallery, Athens (2014)- IDEA MIAMI 2014, Institute
for the Development of Emerging Art (IDEA),
Kowal+Odermatt Projects, Miami, Florida, U.S.A.
(2014).

HAIAZ MAMAAIOIFKAZ / ILIAS MAMALIOGAS
yev. O@eaaalovikn, 1979. Zel kal epyddetal otnv
ABrva.

b. Thessaloniki, 1979. Lives and works in Athens.
Npdéodateg opadikég ekBEoelg: Rooms - TkaAepi
Kanmdtog, Eevodoxeio St George Lycabettus,
ABrva (2013)- Tkalepi Kammdtog, ABnva (2013)-
MNedio Apdong K&dpa, ©eaaalovikn (2010)- Why
cinema now, MopdwTiK410pupa TnG EBVIKAG
Tpdnelag tng EAAGS0G, OccoaAovikn (2009)

Recent group exhibitions: Rooms - Kappatos
Gallery, St George Lycabettus Hotel, Athens
(2013)- Action Field Kodra, Thessaloniki (2010)-
Why cinema now, National Bank of Greece Cultural
Foundation, Thessaloniki (2009)

BIPIINIA MAZTPOIIANNAKH /

VIRGINIA MASTROGIANNAKI

yev. Oeaaalovikn, 1978. Zei kal epyddetal otn
©gooalovikn.

b. Thessaloniki, 1978. Lives and works in
Thessaloniki.

Npdodateg aTouIKEG EKBETEIG: Ava-KTrOEIG TNG
UAng, yadi ue tov Avdpéa ZTuliavoudn, XWpog
18, @ecoalovikn (2014). Npdodates ouadikég
ekBEoelg: AimoAa, MivakoBrikn Aripou ABnvaiwy,
(2015)- Emri, Antallaxima 1, ApxovTtiké lewpyiddn,
MuTIAivn (2015)- SZteped, Nitra Galalery,
@eooalovikn (2013)- Rooms - MkaAepi Kammdtog,
Eevodoxeio St George Lycabettus, ABriva (2012)

Recent solo exhibitions: Recoveries of matter, with

Andreas Stylianoudis, Choros 18, Thessaloniki
(2014). Recent group exhibitions: Dipola, Municipal
Gallery of Athens (2015)- Epi, Antallaxima 1,
Georgiadis Mansion, Mytilini, Greece (2015)-

Solid, Nitra Galalery, Thessaloniki (2013)- Rooms

- Kappatos Gallaery, St George Lycabettus Hotel,
Athens (2012)

NICOLAS PARADISELO

yev. ABRva, 1992. Zel kal epyddetal otnv Abriva.
b. Athens, 1992. Lives and works in Athens.
Mpbéodateg opadikég ekBEDeEIG: SuvouiAieg, The
Loft, ABriva (2015)- Art and the City 5, City Link,
ABnAva (2015)- O1 Apweg méBavav. ZATw ol APWES,
Medio Apdong K6dpa, Oeccalovikn (2014)-
T.A.M.A. Superflow, Mouceio AAeE MUAWVA -
Makedoviké Mouaeio ZUyxpovng Téxvng (2014)-
Metamorphosis, Inspire, Makedoviké Mouaoeio
Yuyxpovng Téxvng, @ecoaiovikn (2013)- Athens
Video Art Festival, ABriva (2013)- Art Beyond
Benefits Festival, ABriva (2013)

Recent group exhibitions: Discussions, The Loft,
Athens (2015)- Art and the City 5, City Link, Athens
(2015)- Heroes are dead. Long live the Heroes,
Action Field Kodra, Thessaloniki (2014)- TA.M.A.
Superflow, Alex Mylona Museum - Macedonian
Museum of Contemporary Art, Athens (2014)-
Metamorphosis, Inspire, Macedonian Museum of
Contemporary Art, Thessaloniki (2013)- Athens
Video Art Festival (2013)- Art Beyond Benefits
Festival, Athens (2013)

NURRIDIN RASULOV

yev. Taokévdn, Oulumekiotdy, 1986. Zel Kal
epydZetal otnv TaokEévdn.

b. Tashkent, Uzbekistan, 1986. Lives and works
in Tashkent.

MNpéodates opadikég ekBEaoelg: Dimensions of the
Unseen World, 7n MmevdAe Z0yxpovng TExvng
™nG Taokévong, Gallery of Fine Arts of Uzbekistan,
Taokévdn (2013)- Colouring of Uzbekistan, Xos
Sanat Gallery, Astana, KaZakotdv (2013)- Magni,
OUMMETOXNA PE TNV KAAMTEXVIKA opdda 5+,
napouaciaon tou MPATLeKT Mechanism. Rupture,
Gallery of Fine Arts of Uzbekistan, Taokévdn
(2013)- Aesthetics of Hedonism, 6n MmievdAe
ZUyxpovng Téxvng tng Taokévong, Gallery of Fine
Arts of Uzbekistan, Taokévdn (2011)- Silentium,
IvoTitouto Goethe, Taokévdn (2010)

Recent group exhibitions: Dimensions of

the Unseen World, 7th Tashkent Biennale

of Contemporary Art, Gallery of Fine Arts

of Uzbekistan, Tashkent (2013)- Colouring

of Uzbekistan, Xos Sanat Gallery, Astana,
Kazakhstan (2013)- Magni, participation with the

art group 5+1 presenting the project Mechanism.
Rupture, Gallery of Fine Arts of Uzbekistan,
Tashkent. (2013)- Aesthetics of Hedonism, 6th
Tashkent Biennale of Contemporary Art, Gallery
of Fine Arts of Uzbekistan, Tashkent (2011)-
Silentium, Goethe Institut, Tashkent (2010)

ORIGINAL REPLICA

H Original Replica eival pyia ave&dptnn
dnuioupyikA oudda mou edpelel aTNV
@egoalovikn amé to 2011, EiSikeleTal 0TO
YPAPIOTIKG GXeDIAGUO KAl 0TNV XEIpoToinTn
KaANITEXVIKA peTagotumia, dnUIoupywdVTag
TTEPIOPICUEVOU aplBoU ekOOGEIG Kal adioeg.

Original Replica is an independent creative team,
based in Thessaloniki since 2011, specialized
graphic design and handmade artistic silkscreen,
creating limited editions of publications and
posters.

ZNYPOXZ ZTABEPHZX /

SPYROS STAVERIS

yev. ABrva, 1952. Zel kal epydZetal otnv ABrva.
b. Athens, 1952. Lives and works in Athens.
Mpdéodateg atouIkéG eKBETEIG: Evag KOOUOG XwpIG
rrepIBwpia, avadpouikn, Mouaeio dwToypadiag
©eooalovikng (2011)- ykahepi Elika, ABriva (2011).
Mpdodateg opadikég ekBEaelg: To TnAgypdpnua,
Mouceio BuZavtivou MoAitiopou, ©@ecoalovikn
(2015)- Depression era. Ztnv eroxn TG Ugeang,
Mouoegio Mrievdkn, Abriva (2014) kai Central Dupon
Images, Mapiol (2014)- AlIA, BuZavtivé kal Xplotiavikéd
Mouceio, ABriva (2014)- Nautidog, Ta&idevovtag atnv
EAAGSa, BOZAR, Bpu&éhheg (2014)

Recent solo exhibitions: A world without
margins, retrospective, Museum of Photography,
Thessaloniki (2011)- Elika Gallery, Athens

(2011). Recent group exhibitions: The telegraph,
Museum of Byzantine Culture, Thessaloniki
(2015)- Depression era, Benaki Museum (2014)
and Central Dupon Images, Paris (2014)- DIA,
Byzantine and Christian Museum, Athens (2014)-
Nautilus, Navigating Greece, BOZAR, Brussels
(2014)

ANTIFONH OEOAQPOY /

ANTIGONI THEODOROU

Zel Kal epydZetal otnv ABnva.

Lives and works in Athens.

Mpéodateg opadikég ekBEaelg: Erare ergo sum,
Art Athina, ABriva (2015)- PAS#39, Creaking
Wooden Fish, Bevetia (2015)- Photoreportage,
Poudvtoo Bios, ABriva (2014): Re.Formance,
Booze Cooperativa, ABnva (2014): T.A.M.A.
Superflow, Mouceio AAeE MUAWVE - MaKeDOVIKS



Mouoeio ZUyxpovng Téxvng, ABriva (2014)

Recent group exhibitions: Erare ergo sum, Art
Athina, Athens (2015)- PAS#39, Creaking Wooden
Fish, Venice (2015)- Photoreportage, Romantso
Bios, Athens (2014)- Re.Formance, Booze
Cooperativa, Athens (2014)- T.A.M.A. Superflow,
Alex Mylona Museum - Macedonian Museum of
Contemporary Art, Athens (2014)

ZO®IA TOAIKA / SOPHIA TOLIKA

yev. ©@eagaalovikn, 1978. Zel kal epyddetal otn
©eooalovikn.

b. Thessaloniki, 1978. Lives and works in
Thessaloniki.

