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O Cesare Pietroiusti patnoe kdmote: lNati o1 kKaAITéXveg teivouv va emoTpépouv og pépn Omou

o mévog eival akdpn ekei; Zuvoplakég Zwveg. Nétpeg mou kamote anmotehovoav apxaia opdonpa,
TWPa otékovtal TUMYPEveG e cuppatonAéypata. Eykataleleippéva agpodpdpia: agpodiadpopol mou
KaTamivouv TtV a@etnpia Toug otov opifovia Kal emekteivovtal mpog éva adeiavd dmeipo. Zmacpéva
mapdBupa: ta mepIccdTePa and ta omola gival KaAd Kpuppéva miow and oakid yeudta duppo. Evag
akdpa Teixog anmd auPOcaKoUAEG KATd PIiKOG TOU OToiou To pwg Siamepvd TIG OXIOHEG, Kal TTou, oTNV
OUYKEKPIUEVN TTEPITITWOT, €X&I petatparnei oe okomeutiplo. OSogpdypata. MNivakideg EeBwplaopéveg
Aéyo eykatdAeidng, ol omoieg mapaméumouy oe uépn omou kavévag ma Sev mnyaivel Kai émou timota
ma Sev oupPaivel. Ootd, okeletoi, Kal pn tautomoinuéva avlpwmva péAn mMPooeKTIKA amAwuEva,
Katnyoplotmoinuéva, cuvapuoAloynuéva pe pia oxedov kAivikry amdbeia. Xuvipippia ekopevdoviopéva
and ekpr&eig, kal Opavopata amd avtikeipyeva mou agédnkav miow Adyo Biaclvng Kai Mou twpa
mapakpdadouv otadiakd evoyel piag emiduong mou Sev €pxetal moté. H Siafpwon mou paptipa tnv
anwleia omolacdimote @povtidag. XTpatidTeg mMou {ouv PETEWPOI OTO KeVO, Tnv andBeia kai tn Aron
— pUAaKeG pIag katdotaong yia tnv ormoia n dyvold Toug OXeTIKA Je Ta yeyovota mou Siadpapatilovtal
YUpw Toug, Toug emPBdAel va @opolv pAoKeG WOoTe va KpUPeTe To yeyovog STl gival kal ol idiol dunpol.
MoAeig mou amd tnv «dAAn pepid» @avtdalouv &alpetikd OIKIEG, Kal TTou uTtoSeikvUouv ATl UTTAPXEI
Cwr) mépa and tov opilovta. Atevifovtag amd tn Sk pag mAeupd otnv «avtimepa 6xOny» — ekei dmou
poladel va unv umdpxel ixvog avBpwmou. Ztoixeiwpévol témol kal gofiopévol dvBpwrmol — mavtou.

H amdvinon otnv epwtnon tou Pietroiusti Sev eival Puxoloyikng euoewg. O1 kalitéxveg Sev eival
anapaitnta paloxiotég. ©a tolpoloa va mw Ot o mévog Sev amotelei T povadikr Tnyr EUTveucng
yia tov Zwkpdtn Zwkpdtoug. Autdg, Omwg kal moAloi dANol KaAAItéxveg, ouvexi(ouv va emMoTpEPouv
oe tétolou €idoug kataotdoelg, kabwg yvwpifouv Ot ekei eival mou umtdpxel aydmn, aydmn n émnoia
Spwg €xel KAarmel. 2 tétola pépn érmou kdrmote katdgepav va Souv «kdty. Opavopata eAnidag,
ixvn emOBupiag ta émola sival aképn ekei — avanvéovtag. Epeima mou katappintouv to KAIGE, dTi
£dw —emteholg— eival éva pépog émou xpdvog kal mpdypata €xouv maywoel. Ta epeima autd ival
oav pikpoi otabpoi o1 dmolol €xouv amnAd éva mo apyd Kai mo auctned MPOYPAUPa amoxXwPHoEwY
kal avaxwpioewv. O1 KAANITEXVEG ouXVA EMOTPEPOUV oTa gpeima xi yia ocuvBnuatikolg Adyoug,
alAd iowg &16T1 avtholv éumnveuon amd tnv mbavoétnta 6t Anopovnuéveg Bewpieg kar Siagpopetikof
tpdmol Unap&ng Pmopoulv akdpn va Bpebolv avdpeoa oTig aviipdoel§ AUtV TWV EYKATAAEAEIPPEVOV
Cwvwv. Yrrdpxel emiong n mbavdotnta ol {WveG autég va TIPoC@EPOUV €va iSOG IO YEVIKOU KXWPOUN:
évav 1omo otoxacpou kal mpofAnuaticpou. Pavtdlopal 6t autoi ol Xwpol wbouv Kal evioxUiouv
€va evaAAakTikd €idog «aouveidntwy ouvdéoewvy, EMTPEMOVTaAg 0Toug KAAAITEXVEG va otoxddovtal
OKEYEIG TNG EMOXNG Pag Tou kaveig akdpa Sev €xel culoylotei. Autoi gival X@pol Tou avanvéouv
Kdl OTOUG omoioug n Mpoooxi tou mbavou mapatnpnty dikaioutal va mepimAavdtai.

To va ouMoyiotoUpe tn onpacia Twv TeNwWv autwy, Sev eival oUTe Pia gukaipia yia va yivoupe
vooTtalyikoi oUTe pia a@oppr} poipoAoyrpatog Adyw tng okAnpdtntag mou em@uAdcoel N poipa.
TG pépeg pag, n omtikr Suvapn twv gpeiminv diatpéxel o peydho Pabud to acuveidntd pag.

Aev amotelei ocupmtwon to 6t o Freud xpnoipomolodoe cuxvd apxaloloyikou €idoug HETAPOPES
wote va meplypdyel Sidpopeg vontikég Siepyaoieg. H eikdva mpoyevéotepwv MOAewv Bappévwy

avd emimeda kdtw amd oxeddv kAbe AAAn moAn ftav yia tov Freud pia moAd Suvatr petagopd. Mia
peTagpopd n omoia MePIypd@el pe 18avikd Tpomo tn duvapikr) kal Sialektikr oxéon peta&u aliayrig
Kal emavaiAnyng, ormatdAng kal cucowpeuong, HviUng Kai embupiag — Siepyacieg o1 Moieg Mapopoiwg
oupBaivouv Kkal oto avBpwmivo puald. Oewpoloe emiong 6t n yonteia mou ackouv ta gpeima autd
gival ouvugpacpévn pe tnv €A§n mou ackei o ©dvatog, kabwg kal ye Tnv oppr| Mou aicBavépacte
epeig odelovtag kovtd tou (death drive). Ymootrpi§e 6Tl To évotikto autd eival téoo 10Xupd
vontikd 81dt gumepiéxel éva €idog axviig Pviiung mou tautifetal ye tnv avopyavn katdotaaon mou
mponynOnke kabe €idoug {wrig. Autd to okotelvd, xawdeg kal duop@o onueio MpoéAeuong kal apxig,