Mpdéodates atouikég ekBEoeIG: Homes Sweet
Homes, Tabya, ©@gcoaAovikn (2015)- Homes
Sweet Homes, ®wtoypadIkEG ZuvavtAoelg
KuBnpwv, Kibnpa (2014)- Ephemeral +, Depot
Art View, ©ecoalovikn (2012). Mpdéodateg
opadIKEG eKBEaeIG: NEor'EAANVES ®dwToypddol,
dwtoypadikég Tuvavtioeig Kubnpwy, Kibnpa
(2013, 2008)- Second Cities Photo Project, KoSice,
>NoBakia (2007)

Recent solo exhibitions: Homes Sweet Homes,
Tabya, Thessaloniki (2015)- Homes Sweet
Homes, Kythera Photographic Encounters,
Kythera, Greece (2014)- Ephemeral +, Depot

Art View, Thessaloniki (2012). Recent group
exhibitions: Young Greek Photographers, Kythera
Photographic Encounters, Kythera (2013, 2008)-
Second Cities Photo Project, KoSice, Slovakia
(2007)

LOVE DIFFERENCE TABLE

MICHELANGELO PISTOLETTO

yev. MméAAa, ItaAia, 1933. Zei kal gpydletal
atnv Itahia.

b. Biella, Italy, 1933. Lives and works in Italy.
Katd tn didpkela Tng Sekagtiag tou ‘60,
OUUUETEIXE OTIG ONPAVTIKOTEPES EKBEDEIG
veopeaAiopoU kal mom apt. Eival yia amd tig
NYETIKEG HOPDEG TOU KIvAPaTog TnG Arte Povera.
JUuppETEiXE dWdeKa HOPEG aTNV MTTIEVAAE TNG
Bevetiag kal mévie ¢popég otnv Documenta tou
KdoeA. Ta épya Tou ektiBevTal o€ pePIkG amd ta
Mo onuavIikG youoeia Tou k6apou. Amé 1o 1967
Kal yeTd dpactnpiomoiNnBnke o S1AHOPOUG TOUEIS
onwg n mepdOpuavs, To BEATPO, N APXITEKTOVIKA,
N €TKOIVWVIA Kal N dNUIOUPYIKNA GUUUETOXA. ATTO
10 1991 816dokel otnv Akadnpia Kadwv Texvav
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g Biévvng. To 1998 dnulolpynoe 1o idpupa
Cittadellarte-Fondazione Pistoletto otnv MméAAQ,
émou avantiooovTal ol dpactnPIdTNTEG TOU
Universita delle UNIDEE Idee.

Inthe 60's he took part in the most important
New Realism and Pop Art exhibitions. He is
one of the leading figures of the Arte Povera.
He participated to twelve editions of the
Venice Biennial and five editions of the Kassel
Documenta. His works are displayed in all the
major museums of the world. He has been
operating, since 1967, in various fields ranging
from performance to theatre, architecture,
communication and creative participation.
Since 1991, he is professor at the Art Academy
of Vienna. In 1998 he created Cittadellarte-
Fondazione Pistoletto in Biella in which the
activities of UNIDEE Universita delle Idee are
developed.

MAPAAAHAO MPOTPAMMA
PARALLEL PROGRAMME

XPONHE NMEXAIBANIAHEZ / CHRONIS
PECHLIVANIDIS

‘Exel oknvoBeTAOEI VIOKINAVTED, €I01KA adlepOuATa

Kal TTOAAEG TAEIDIWTIKEG EKTTOUTIES Kal €Xel DIAKPIBEl
o€ d1EBVN peoTIRAA. Zuvepydletal ye diebvn
TnAgomTIKG dikTua, 6TMWG To SKY News, Aljazeera,
BBClInternational, ZDF kai CNNTurk. To 2014
npayuatonoince 0to Mouoeio Mrievdkn tnv €kBeon
‘Eva taé&idi otov KOO0 Tou gougiauod.

He has directed documentaries, special tributes
and many travelling tv shows. He has also been
honored in international festivals. He often
collaborates with international television networks,
such as the SKY News, Aljazeera, BBCInternational,
ZDF, and CNNTurk. In 2014 he held his first solo
exhibition at the Benaki Museum, entitled A journey
into the world of Sufism.

E®H ZABBIAH / EFI SAVVIDES

yev. 1958. Zel ka1 epyddetal otn Agukwoia,
Kumpog.

b.1958. Lives and works in Nicosia, Cyprus.
MNpdodateg aTouIkEG EKBETEIG: SUvopa OIWTNG,
dutwplo EIkaoTikAg KaAMépyelag-Zwuateio
EikaoTik@v KaAAitexvwyv, Aeukwaoia (2014)- Zdvopa
olwrrig, Fevi T¢api (MaAaid ApxaioAoyiké Mouaeio),
OegooaAovikn (2014)- In Transit, ykalepi Apyw,

Aeukwaia (2009). Npdodateg opadIKEG EKBETEIG:
Téxvn kai Aikaio, lvoTitouto Goethe, @ecoaiovikn
(2014)- AnreuBeiag didAoyog, PUTWPIO EIKACTIKAG
KaAAiépyelag-Zwuateio EIKaoTIK@V KaANITEXV®Y,
Aeukwoaia (2014)

Recent solo exhibitions: Silent Barriers, Phytorio-
Visual Artists Association, Nicosia (2014)- Silent
Barriers, Yeni Djami (Old Archaeological Museum),
Thessaloniki (2014)- In Transit, Argo Galalery,
Nicosia (2009). Recent group exhibitions: Law and
Art, Goethe Institut, Thessaloniki (2014)- Poetry

In Dialogue, Phytorio-Visual Artists Association,
Nicosia (2014)

ANNH KAATZIAOY / ANNI KALTSIDOU

yev. ©ecoalovikn. Zel Kal epyddetal otn
©gooalovikn.

b. Thessaloniki. Lives and works in Thessaloniki.
Mp6odates ATOUIKEG EKBEDEIG: EmTi TwV TUMWV TwV
nAwv, ykahepi Artis causa, ©eooalovikn (2014)-

‘HAI0G, MoAItioTiké Kévtpo Afpou NedmoAng,

@eooalovikn (201). ZuppeTeixe o€ OMAdIKES
ekB€oeig otnv EAAGSa kal 0To eEwTepIkd, OTIWG:
Téxvn Kai Aikaio, ykaAepi Artis causa kal Xwpog 18,
Oeooalovikn (2015)- Ayopd & Adpov-Pavtdouata
™n¢ ®iAo&eviag MIET, ©@ecoalovikn (2014)

Recent solo exhibitions: On the marks of the
nails, Artis causa gallery, Thessaloniki (2014)-
Helios, Cultural Center of Municipality of Neapoli,
Thessaloniki (2011). She has participated in group
exhibitions in Greece and abroad such as: Art
and Law, Artis causa and Choros 18 galleries,
Thessaloniki (2015)- Market & Gift, Ghosts of
Hospitalitiy, National Bank Cultural Foundation
of Thessaloniki (2014)

NIKOZ NANATIQTOMNOYAOZX /
NIKOS PANAYOTOPOULOS
yev. ABrva, 1945.

b. Athens, 1945.

‘Exel dnyocieloel éva onpavtiké apibud

BEWPNTIKWV Kal KPITIKWV KEIHEVWY, EXEI OPYAVOOEI
Kal EMUEANBel dwToypadIkES ekBETEIS, cepIvdpia,
€£PYAOTAPIA, KAl EPEUVNTIKAG TTPOYPAUMATA KI €XEI
OUMUETAOXEI WG oUVSIoPYaVWTAG Kal EI0NYNTAG

o€ oUVEDdpIa-nuepiBeG. To dwToypadikd Tou €pyo
éxel ekteel kal dnpooieuBel otnv EAAGSA Kal TO
eEWTEPIKO.

He wrote extensively on photographic theory
and criticism and organized several photographic
research projects, seminars, workshops, events

& exhibitions. He has also been co-organizer

and participant in several conferences. His
photographic work has been exhibited and
published in Greece and abroad.

MHNEAONMH NETZINH / PENELOPE PETSINI
yev. BoukoupéoTi, 1973.

b. Bucharest, 1973.

Ta epeuvnTikd TngG evdiadépovia, TG00 WG TPOG TN
Bewpia 600 Kal WG P0G TNV MPAKTIKA, E0TIGJoUV
oTn pwtoypadia kal tn ox€on TNG YE TNV ATOMIKA
KAl GUANOYIKA pvAUN, TNV 10TOPIA Kal TNV TTOAITIKA.

‘Exel ekBEoel kal dnpooieloel EKTETAPEVA OTNV

EANGOa Kal S1EBVWG.

Her research interests, both in terms of theory
and practice, focus on photography and its
relation to personal and collective memory, history
and politics. She has exhibited and published
extensively both in Greece and abroad.