To omnoio 6Aa ta {wvtavd Ovia €xXouv a@roel Tow TOUG, ATOTEAEI EMiONG HIa akatapdxntn mnyrn v
oroia 6Aoi emBupoUlpe Kal oTnv omoia cuvexwg mpoonaboulpe va emotéPoupe. Onwg mapatipnoe o
Hubert Damisch, o Freud mdAeue S1apkwg pe tn petagopd tou auth. la tov Freud, ta ixvn ta omoia
mapépeivav otig moAu-emimedeg autég moAeig Sev rjtav amAd pia avaloyia, pe tnv omoia ol Sidpopeg
vontikég Siepyaocieg mou Aappdvouv xwpa oto avBpwmvo puaid prmopoulv va cuykpiBouyv, alld éva eidog
KolvoU térmou, piag tautohoyiag. Nvwpilovtag 6t o Freud avayvwpile ta dpia Kal Tou TEPIOPIGPOUG TNG
«apxaloAoyIKAG» authig HETAPOoPAg tou, aAAd apvoupevog va tnv eykataAeipel, o Damisch mBavoloyei:
MNati va ékpive amapaitnto to va XprnoIPOTIOICEl TIG CUYKEKPIUEVEG OTTTIKEG EIKOVEG Kal aAANyopieg WoTe
va mpooeyyioel tn «ouvdeany autn, av To idio to avBpwmvo puaid oe kdmola dAAn SiagpopeTikh Kal
ampoaodidpiotn xpovikr otypr dev éxel 6n Silactaupwbei pe autég pe tpomo mMapdpoIo;

O 8106 o Freud apeokdtav oTo va eMOKEMTETAI XWPOUG UE £PEiTa Kal xahdopata, kai gival mpaypatikd
Autinpd to 6t Sev avéntue mepetaipw tnv avaloyia Tou autr, peta&l tou Tpdmou AeItoupyidg Tou
acuVvEidnTou Kal TV EPEITILY TV apxaiwv MOAewv mou otoifdlovtal n pia mdvw otnv dAAn. Autd
mOavéd va pag Bonbouce oto pi§oupe Mepicodtepo pwg o€ €va dAho Siagpaivépevo epdTnpa: molog eival
0 POAOG TNG KPVAMNG» Kal Tou «Ttpavuatogy otnv téxvn; O Freud oxnudtioe pia unéBeon oxetikd pe To
Suvapiké poAd mou maiel n pvrjun 6cov dgopa TV YPuxoAoyik pag avdmtugn — aAlld nwg umopoulpe

VO avVaoXnUatiCOUPE TO CUYKEKPIPEVO POVIENO €101 WOTE va gival cupBatd pe GAAEG KOIVWVIKEG Kal
Snuioupyikég Siepyaaieg kal mpdageig.

E&ioou yonteutkn ftav kai n aydmnn tou Walter Benjamin yia ta gpeima. O Benjamin cuvékpive

tnv emidpaon tng alknyopiag otn ogaipa tng vénong uné tnv mapoucia epeimwyv. Kai og autd tnv
Tepimtwon n évvola Twv epeIminv Mpooeyyidetal pe tpoémo €upeco, divovtag dpwg mepldwpla yia kdt to
mo «eowtepiké». O Benjamin 1oxupietal 6t n dnuioupyiky dUvaun tng avamapdotacng —aAAnyopia—
€xel TNV eY@dvion piag kamolag «katactporig». Autd dev onuaivel 6T n kataoctpo®r auth avamapiotd
to Odvato.Aev eival éva €idog «kevoUy». H aAnyopia mdvta spgavifetar alhoiwpévn, aterrg kai Bapid,
kouBaAwvtag ta onuddia tng lotopiag. Metd tov Benjamin iowg kal va prmopoulpe va avaloyiotolpe Kal
va culdBoupe tn «pop@r {wrg» TG 16iag TNG «KataoTpoProy, kabwg kal tnv Iconmedwpévn katdotaon
g idiag tng Téxvng. MAMwg dpwg n Téxvn mpooBétel otny lotopia mepioodtepa cuvipippia; H yAddooa
eival mBavo va yepiocel moté autd tov Babu kpatripa mou n Pia dvoi§e; Avinxei aképa o f(xog amd tov
KEPAUVO TOou MOAEPOU P€oa ot olwTr Twv Bupdtwy tou; Mmopouv ol emdwvteg va kabapicouv Tig
oopoUg TToU TTApapEvouy;