KENTPIKO MPOTPAMMA
MAIN PROGRAMME

KENTPIKH EKOEZH
MAIN EXHIBITION

CARLOS AIRES

SWEET DREAMS (ARE MADE OF THIS), 2015
Mapaxwpnon tng ADN gallery, BapkeA@wvn
Mapaywyn Ye TNV EUYEVIKA umooTApIEN Tou Accidn
Cultural Espafiola (AC/E)

Courtesy of ADN gallery, Barcelona

Produced with the kind support of Accion Cultural
Espafiola (AC/E)

CAN ALTAY & JEREMIAH DAY

YOU DON'T GO SLUMMING, 2009-2015
Mapaxwpnon TwV KAAMTEXVWOV Kal Tng Arcade,
Aovdivo

Jupmapaywyn tng 5ng Mmievdie ©eooalovikng
Courtesy of the artists and Arcade, London
Co-produced by the 5th Thessaloniki Biennale

IVAN ARGOTE

ACTIVISSIME, 2015 (ékdoon ©gcoaAovikng)
Mapaxwpnon Tou KAAAITEXVN Kal Twv D+T Project,
Bpu&éAAeg, Galeria Vermelho, Xdo Madho, Galerie
Perrotin, Mapiol

Mapaywyn Tng 5n¢ MmievdAe O@gooaAovikng

> XOAE(0 TTOU GUHUETEIXE: 80 OAOAUEPO VNTTIAYWYEIO
AuTiEAOKNTT®WV O€00aAOViKNg

Mabntég: AyyeAidong Apyupng, Méua-Mamaddmouiog
Mdpkog, Mepelidng lwdvvng Aviwviog, Moyidvn
Teovtop, Kartékng NikoAaog, ZiZiaoBiAl AAeEdvTpe,
ZINiv ANéEavdpog, KvdBa Xploa, Kapatld Zwn,
Apavatidou Adeovn, Kouloyhou Mapia, Zmdxo
AvtéAa, lumpo Avaotaacia, Kapdur Aoupdpa, Aito
‘AvtleAa, KapatliBa ZtaupoUAa

EBelovTég, ZxoAA Kalwv Texvwv AMO: Avva
XoxdAn & Nikog TalkoUpag

dwvnTikd: EAedvva KapBouvn

Hxoypddnon kar gIEGZ: Bruno Ehlinger - Anna
Sander Studios

ACTIVISSIME, 2015 (Thessaloniki version)
Performance, installation, single channel video,
colour, sound, 19" 50"

Courtesy of the artist, D+T Project, Brussels,
Galeria Vermelho, Sao Paulo and

Galerie Perrotin, Paris

Produced by the 5th Thessaloniki Biennale
Participating school: 8th all-day Ampelokipi
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Kindergarten of Thessaloniki

Kids: Agelidis Argiris, Mema-Papadopoulos Markos,
Perezidis loanis-Antonios

Pogiani Teodor, Kaltekis Nikolaos, Ziziasvili
Alexandre, Zilin Alexandros, Knava Chrisa, Karatza
Zoe, Amanatidou Dafne, Kouloglou Maria, Spacho
Adela, Imbro Anastasia, Kamami Aurora, Lipo
Angela, Karatziva Stavroula

Volunteers, Faculty of Fine Arts AUTh: Anna Hoholi
& Nikos Tsikouras

Voice over: Eleanne Karvouni

Sound recording and mixing: Bruno Ehlinger - Anna
Sander Studios

MARWA ARSANIOS

META TON AOXIAAH, MPOTAZH A ENA NEO
KOINQNIKO OIKIZTIKO MPOrPAMMA, 2013 - ZE
EXEAIEH

Mapaxdpnon tou KAANITEXVN Kal TG Mor
Charpentier, Mapioi

AFTER DOXIADIS, A PROPOSAL FOR A NEW
SOCIAL HOUSING PROJECT, 2013 - ONGOING
Courtesy of the artist and Mor Charpentier, Paris

BERTILLE BAK

FAIRE LE MUR, 2008

Mapaywyn: Le Fresnoy, Studio National des Arts
Contemporains, Tourcoing, FaAAia

MNMapaxwpnon Tou KaAAITéExvn Kal Ttng Galerie
Xippas, MNapicl

Production: Le Fresnoy, Studio National des Arts
Contemporains, Tourcoing, France

Courtesy of the artist and Galerie Xippas, Paris

TAYSIR BATNIJI

OYK EN' APTQ MONQ ZHZETAI ANOPQIOX #2,
2012

Mapaxwpnon Twv Gallery Eric Dupont, Mapici kai
Sfeir-Semler Gallery, AuBoupyo/Bupnttdg

MAN DOES NOT LIVE ON BREAD ALONE #2, 2012
Courtesy of Galerie Eric Dupont, Paris and Sfeir-
Semler Gallery, Hamburg/Beirut

JAMES BECKETT

AIKAIOZYNH BOYNTOY I'lA TOYZ OIKONOMIKOYZ
MAPATONTEZ, 2013

Mapaxwpnon Tou KaANITEXVN

VOODOO JUSTICE FOR PEOPLE OF FINANCE, 2013
Courtesy of the artist

ADELITA HUSNI BEY

EPFAZOMENOI T'IA ENAN KOXMO EAEYOEPO AMNO
OTQXEIA, 2014

Ed 3/5

JuAoyn Taurisano, NdmoAn

WORKING FOR A WORLD FREE OF POVERTY, 2014
Ed 3/5

Collection Taurisano, Napoli

DAVID BROGNON & STEPHANIE ROLLIN
8TM MONAZIAZ, 2013

Mapaxwpnon tng Galerie Albert Baronian,
Bpu&&AAeg

8M2 LONELINESS, 2013

Courtesy of Galerie Albert Baronian, Brussels

MAPIANNA XPIZTO®IAOY /

MARIANNA CHRISTOFIDES

Ol MEPEX ENAIAMEZA, 2015

Keiuevo: Mapidvva Xpiotodidou, Bernd Braunlich
Mouacikn: Fwpyog Mewpyiou BaoiAeiddng
Mapaxwpnon tou KaAMITEXVN Kal Ttng Laveronica
arte contemporanea, Mévtika

Mapaywyn e tnv umootApIEn twv Kunststiftung
NRW, 5ng MmevdAe ©gocalovikng, Together FSS,
Atelier 105 / Light Cone

DAYS IN BETWEEN, 2015

Text: Marianna Christofides, Bernd Brdunlich
Music: George Georgiou Vasileiades

Courtesy of the artist and Laveronica arte
contemporanea, Modica

Produced with the kind support of Kunststiftung
NRW, 5th Thessaloniki Biennale, Together FSS,
Atelier 105 / Light Cone

DEPRESSION ERA

Mapaxwpnon TwV KAANTEXVOV

MNapaywyn tng 5ng Mmevdie @socalovikng
Courtesy of the artists

Produced by the 5th Thessaloniki Biennale

NINAR ESBER

HMNYAH THZ ANYMNMAKOHZ, 2014

Mapaxwpnon Tou KAAMITEXVN Kal Tng Imane Farés,
Mapiol

THE GATE OF DISOBEDIENCE, 2014

Courtesy of the artist and Imane Farés, Paris

MOUNIR FATMI

H IZTOPIA AEN EINAI AIKH MQY, 2013
Mapaxwpnon tng ADN Galeria, BapkeAwvn
HISTORY IS NOT MINE, 2013-2014
Courtesy ADN Galeria, Barcelona

PETER FRIEDL

XQPIZ TITAO, 1995/2015
Mapax@pnon Tou KAANITEXVN
Me tnv umooTtrpi&n Tou IFA
UNTITLED, 1999/2015

Courtesy of the artist
With the support of IFA

GANZEER

4 XPONIA NA ONEIPEYEZAI EMIKINAYNA,
2011-2014

Mapaxwpnaon Tou KaAANITEXVN

Mapaywyn tng 5nG MmievdAe @ecoalovikng

4 YEARS OF DREAMING DANGEROUSLY, 2011-2014
Courtesy of the artist

Produced by the 5th Thessaloniki Biennale

MEKHITAR GARABEDIAN

ENA OMOP®0O KAAOKAIPI AKOMA, 2014-2015
Mapaxwpnon Tou KAANITEXVN Kal Tng Albert
Baronian Gallery, Bopu&€AAeg

UN BEL ETE QUAND MEME, 2014-2015

Courtesy of the artist and Albert Baronian Gallery,
Brussels

PIERO GILARDI

6 MOAITIKEZ A®IZEY 1969-1981 KAI
EMIAETMENH TEKMHPIQZH INA STPATEYMENH
TEXNH 1972-1981

Mapaxwpnon Tou KAAAITEXVN Kal Tou Fondazione
Centro Studio Piero Gilardi, Topivo

6 POLITICAL POSTERS 1969-1981 AND
SELECTED DOCUMENTATION ABOUT MILITANT
ART 1972-1981

Courtesy of the artist and Fondazione Centro Studi
Piero Gilardi, Turin

MAPINA FIQTH / MARINA GIOTI
AS TO POSTERITY, 2014
Mapax@pnon Tou KAANITEXvn
Courtesy of the artist

HAMZA HALLOUBI

APTA, 2015

Mapaxwpnon Tou KAANITEXVN

Mapaywyn TnG 5ng MmevdAe OgooaAovikng
LATE, 2015

Courtesy of the artist

Produced by the 5th Thessaloniki Biennale

NICK HANNES

FTAMOZ THX KPIZHX 3TO PIO, EAAAAA (ATNO
THN ENOTHTA MEXOTEIOX. H SYNEXEIA TOY
ANOPQIQY), 2012

Mapax@pnon Tou KAANITEXVN

CRISIS WEDDING IN RIO, GREECE (FROM THE
SERIES MEDITERRANEAN. THE CONTINUITY OF
MAN), 2012

Courtesy of the artist




SVEN JOHNE

>KOYPIEZ-XTPATQNI (AMO THN ENOTHTA O
KYKAOZ THX EAAAAAY), 2013

Mapaxwpnaon tou KAAANTEXVN Kal Tng Klemm's,
BepoAivo

Me tnv urmootipIEn Tou IFA
SKOURIES-STRATONI (FROM THE SERIES
GRIECHENLAND ZYKLUS), 2013

Courtesy of the artist and Klemm's, Berlin
With the support of IFA

HAYV KAHRAMAN

TO ONOMA THZ EINAI GUN, 2015

Mapaxwpnon Tou KaAAITéExvn Kal tng The Third
Line, Ntouumdi

HER NAME IS GUN, 2015

Courtesy of the artist and The Third Line, Dubai

ANNIKA KAHRS

MAIZONTAZ XTA MOYAIA, 2013

Mapax@pnon Tou KAANITEXVN Kal TNG
Produzentengalerie, AuBoupyo

Me Tnv urmooThpIEN Tou IFA

PLAYING TO THE BIRDS, 2013

Courtesy of the artist and Produzentengalerie,
Hamburg

With the support of IFA

EAENH KAMMA / ELENI KAMMA

MAPPHZIA: KOYPATIO / ANATINOH / AOTOZ, 2015
Mapaxwpnon Tou KaAAITExvn Kal Tng Galerie Nadja
Vilenne, Aiéyn

Mapaywyn pe tnv unootApiEn Tou Mondriaan Fund,
OAAavdia kal cupumapaywyn Tng 5ng Mmevaie
@eooalovikng

PARRHESIA: COURAGE / BREATH / SPEECH, 2015
Courtesy of the artist and Galerie Nadja Vilenne,
Liége

The work was produced with the support of the
Mondriaan Fund, the Netherlands, and co-produced
by the 5th Thessaloniki Biennale

MIXAHA KAPIKHE / MIKHAIL KARIKIS
TA NAIAIA THX ANHZYXIAZ, 2013-2014
Mapaxwpnon Tou KAANITExvn

CHILDREN OF UNQUIET, 2013-2014
Courtesy of the artist

XPYZANOH KOYMIANAKH /
CHRYSANTHI KOUMIANAKI

«OEE, YNOWIAZOMAI EIXTE APIZTEPOX
AIANOOYMENOZ...», 2014- 2015
Mapaxwpnon Tou KAAANITEXVN

“GOD, | SUSPECT YOU OF BEING A LEFTIST
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INTELLECTUAL...", 2014- 2015
Courtesy of the artist

ERIK VAN LIESHOUT

TO YNOTEIO, 2014

Mapaxwpnon tng Annet Gelink Gallery, Apotepvtap
MNapaywyn Manifesta 10, Ayia MNMetpoudmoAn

THE BASEMENT, 2014

Courtesy Annet Gelink Gallery, Amsterdam
Commissioned by Manifesta 10, St. Petersburg

THOMAS LOCHER

SMALL GIFT. TO GIVE. GIVING. GIVEN. GIFT, IF
THERE IS ANY ... (J.D.)" #1-#15, 2006-2013
Mapaxwpnon Tou KaAAITEXvN Kal tng Georg Kargl
Fine Arts, Biévvn

Me tnv uoothpIEn Tou IFA

Courtesy of the artist and Georg Kargl Fine Arts,
Vienna

With the support of IFA

ANGELA MELITOPOULOS &

ANGELA OLGA ANDERSON
ATIOKAAYTITONTAS THN KATAXTPO®H |
(AIAAPOMOX X - YZTEPOIPA®O XTO TAZIAI
XQPIZ TEAOY), 2013

Mapaxwpnon TwV KAANTEXVOV

Me tnv umoothApIEn Tou IFA

UNEARTHING DISASTER | (CORRIDOR X -
POSTSCRIPT TO AN UNFINISHED JOURNEY), 2013
Courtesy of the artists

With the support of IFA

TOM MOLLOY

XQPIZ TITAO, 2014

Mapaxwpnon Tou KaAANITEXvN Kal Tng Rubicon
Projects, AouPAivo

UNTITLED, 2014

Courtesy of the artist and Rubicon Projects, Dublin

NIKOZ NAYPIAHZ / NIKOS NAVRIDIS
MNEPIZTPE®OMENH MOPTA (H TO NEPIZTPO®ON),
2015

Mapaxwpnon Tou KAAMITEXVN Kal Tng Bernier
Eliades Gallery, ABriva

Juumapaywyn tng 5n¢ Mmevdie @ecoalovikng Kai
tn¢ Bernier Eliades Gallery, ABriva

Kataokeun, emuéAeia: Mdvog Bopdovapdkng
1510ITEPEG EUXAPIOTIEG OTOUG APXITEKTOVEG:

M. Kokkivou, A. KoupkouAa, K. MdvBo, M.
Anuntpdyhou kai I. Mapkdkn

REVOLVING DOOR (OR THE PERISTROPHON), 2015
Courtesy the artist and Galerie Bernier Eliades,
Athens

Produced with the support of the 5th Thessaloniki
Biennale and Galerie Bernier Eliades, Athens
Construction, supervision: Manos Vordonarakis
Special credit to the architects: M. Kokkinou, A.
Kourkoulas, K. Manthos, M. Dimitroglou and I.
Markakis

PAVEL PEPPERSTEIN

H EYPQMH XE MMNEAAAEX

AMO THN ENOTHTA ATIA MOAITIKH (H MOAITIKH
TOY MAIXNIAIQY), 2013

Mapaxwpnaon tou a/political Art Foundation
EUROPE IN TROUBLE

FROM THE SERIES HOLY POLITICS (POLITICS OF
PLAY), 2013

Courtesy a/political Art Foundation

ANTQNHEZ NMITTAZ / ANTONIS PITTAS
THROW HANDS, 2015

Mapaxwpnon tou KaAMITEXVN Kal Tng Annet Gelink
Gallery, Auotepvtap

Courtesy of the artist and Annet Gelink Gallery,
Amsterdam

OOAQPHZ NMPOAPOMIAHZ /

THEO PRODROMIDIS

ANTIO... KTA, KAl ZTOIXEIO I'A THN YMNOZTHPIEH
NEQN AOMQN, 2013/2014

Mapaxwpnon Tou KAAAITEXVN

GOODBYE...ETC, AND ELEMENT FOR THE SUPPORT
OF NEW STRUCTURES, 2013/2014

Courtesy of the artist

MERIC ALGUN RINGBORG

XQPIZ TITAO (EBPOZ, MAPITZA, MEPITY)
ATIO THN ENOTHTA FANTZOZ ‘H OYPA, 2013
Mapaxwpnon Tou KaAAITéxvn Kal Ttng Galerie
Nordenhake, ZTokxOAun

UNTITLED (EVROS, MARITSA, MERIC)

FROM THE SERIES A HOOK OR A TAIL, 2013
Courtesy of the artist and Galerie Nordenhake,
Stockholm

ANILA RUBIKU

DEFIANTS PORTRAITS #1-12, 2014
Mapaxwpnon Tou KAAAITEXVN
Courtesy of the artist

MARINELLA SENATORE

ROSAS (MOVIE SET), 2012

Mapaxwpnon tng Peres Projects, BepoAivo
dwtoypadia: Hans-Georg Gaul

Courtesy of Peres Projects, Berlin

Photo: Hans-Georg Gaul

NEDKO SOLAKOV
WEYAAIZOHZEIZ, 2014
Mapax@pnon Tou KAANITEXvn
ILLUSIONS, 2014

Courtesy of the artist

NIKOZ TPANOZ / NIKOS TRANOS

ENAZ MATETQONAX 3TO TPAMEZI MAZ, 2013
Mapaxwpnon Tou KAANITEXVN

A GLACIER AT OUR TABLE, 2013

Courtesy of the artist

THOMAS WEINBERGER

09°18' 53,77"+48°53' 27,39" (ANO THN ENOTHTA
"SCHON" 99 HAIOBAZIAEMATA), 2012
Mapaxwpnon tng Gallery Nusser & Baumgart,
Mévaxo