‘Ola katappéouv. Ag ta avaktiooupe am’ tnv apxn. Na akdun pia @dépa. Autr eival n tebAacpévn,
Aemtr ypappn tnv omoia eyw eviomi{w oto €pyo tou Zwkpdtoug. Eva €pyo mou Bacifetal mdvw kai
KIVEiTal avdpeoa og aydmn kai mévo. Na va akolouBrjoel kaveig tn ypappr auth mpénel va eotidoel ota
npdypata ekeiva ta onoia tpdpn&av to BAEupa tou kaAhitéxvn. H cUvtopn mepiypa@n pou otnv apxn
Tou dpBpou autou Sivel pia yevikr €1kéva TV KATAoTdoewv autwy PyaApévawyv and pia Aiota mévou Kal
eAmidag. Qotdoo, untdpxel Kal €va akOun OTOIXEIO TTOU TTAPATTEUTIEI GE AUTO TO TEPITTAOKO Kal avAPIKTO
amotéAeopa. MNapadd&wg, autd 1o otoixeio gival pavepd oTa XpPWPATA TOU oupavou Td omoid KATAPEPE
va ouMdBel o pwToypPaPIkdg Pakdg Tou Xwkpdtous. ‘Eva apgionpo xpwpa to omoio mapaméymel

oe pia afépain xpovikn otiypr kai og pia anpoacdidpiotn emoxr). Oute peonuépl, oute SelAivo — Ba

To tormoBetoloa kdmou avdueoa otig mpwteg Ppadivég wpeg. Oute kalokaipl, oUTe XEIPWVAG — Kal
maA Sixwg kdu antd, autd mou viwBw pe mapanéunel oe POiIvomwpo. MehayxoAikd xpovikd onpeia

™G nuépag Kkai tou €toug. Opwg To PmmAe Tou oupavou Kpatd Y€oa TOU ATTOXPWOEIG TOU pof Kai tou
ykp!1 §umnvavtag emiong pia vootaAyia yia kdt mepioodtepo. [Nepiontn B€on otig pwtoypagieg autég
Katéxel o peydAog pmie opiovtag. Mag wBei YnAd, Sixwg va pag amootaciomnolei am’ TG oKnNVEG AuTég,
agrjvovtag ta mpdyyata va avanveloouv H€oa OTO XWPO VO aKOPA HEYAAUTEPOU KOOHOU, HIag
uynAdtepng Snuioupyiag.



Traces Found in Ruins

Nikos Papastergiadis, Professor of Media & Communication & Cultural Studies, University of Melbourne
Melbourne, July 2012

The artist Cesare Pietroiusti once asked: why do artists keep returning to the place where there

is pain? Border zones. Stones that were ancient markers now tangled in barbed wire. Abandoned
airports: runways that consume the starting point in our midst and stretch to an empty infinity. Broken
windows. More broken window covered with sand bags. Another wall of sand bags in which the light
penetrates the gaps, and in this instance, a deadly turret has been carved. Check points. Signs faded
from neglect, pointing to places where no one goes, or where nothing ever happens, anymore. Bones,
skeletons, and unidentifiable human parts spread out with care, classified, assembled with clinical
futility. Debris that is flung out from an explosion, or left behind in a rush, and slowly decaying ahead of
any resolution.The corrosion that speaks of the loss of care. Soldiers living in limbo, serving as guards
to a situation in which their ignorance of the surrounding events also requires them to paint a mask
over their face that hides the fact they are hostages. Cities that look familiar, that suggest that there is
life over the horizon, but from this side of the water, there is actually no sign of people.These are all
haunted places and scared people.