Me tnv uroothpiEn Tou IFA

09° 18 53,77"+48°53' 27,39" (FROM THE SERIES
"SCHON" 99 SUNSETS), 2012

Courtesy of Gallery Nusser & Baumgart, Munich
With the support of IFA

OLAV WESTPHALEN

TA TOYNEA, 2014-15
Mapax@pnon Tou KAANITEXVN
THE TUNNELS, 2014-15
Courtesy of the artist

QIU ZHIJIE

XAPTHX THX EMANAXTATIKHZ KYKAO®DOPIAZL,
2012

Mapax@pnon Tou KAANITEXVn

MAP OF REVOLUTIONARY CIRCULATION, 2012
Courtesy of the artist

EKOEXEIX XTA 5M
EXHIBITIONS AT 5M

KPATIKO MOYZEIO ZYFTXPONHZ TEXNHZ
0 KAZIMIP MAAEBITZ KAI Ol MAGHTEZ TOY. 100
XPONIA ATO TO «MAYPO TETPAFQNO». ‘EPTA
PQYIKHZ MPQTOMOPIAZ AMO TH ZYAAOTH
KQZTAKH TOY KMZT

STATE MUSEUM OF CONTEMPORARY ART
KAZIMIR MALEVICH AND HIS STUDENTS. 100
YEARS AFTER THE

"BLACK SQUARE". RUSSIAN AVANT GARDE
WORKS FROM THE COSTAKIS

COLLECTION OF THE SMCA




1. KAZIMIP MAAEBITS, MAYPO OPOOTQNIO, MEP.
1915

KMZT-ZuAhoyn Kwotdkn

KAZIMIR MALEVICH, BLACK QUADRILATERAL, C.
1915

SMCA-Costakis Collection, Thessaloniki

2. OWH THX 0,10 TEAEYTAIAY ®OYTOYPIZTIKHE
EKOEZHZ ME TOYZ ZOYMPEMATIZTIKOYZ
MINAKEZ TOY KAZIMIP MAAEBITZ, ATIA
METPOYMOAH, AEKEMBPIOZ 1915

KMZT-ZuAAoyn Kwotdkn

VIEW OF THE SUPREMATIST PAINTINGS BY
KASIMIR MALEVICH AT THE 0,10 LAST FUTURIST
EXHIBITION OF PAINTINGS, ST. PETERSBURG,
DECEMBER 1915

SMCA-Costakis Collection, Thessaloniki

3. KAZIMIP MAAEBITS, XEIPOTPA®H ZEAIAA, 1916
KMZT-ZuAhoyn Kwotdkn

KAZIMIR MALEVICH, HANDWRITTEN PAGE, 1916
SMCA-Costakis collection, Thessaloniki

MISCHA KUBALL

UTOPIE BLACK SQUARE, 2001

(c) Photo Archive Mischa Kuball, NTiceAvtopd,
Fepuavia 2015

Mapaxwpnon Tou KaAAITExvn kal tng Collection Dr.
Axel Feldkamp, Duisburg/Tepuavia

Me tnv urmootipIEn Tou IFA Kal tou IvotitoUtou
I'kaite Tng ®€coalovikng

(c) Photo Archive Mischa Kuball, Disseldorf/
Germany 2015

Courtesy the artist and Collection Dr. Axel
Feldkamp, Duisburg/Germany

With the support of IFA and the

Goethe Institute of Thessaloniki

ANTQNHZ MITTAZ / ANTONIS PITTAS
HANDLE THEM, 2015

Mapaxwpnon Tou KaAANITEXVN

HANDLE THEM, 2015

Courtesy the artist

KPATIKO MOYZEIO ZYFXPONHZ TEXNHZ
2XETIKEX KINHZEIZ. EYATTEAIA KPANIQTH -
JULIEN PREVIEUX

STATE MUSEUM OF CONTEMPORARY ART
RELATIVE MOTIONS. EVANGELIA KRANIOTI -
JULIEN PREVIEUX

1. ANTIAOTO, 2014

Mapax@pnon Tou KAANITExvn

ANTIDOTE, 2014

Courtesy of the artist

2. TO ZYNOAO TQN AAHOINQN MPOTAZEQN
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(MPIN), 2009

Mapaxwpnon tng Galerie Jousse Entreprise, Mapiol
THE TOTALITY OF TRUE PROPOSITIONS (BEFORE),
2009

Courtesy of Galerie Jousse Entreprise, Paris

3. AlO TON OKTQBPIO XTON ®EBPOYAPIO, 2010
Mapaxwpnon tng Galerie Jousse Entreprise, Mapiol
FROM OCTOBER TO FEBRUARY, 2010

Courtesy of Galerie Jousse Entreprise, Paris

KPATIKO MOYZEIO ZYFTXPONHZ TEXNHZ
TAYTOETEPOTHTA

STATE MUSEUM OF CONTEMPORARY ART
IDENTALTERITY

CARLOS MOTTA

EM®YAA TAAENTA, 2014

Mapaxwpnon Twv ykaAepi Filomena Soares,
AiooaBdva, tou Instituto

de Vision, Mrmoykotd, Kal TnG ykaAepi Mor.
Charpentier Galerie,

MNapiol

GENDER TALENTS, 2014

Courtesy of Galeria Filomena Soares, Lisbon;
Instituto

de Vision, Bogotd; Mor.Charpentier Galerie, Paris

DAVID HOCKNEY

AEKATEZSEPA MOIHMATA TOY K.M.KABA®H, 1966
Ta moifuata o€ petdppaon Twv Nikou ZTdykou Kai
Stephen Spender

1810 TIKA GUAAOYA

FOURTEEN POEMS BY C.P. CAVAFY, 1966

Poems translated by Nikos Stangos and Stephen
Spender

Private collection

BORYANNA ROSSA & OLEG MAVROMATTI
ANAMAPAZTAZH: HAMMER AND SICKLE (1994),
2008-12

Mapaxwpnon Twv KAANTEXVOV

RE-ENACTMENT: HAMMER AND SICKLE (1994),
2008-12

Courtesy of the artists

WOLFGANG TILLMANS

KAPA, MIZQ ANO TIZ MMAPEZ (AMO THN
ENOTHTA KENTPIKO NEYPIKO XYZTHMA), 2008
Mapaxwpnon Tou KAANITEXVN Kal TnG Maureen
Paley, Aovdivo

Me tnv umootipIEn Tou IFA

KARL, BEHIND BARS (FROM THE SERIES CENTRAL
NERVOUS SYSTEM), 2008

Courtesy of the artist and Maureen Paley, London
With the support of IFA

SLAVA MOGUTIN

MAPEAAXH THN HMEPA ANEXAPTHZIAY (AMO
THN ENOTHTA LOST BOYS), 2004

Mapaxwpnon Tou KAANITEXVN

INDEPENDENCE DAY PARADE (FROM THE SERIES
LOST BOYS), 2004

Courtesy of the artist

MILICA TOMIC

EIMAI H MILICA TOMIC, 1999
Mapaxwpnon Tou KaAAITEXVN
| AM MILICA TOMIG, 1999
Courtesy of the artist

IGOR GRUBIC

EAST SIDE STORY, 2006-2008
Mapaxwpnon Tou KAAAITEXVN
Courtesy of the artist

YEVGENIY FIKS

MOZXXA, 2008

Mapaxwpnon Tou KAAAITEXVN
MOSCOW, 2008

Courtesy of the artist

KQITHZ ®QKAEZ / KOSTIS FOKAS

AEN EIMAI AYZAEITOYPIIKOZ, EXY EIZAIl, 2014
Mapaxwpnon Tou KAANITEXVN

I'M NOT MALFUCTIONING, YOU ARE!, 2014
Courtesy of the artist

MARIANNE DARLEN SOLHAUGSTRAND
OAOI OI KAAAITEXNEZ EINAI EPMA®POAITOI,
2012-13

Mapaxwpnon Tou KAAAITEXVN

ALL ARTISTS ARE HERMAPHRODITES, 2012-13
Courtesy of the artist

DEBORAH KELLY & TINA FIVEASH
E, EXY ZTPEIT!, 2001-15

Mapaxwpnon TwV KAANTEXVOV

HEY HETERO!, 2001-15

Courtesy of the artists

PAULINE BOUDRY & RENATE LORENZ
TOZIKO, 2012

MaiZouv ol: Ginger Brooks Takahashi and Werner
Hirsch

Mapaxwpnon tng ykaAepi Marcelle Alix, Mapiol
TOXIC, 2012

Me tnv umoothpIEn Tou IFA

Performance by: Ginger Brooks Takahashi and
Werner Hirsch

Courtesy of Marcelle Alix Gallerie, Paris

With the support of IFA

MAJIDA KHATTARI

OAAAIZKH ME MIMOYKETO, 2009-10

YuAoyn: Kpatikd Mouceio ZUyxpovng Téxvng,
@eooalovikn

ODALISQUE AU BOUQUET, 2009-10

Collection: State Museum of Contemporary Art,
Thessaloniki

LYNDA BENGLIS

I'YNAIKEIA EYAIXOHZIA, 1973

IS10TIKA GUAAOYA

Me tnv guyevikA Mapaxwpnon Twv Kalfayan
Galleries, ABriva - @gooalovikn

FEMALE SENSIBILITY, 1973

Private Collection

Courtesy of Kalfayan Galleries, Athens -
Thessaloniki

ANTQONHZ NMPQTOMNATZHE /
ANTONIS PROTOPATSIS
F'YMNO, 1912-5

I1810TIKA GUAAOYA

Mapaxwpnon tng Zodpiag XatZdkn
NUDE, 1912-5

Private collection

Courtesy of Sophia Hatzaki

NATAZZA NANAAONOYAOY /
NATASHA PAPADOPOULOU
CAROATID 2, 2012

Mapaxwpnon Tou KAANITEXvn
Courtesy of the artist

HECTOR DE GREGORIO

TO NEMAOQ TOY MAPAAEIZQY, 2014
Mapaxwpnon Tou KAANITEXVN
PARADISE VEIL, 2014

Courtesy of the artist

URSULA BIEMANN
EMITEAQNTAX TO ZYNOPO, 1999
Mapaxwpnon Tou KAANITEXVN
PERFORMING THE BORDER, 1999
Courtesy of the artist

APXAIOAOIIKO MOYZEIO OEZZAAONIKHZ
HEL(L)AS! MANTOY!

ARCHAEOLOGICAL MUSEUM OF
THESSALONIKI

HEL(L)AS! EVERYWHERE!

Fevik6G ouvTovIopoG: MoAuEgvn Addu-BeAévn,
apxaloAdyog-6eatpoAdyog, Sieubuvipia
ApxaloloyikoU Mouaceiou @eooaAovikng
Mouocioloyikn empéAeia: Euayyelia Toaykapdkn,




apxaloAdyog, mpoioTapévn TUNRPATOG SUAAOYWV
MetaAhotexviag, AiBivwv kal Mikpotexviag AMO Kal
Stuhidva FkaAivikn, apxaiohdyog AMO
Mouozioypadik6G oxed1a0H6G-ypaAdIOTIKA
empéAeia: loopo STUDIO, oudda apXITeKTOVWV-
UNXAVIKOV

General coordination: Polyxeni Adam-Veleni,
archaeologist-theatrologist, director of the
Archaeological Museum of Thessaloniki
Curators: Evangelia Tsangaraki, archaeologist,
head of the Department of the Collections

of Metalwork, Sculpture & Minor Artifacts,
Archaeological Museum of Thessaloniki and
Styliana Galiniki, archaeologist, Archaeological
Museum of Thessaloniki.

Architectural design-graphic design: loopo
STUDIO, team of architects engineers

1. I0AKH, 2013

Mapax@pnon Tou KAANITExvn

ITHAKA, 2013

Courtesy of the artist

2.14 MONOAOrOl, 1989-2006
Mapaxwpnon Tou KaANITEXVN

14 MONOLOGUES, 1989-2006
Courtesy of the artist

MOYZEIO BYZANTINOY MOAITIZMOY
TAZIAEYONTAZ XTHN ANATOAIKH MEZOTEIO
MEZA ATO TO WHOIAKO APXEIO EAAHNIKOY
MOAITIZMQOY TOY ©. KOPPE (A.l.0.)

MUSEUM OF BYZANTINE CULTURE
TRAVELLING IN THE EASTERN MEDITERRANEAN
THROUGH THE DIGITAL ARCHIVE OF GREEK
CULTURE OF TH.KORRES (A.U.TH.)

EmpéAeia €kBeong: AyaBovikn TolAimdkou, op.
apxaloAdyog, dleuBuvipia Mouoeiou BuZavtivou
MoAItiopou

EmoTtnUoVvIK6G oUHBOUA0G: Oeddwpog Koppég,
OUOTIHOG KABNYNTAG A.M.O.

Curator: Agathoniki Tsilipakou, dr. archaeologist,
director of the Museum of Byzantine Culture
Scientific advisor: Theodoros Korres, professor
emeritus A.U.TH.

TEAAOIAEIO IAPYMA TEXNQN A.N.O.
AQPA THX THX ME ANTOXH XTO XPONO
TELOGLION FOUNDATION OF ART, AUTH
EARTH'S ENDURING GIFTS

EmpuéAeia: Mavayidtng Koupvidkog, Xpiotiva
ToaykdAia
KaAArtexvikn empéAeia: Avaotacia Xtaudtn
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Zuvepyalopevol $popeig: TEAAGYAEIO ‘1dpupa
Texvav Tou AMO, Mouaoegio BaoiAikwv Tddwv
Aly@v, Apxaiohoyiké Mouaceio Bépoiag, IvatitoUto
Edpappoouévwv Bioemotnuwv (INEB) Tou EBvikoU
Kévipou €peuvag kal Texvoloyikng Avdmtuéng
(EKETA).

ZuvepydZovtail Ta Pouoeia: ApXaloAoyIKo

MéNNag, Apxalioloyiké @gocaAovikng, Mouoeio
MpoiotopikAg Oripag, Mouaoeio Ekpayeiwv AMNG,
Mouaceio BuZavtivou MoAitiopou, Mouceio

Oivou lepoBaciAeiou kal To Mouaceio AoUAN.
Emiong, ouvepydZetal To IvoTtitoUuto Texvoloyiwv
MAnpodopikng Kal Emkoivoviov (INTHA) Tou
EKETA.

Curators: Panagiotis Kourniakos, Christina
Tsagkalia

Artistic curator: Anastassia Stamati
Co-organization: Teloglion Foundation of Art
AUTH, Museum of the Royal Tombs of Aigai,
Archaeological Museum of Veria, Institute

for Applied Biosciences (INAB) of the Center

of Research and Technology Hellas (CERTH).
Collaboration: Archaeological Museum of Pella,
Archaeological Museum of Thessaloniki, Museum
of Prehistoric Thera, Casts and Antiquities Museum
AUTH, Museum of Byzantine Culture, Wine Museum
Gerovassiliou, Loulis Museum. Also collaborates the
Information Technologies Institute (ITI) of CERTH.

40 OEZTIBAA MEPOOPMANZ
OEXZAAONIKHX

4th THESSALONIKI PERFORMANCE
FESTIVAL

Ta épya Tou Mischa Kuball kal Tou Ulay
payuatormoindnkav pe tnv umoothApIEn Tou IFA kal
Tou lvoTtitoUtou Mkaite Tng @scoalovikng.
EMOoTNUOVIKOG GUVTOVIOMOG NPEPiIdag: AAeEAVOpa
Aviwviddou, I6TOPIKOG TNG TEXVNG

ZUMHETEXOVTES NUEPidag: AAeEdvopa Aviwviddou,
Xpiotidva faAavomoUAou, Eiprivn Fepoyidvvn,
Aaukn rkéton, dwteivi KaAAE, Apeti Agomoulou,
KwoTtng ZTapuArdkng

ANANEG OUHHETOXEG KAl OUVEPYAOIEG:

Cyprus International Performance Art Festival,
Videoplay (mpoBoA£g)

Sofia Underground International Performance Art
Festival (MpoBoA£q)

The works of Mischa Kuball and Ulay were
supported by the IFA and the Goethe Institute of
Thessaloniki.

Scientific coordination of one-day conference:
Alexandra Antoniadou, art historian

Keynote speakers of one-day conference:
Alexandra Antoniadou, Christiana Galanopoulou,
Glafki Gkotsi, Fotini Kalle, Areti Leopoulou, Costis
Stafylakis, Irini Yerogianni

Other participants and contributors:

Cyprus International Performance Art Festival,
Videoplay (screenings)

Sofia Underground International Performance Art
Festival (screenings)

50 EPTAXTHPIO NEQN
KAAAITEXNQN: ROMANCE
5th YOUNG ARTISTS'
WORKSHOP: ROMANCE

ZMNYPOZ ZTABEPHZ / SPYROS STAVERIS

1. BENETZIANIKO MIMAA MAZKE TOY
KOZMHMATOMQAH KAIZAPH XTO EKALI CLUB,
2000

2. O TIANNHZ ®AQPINIQTHZ XTO XMITI TOY, 1995
Mapaxwpnaon Tou KAANITEXvVN

1. JEWELER KESSARIS' VENETIAN BALL MASKE AT
EKALI CLUB, 2000

2. GIANNIS FLORINIOTIS AT HOME, 1995

Courtesy of the artist

ANTIFONH OEOAQPOY /
ANTIGONI THEODOROU
WATERMEAAON, 2014
Mapaxwpnon Tou KAAAITEXVN
WATERMEAAON, 2014
Courtesy of the artist