The answer to Pietroiusti’s question is not psychological. Artists are not necessarily masochists.

| would dare to say that the pain is not the only source of motivation in Socratous’ art. He and

many other artists keep coming back to these scenes because they know that this is where the love

is and it has been taken away. This is where they once found something, some fragments of hope, a
glimpse of desire, and a trace of it is still there. Breathing. Ruins defy the cliché that, here at last, is

a place where time and things have stood still. For ruins are like way stations, where convergence

and departure operate according to a slower and rougher schedule. Artists often returned to ruins
not for sentimental reasons, but perhaps because they took inspiration from the possibility that
forgotten histories and alternative ways of being could still be found within the contradictions of these
abandoned zones. There is also the possibility that these zones offered an even more general space:
the location for contemplation and reflection. | imagine that these spaces prompted other unconscious
connections, enabling artists to think through the un-thought thoughts of our time.These were
breathing spaces in which attention was allowed to wander.

To contemplate the meaning of these places is neither an opportunity for nostalgia, nor an exercise in
sighing at the cruelty of fate.The visual power of ruins runs deeper in our modern unconscious. It is

no coincidence that Freud often used archaeological metaphors to depict the processes of the mind.
The image of layers of earlier cities buried under every city was, for Freud, a powerful metaphor for
describing the dynamic of change and repetition, waste and accumulation, desire and memory that also
occurred in the mind. He also considered that the fascination with ruins was akin to the attraction to
the death drive. He suggested that this instinct was so powerful in the mind because it contained a dim
memory of the inorganic state that preceded all life. As if this dark, disordered and formless point of
origin, from which living forms have departed, is also an irresistible source to which we strive to return.
Hubert Damisch observed that Freud struggled with his own metaphor. For Freud, the traces left in
cities were not just an analogy, with which the processes of the mind could be compared, but also a
common place. Knowing that Freud recognised the limits of the archaeological metaphor but refused
to renounce it, Damisch speculates: But why did he find it necessary to evoke visual images, figuration,
in this connection if not because the mind itself must, at one time or another, have passed the same
way, have found its place in them?

Freud himself was fond of visiting ruins, and it is a pity that he never elaborated further on the analogy
he drew between the work of the unconscious and the ruins of ancient cities that rest upon each
other. This might have helped us shed more light on another looming question: what is the role of
memory and trauma in art? In relation to our psychic development, Freud presented a case about
the dynamic role of memory — but how do we transpose this model to other social processes and



creative gestures? Walter Benjamin’s fascination with ruins was equally alluring. He compared the effect
of allegory in the realm of thought to the presence of ruins. Again the meaning of ruins is approached
indirectly but also given an open field to resonate within. Benjamin suggests that the creative power

of representation — allegory — has the appearance of a ruin.This is not to say that the ruin represents
death. It is not a void. The allegory always appears damaged, incomplete and heavy with the marks of
history. After Benjamin we can ponder the life form of the ruin as well as the bombed status of art.
Does art only add more rubble to history? Does language ever fill the crater caused by violence?

Does the thunder of war resonate in the silence of its victims? Can the survivors cleanse the pile

that remains?

Things fall apart. Put them back together. Again. This is the jagged line | would trace in Socratous’
work.The work proceeds between and across pain and love.To follow this line one could zoom in on
the objects that have captured Socratous’ attention. My brief list at the beginning of this essay clearly
provides a cursory account of the items in this catalogue of pain and hope. However, there is another
traceline that speak to this mixed effect. Paradoxically, this trace is evident in the colour of the sky
that Socratous has captured in these photographs. It is a colour that suggests an uncertain time of the
day and ambiguous season in the year. It is neither noon nor twilight. | suspect it is in the early evening.
It is neither summer nor winter. Again, without any evidence, it feels to me that it is autumn.These

are melancholic times in the day and year, but the blue, which holds shades of violet and grey, is also
evoking a yearning for something more.The big blue horizon in these photographs is prominent.

It draws us up, not away from the scenes, but it does let things breathe in the space of a bigger cosmos.