AKHZ KAPANOZ / AKIS KARANOS
ATITAO, 2014-15

Mapaxwpnon Tou KAANITEXvN
UNTITLED, 2014-15

Courtesy of the artist

AAAMANTIOZ KA®ETZHZ /
ADAMANTIOS KAFETZIS
XQPIZ TITAO, 2014
Mapaxwpnon Tou KAAAITEXVN
UNTITLED, 2014

Courtesy of the artist

MAPIA KPIAPA / MARIA KRIARA

ATITAO, 2013

Mapaxwpnon tou kaAAItéxvn kal Tng CAN Christina
Androulidaki gallery

UNTITLED, 2013
Courtesy of the artist and CAN Christina
Androulidaki gallery

HAIAZ MAMAAIOIKAZ / ILIAS MAMALIOGAS
ENA KOMMATI ATIEIPO, 2013

Mapaxwpnon Tou KAANITEXVN

A PIECE OF, 2013

Courtesy of the artist

BIPTINIA MAZTPOrIANNAKH /
VIRGINIA MASTROGIANNAKI
SAVOIR VIVRE, 2014

Mapaxwpnon Tou KAANITEXVN
Courtesy of the artist

NICOLAS PARADISELO

AND FINALLY HE WAS THE WATER, 2014
Mapax@pnon Tou KAANITEXvn

Courtesy of the artist

ZO®IA TOAIKA / SOFIA TOLIKA

AMNO TH ZEIPA HOMES SWEET HOMES, 2008-14
FROM THE SERIES HOMES SWEET HOMES,
2008-14

Mapax@pnon Tou KAANITExvn

Courtesy of the artist

ORIGINAL REPLICA
MOONLIGHTING #2, 2014
Mapaxwpnon Tou KAANITEXVN
Courtesy of the artist

NURIDDIN RASULOV
EATH, 2013

Mapaxwpnaon Tou KaAANITEXVN
ATTRACTION, 2013

Courtesy of the artist




MAPAAAHAO MPOTPAMMA
PARALLEL PROGRAMME

XPONHZ MEXAIBANIAHZ - ENA TAZIAI ZTON
KOZMO TOY ZOY®PIZMOY

CHRONIS PECHLIVANIDIS - A JOURNEY INTO
THE WORLD OF SUFISM

Tnv emuélela Tng €kBeong €xel n Miva Mwpaitou,
urelBuvn tou Mouaceiou Mmievdkn IoAauIKAG
Téxvng. Ta eicaywyikd keipeva €ylvav e ocupBoAin
NG AyyeAIKNG ZIdKka, emikoupng KadnyAtplag

NG O€0AOYIKNG ZXOAAG TOU AploToTEAEIOU
Mavemotnuiou @gcoalovikng Kal Tou Fepdoiyou
Makpn, avamAnpwtr kaBnyntr tou TuAPatog
Koivwviking AvBpwmoAoyiag Tou Mavteiou
Mavemotnuiou.

The exhibition was curated by Mina Moraitou, head
of the Benaki Museum of Islamic Art. Angeliki
Ziaka, assistant professor at the Faculty of
Theology, Aristotle University of Thessaloniki, and
Gerasimos Makris, associate professor of Social
Anthropology at the Panteion University, Athens,
contributed in the introductory texts.

E®H ZABBIAH: TRANSPLANTATION

EF1 SAVVIDES: TRANSPLANTATION
Euxapiotieg otig MoAITIOTIKEG YTINPETieg TOU
Ymoupyeiou Maideiag kai MoAitiopou Tng Kumpou,
KaBws kal otoug: ‘EAAN Xpuaoidou, ANeEia
Tadomoliou kai Niko MukwvidTn.

Special thanks to the Cultural Services of the
Ministry of Education and Culture, Cyprus, as well
as to: Elli Chrysidou, Alexia Xafopoulou, and Nikos
Mykoniatis

ANNH KAATZIAOY: EIKAZTIKEZ
AIAZTAYPOZEIZ XTH POMAIKH AFOPA THE
OEZZAAONIKHZ

ANNI KALTSIDOU: VISUAL INTERSECTIONS
AT THESSALONIKI'S ROMAN AGORA

ZTIG EYKATACTAOEIG TNG EKOEGNG cUVEpYdoTNKAV
ol KaAAITEXVEG: MNwpyog Aalapidng, AnunTpng
MaAdvtZag, ‘EAeva Netpikn, ‘EAI0 Zauapd,
Euotpdtiog Xtepiavdg, ®idimmog Tatdkng,
Kwvotavtivog Toakipng

Nepdpopuavg: Avvn Kaitcoidou

Epunveieg Tpayoudi®dv: AwpoBéa MixanA
(MkpaoIdTika, vnolwTtika), Bahacia NtéviouAou
(toUpkIka, movtiakd), Addvn MNamaotpatn
(BouAydpika, nrielpwtika), EAiva ZaBBouAidn
(apuévika, movTiakd), Ziuwvn Tidvo (cedapaditika,
eBpaikd)
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FpagioTikn empéAela evTUn@V: MNdvvng
BoyiatZdémouAog

dwtoypddol: Owuds Tolumpng, XpAotog
BouAyapdkng

Egopeia Apxalothtwv NMOAng Oecoalovikng
FEVIK6G OUVTOVIONGG: STaudtiog ©. Xovdpoyidvvng,
Op. apxaloAdyog, mpoiotduevog EGAMOO
EmpéAela ékBeong: Mapia A. Kayiaddkn, dp.
10TOPIKOG TEXVNG

ZuvTeAEOTEG: ZwNn MmiAn, apxaloAdyog
Mapia MiZa, apxITéKTwv-pnxavikég

HAfag Kitoag, dp. NAEKTPOAOYOG pnx. &

UNX. UTTOAOYIOTWY

HAfag Kapmdg, nAektpoAdyog

Mpoowmkd dUAAENG Pwuaikng Ayopdg

For the installations of the exhibition we would
like to mention the collaborating artists: Yiorgos
Lazaridis, Dimitris Palantzas, Elena Petriki, Elio
Samara, Efstratios Sterianos, Filippos Tatakis,
Konstantinos Tsakiris

Performance: Anni Kaltsidou

Songs' performances: Dorothea Michael (Asia
Minor and island songs), Valassia Ntontoulou
(Turkish, Pontian), Daphne Papastratou (Bulgarian,
Epirotic), Elina Savvoulidi (Armenian, Pontian),
Simon Tiano (Sephardic, Hebrew)

Graphic design: Yiannis Vogiatzopoulos
Photographers: Thomas Tsimpris, Christos
Voulgarakis

Ephorate of Antiquities, Thessaloniki

General coordination: Stamatios Th.
Chondrogiannis, dr. archaeologist, head of Ephorate
of Antiquities, Thessaloniki

Curator: Maria D. Kagiadaki, dr. art historian
Contributors: Zoe Billi, archaeologist

Maria Miza, architect engineer

Ilias Kitsas, dr. of electr. eng. & comp. eng.

llias Kabas, electrician

Roman Agora personnel

NIKOZ NMANATIQTOMOYAOZ

MHNEAOIMH NETZINH

NIKOS PANAYOTOPOULOS

PENELOPE PETSINI

AUFARBEITUNG: THE WALL
dwToypadieg: MAPAXWPNON TWV KAAATEXVWOV
Photos: courtesy of the artists

AHMIOYPrIKA ZTEPEOTYNA

CREATIVE STEREOTYPES

EmpéAeia: BaciAng Zwypddpog

Opydvwon: Mopowtiké 1dpupa EOVIKAG Tpamédng
ZUHUETEXOVTEG:

Opdda padntv tou lou EEEEK MuAaiag
XopTtidtn: To Epyaotripio EISIKAG EmayyeAUaTIKAG
Exmaideuong kal Katdptiong oto Mavépapa sival
€va oXoAeld deutepoBAduIag ekmaideuong, oTo
otioio doitolv EdnPol e €IBIKEG DEEIGTNTEG.
Mapéxel TEXVIKNA eKMaideuon Y€ow Twv 600
£PYACTNPIWV TOU, KNTIOUPIKAG KAl KEPAUIKIAG/
XEIPOTEXVIAG. KUplog 0Tdxog Tou &ival n
KOIVWVIKOTTOINoN TwV MaIdlwyV. SUPHPETEIXaV

ol yadntég: Xtaupog Avaotaolddng, BaoiAng
MNakouung, HAlag KiouptZidng, Anuntpa
KoAokotpwvn, AwEdvdpa AoUkag, MNwpyog
MavtZaptlng, Ntivog ®adoutng, XapoUAa
XaidomoUAou

Eikaotikoi: Anuitpng ApeAadidtng, Mémn
BouAyapoudn, EuayyeAia MamadomoUAou, lwdvva
>1patdylou

Curator: Vasilis Zografos

Organisation: National Bank of Greece Cultural
Foundation

Participating members:

Students from the 1st Special Vocational
Education & Training Workshop of the
municipality of Pylaia-Chortiatis: The Special
Vocational Education & Training Workshop at
Panorama is a secondary education school for
teenagers with special abilities. Its two workshops
provide technical training in gardening and pottery/
handcrafting. The main goal of the school is to
support the socialisation of students. Participating
students: Stavros Anastasiadis, Charoula
Chaidopoulou, Dinos Fafoutis, Vasilis Giakoumis,
Elias Kiourtzidis, Dimitra Kolokotroni, Loxandra
Loukas, Giorgos Pantzartzis

Artists: Dimitris Ameladiotis, Evangelia
Papadopoulou, loanna Stratoglou, Popi Voulgaroudi




KENTPIKO MPOTPAMMA

AMO THN ANAIZIOAOZIA THXZ NOHZHX XTHN
AIZIOAOZIA THZ MPATIHZ

23.06.15 -30.09.15

Mepimtepo 6 (evidg AEO-HELEXPO)

KPATIKO MOYZEIO XYTXPONHX TEXNHX

O KAZIMIP MAAEBITZ KAl Ol MAGHTEZ TOY. 100
XPONIA AMO TO «MAYPO TETPATQNO». 'EPTA
PQXIKHZ MPQTOMOPIAXZ ANO TH XYAAOIH
KQXTAKH TOY KMXT

19.05.15 - 10.10.15

Movni Aalapiotwv

KPATIKO MOYZEIO ZYTXPONHZ TEXNHZ
SXETIKEZ KINHZEIX. EYATTEAIA KPANIQTH -
JULIEN PREVIEUX

23.06.15 - 30.09.15

Kévtpo ZUyxpovng Téxvng OeooaAovikng

KPATIKO MOYZEIO ZYTXPONHZ TEXNHX
TAYTOETEPOTHTA

17.06.15 - 31.07.2015

Anpapxeio ©gocalovikng

APXAIOAOIIKO MOYZEIO OEX>XAAONIKHZ
HEL(L)AS! MANTOY!
23.06.15 - 30.09.15

MOYZEIO BYZANTINOY MOAITIZMOY
TAZIAEYONTAZ XTHN ANATOAIKH MEZOTEIO
MEZA ATO TO WHOIAKO APXEIO EAAHNIKOY
MOAITIZMOY TOY ©. KOPPE (A.N.0.)
23.06.15 - 13.09.15

TEAAOTAEIO IAPYMA TEXNQN A.M.0.
AQPA THX THX ME ANTOXH XTO XPONO
18.05.15 - 30.09.15

40 ®EXTIBAA NEPO®OPMANZ OEX>AAONIKHX
29.06.15 - 9.07.15

50 EPFTAZTHPIO NEQN KAAAITEXNQN: ROMANCE

10.09.15 - 30.09.15
levi TZauf

2YMMOZIO
25.09.2015
Mepimtepo 6 (eviég AE@-HELEXPO)

LOVE DIFFERENCE TABLE
23.06.15 - 30.09.15
Mepimtepo 6 (evidg AEO-HELEXPO)
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MAPAAAHAO MPOTPAMMA

XPONHZ MEXAIBANIAHZ - ENA TAZIAI ZTON
KOZMO TOY ZOY®DIZMOY

22.05.15 - 20.09.15

AANatld lyapét

E®H XABBIAH: TRANSPLANTATION
23.06.15 - 31.08.15

Anpotiki MivakoBrikn OsooaAovikng (Kdla
Mmidvka)

ANNH KAATZIAOY: EIKAZTIKEZ AIAZTAYPQZEIZ
STH PQMATKH AFOPA THX OEXSAAONIKHE
24.06.15 - 30.09.15

Pwuaikn Ayopd

1o AIEONEZ ZYMMNOZIO OEPANEIQN MEZQ
TEXNHX

«ZQH KAI TEXNH EINAI ENA»

17.09.15 - 19.09.15

MNepimtepo 6 (evidg AEG-HELEXPO)

NIKOZ MANATIQTOMNOYAOZ
MHNEAOMH NETZINH
AUFARBEITUNG: THE WALL
24.09.15 - 17.10.15
IkaAepi Elpuég

AHMIOYPIIKA ZTEPEOTYTA

27.05.15 - 11.09.15

MIET-MoAITIoTIKG KévTpo Oeooalovikng
Biha KamavtZn

*0I Tapamdvw TANpodopieg
avTanokpivovIal aTny npepounyvia
€kd0oong Tou KataAdyou

MAIN PROGRAMME

BETWEEN THE PESSIMISM OF THE INTELLECT
AND THE OPTIMISM OF THE WILL

23.06.15 -30.09.15

Pavilion 6 (TIFFHELEXPO premises)

STATE MUSEUM OF CONTEMPORARY ART
KAZIMIR MALEVICH AND HIS STUDENTS. 100
YEARS AFTER THE “"BLACK SQUARE". RUSSIAN
AVANT GARDE WORKS FROM THE COSTAKIS
COLLECTION OF THE SMCA

19.05.15 - 10.10.15

Moni Lazariston

STATE MUSEUM OF CONTEMPORARY ART
RELATIVE MOTIONS. EVANGELIA KRANIOTI -
JULIEN PREVIEUX

23.06.15 - 30.09.15

Contemporary Art Center of Thessaloniki

STATE MUSEUM OF CONTEMPORARY ART
IDENTALTERITY

17.06.15 - 31.07.2015

Thessaloniki City Hall

ARCHAEOLOGICAL MUSEUM OF
THESSALONIKI

HEL(L)AS! EVERYWHERE!
23.06.15 - 30.09.15

MUSEUM OF BYZANTINE CULTURE

TRAVELLING IN THE EASTERN MEDITERRANEAN
THROUGH THE DIGITAL ARCHIVE OF GREEK
CULTURE OF TH.KORRES (A.U.TH.)

23.06.15 - 13.09.15

TELOGLION FOUN DATION OF ART, AUTH
EARTH'S ENDURING GIFTS
18.05.15 - 30.09.15

4th THESSALONIKI PERFORMANCE FESTIVAL
29.06.15 - 9.07.15

5th YOUNG ARTISTS' WORKSHOP: ROMANCE
10.09.15 - 30.09.15
Yeni Djami

SYMPOSIUM
25.09.2015
Pavilion 6 (TIF-HELEXPO premises)

LOVE DIFFERENCE TABLE
23.06.15 - 30.09.15
Pavilion 6 (TIFFHELEXPO premises)

PARALLEL PROGRAMME

CHRONIS PECHLIVANIDIS - A JOURNEY INTO THE
WORLD OF SUFISM

22.05.15 - 20.09.15

Alatza Imaret

EFI SAVVIDES: TRANSPLANTATION
23.06.15 - 31.08.15
Municipal Gallery of Thessaloniki (Casa Bianca)

ANNI KALTSIDOU: VISUAL INTERSECTIONS AT
THESSALONIKI'S ROMAN AGORA

24.06.15 - 30.09.15

Roman Agora

1st INTERNATIONAL SYMPOSIUM OF ART
THERAPIES

“LIFE AND ART AS ONE"

17.09.15 - 19.09.15

Pavilion 6 (TIFFHELEXPO premises)

NIKOS PANAYOTOPOULOS
PENELOPE PETSINI
AUFARBEITUNG: THE WALL
24.09.15 - 17.10.15
Eirmos Gallery

CREATIVE STEREOTYPES
27.05.15 - 11.09.15
Thessaloniki Centre of MIET
Villa Kapandji

*the above information
corresponds to the publishing
date of the catalogue




Thessaloniki

bienndle: 5

of Contemporary Art

MMIENAAE ZYTXPONHX TEXNHX ©EZXAAONIKHX

Emyeipnoara Npaypappa Makedoviag - Gpaxng 2007-2013

Mmevahe Zoyxpovng Téxvng @eooalovikng

.o MEFDEPEIA KENTPIKHE MAKEAONIAL
. S— F 0T 5 EZI-IA
x X m— )0 XEIPIOTIKA 2007-2013
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Operational Programme Macedonia - Thrace 2007-2013
Thessaloniki Biennale of Contemporary Art

o REGION OF CENTRAL MACEDONIA
= . s termediary -/; NSRIF

* * s lanaging
e Authority E=] - Jomum e minia

The project is co-financed by Greece and the European Union

EAAHNIKH AHMOKPATIA § | KPATIKO MOYZEIO
Ynoupyeio Momopod, Maidefas ka1 BpnokeupdTav ZYFXPONHZ TEXNHZ
HELLENIC REPUBLIC ' STATE MUSEUM

Ministry of Culture, Education and Religious Affairs OF CONTEMPORARY ART

ME THN YNOXTHPIEH / WITH THE SUPPORT

AHMOZ ©EXZAAONIKHX
CITY OF THESSALONIKI

ME TH SYMMETOXH / WITH THE PARTICIPATION
N Kivnon 5 Mouosiwvy ©sooalovikng

5 Museums’ Movement in Thessaloniki
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O KATAAOIOZ TYMQOHKE TO 2015 XTH OEXZAAONIKH
YE 2500 ANTITYNA ZE XAPTI VELVET 150
FPAMMAPION XE ZXEAIAZMO THX PAD ADVERTISING
A AOTAPIAIMO THX CAT ADVERTISING KAl
EKTYMNQZH - BIBAIOAEZIA THZ THESSPRINT A.E.
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