2e Xpoévo [Napdvta

MavAiva Mapaokeuaidou, emueAntpialypdper yia v téxvn
Auyouotog 2012, Aovdivo

«Exer 600 avtaywviotég: o mpwWTog TOV ompwWxvel amd miow, amd tnv apetnpia. O deutepog eumodifer To
dpdpo pmpootd. Avtipdxetai kai toug dUo. Xwpi§ apgiBoAia, o mpwtog Tov atnpidel oty pdxn tou e to
deutepo, eme1bn O€Ael va tov onpwéer umpootd, kai pe tov idlo Tpémo o deltepog Tov oTNPifel otn pdxn
TOU pE TOV MPWTo, apouU tov odnyel miow. Auté duws eival povo otn Bewpia. Emeidn dev eivai pévo or 6lo
aviaywviotég mou eivai ekei, aAAd emiong kai o idiog, kar moiog E€pel mpaypatikd tg mpoBéoeig Tou. ..
Qotdéoo, T dvelpd Tou eival 6Tl kdmoia otiypn, o€ avurmoyiaato xpdvo -kai yi’ auté Ba xpeiaddétav pia vikta
oKkoteIvotepn amdé KdBe dAAn vixta- Ba Eemndrioer amd ) ypapun avumapdBeong kar Oa mpoaxOei Adyw
NG Meipag mou améktnoe otn pdxn oty B€on Tou EMOMTN €M TWV AVIAYWVIOTWY TOU OTOV aywva peta&u
ToUgy.!

H Xdva Apevt xpnoipgoroiei tnv mapafoAn tou Ppavtl Kdeka yia va mepiypdyer tnv katdotaon
Tou cuyxpovou avBpwmou, mou PBpioketal mayideupévog peta&l tou mapeAbévtog kal Tou
p€NOVTOG. ZTO KeEVO Tou Snpioupyeital peta&u twv SUo, n xpoviki gl6doxr Tou avBpwmou oto
mAaicio Tou mapoévtog Siakdmtel T ouvoxi. Autd e§avaykdlel tig duvdapeig Tou mapeABovtog

Kal Tou péAovtog va e§ootpakiovtal oe SiagpopeTikég kateuBuvoelg, Siabhwvtag tn ypappikn
avamtwén toug.

Y& xpovo TMapovta, 0 ZwKPATNG ZwKpdtoug EekIvd éva 0SoITToPIKS Kal EMOTPEQPEI GTO VN Oi TTou
yevvriOnke, tnv Kimpo. Ekei Bpioketal avtiyétwmog p’ éva mavSaipdvio, kabwg n Kimpog kai o
Kéopog tnG mpoomaboulv va cuvtovicouv mapeAdo6v kar péAdov. O Xwkpdtoug €puye amd tnv
Kumpo otig apxég tng dekaetiag tou ‘90, apéowg petd tn oTPATIVTIKY Tou Onteia yia omoudég
otnv ABrjva, dmou katéAn&e va éxel kai tnv €8pa tou. O1 emMOKEYPEIG TOU GTO VNOi autr TNV
mepiodo rjtav omdvieg kal cUvtopeg. Autd dAha&e to 2003-4, dtav pia oeipd yeyovotwy dAAagav
Spapatikd tn olyxpovn kumpiakr iotopia. To 2003 epappdotnke n PePIK PON TWV TIEPIOPICUWY
otn Siakivnon katd prikog tng Mpdoivng Mpapprig mou poipdler oAdkAnpo to vnoi amd to 1974.

To 2004 S1e€xOnoav mapdAnAa Snuoyneiopata otnv eAAnvoKuTPIaKL Kal TV TOUPKOKUTIPIAKT
KolvétnTa yia To TpoTeIvopevo ExE€SI0 Avdyv yia Tnv emMavévwan TOU VNOIOU, VK OTr CUVEXEID I
Anpoxpatia tng Kunpou evtdooetal emionpa wg pérog tng Eupwnaikrig Evwong.2 Autr) tn Sedopévn
oTiypr], 0 Zwkpdtoug apxiel va mepvd 6Ao Kai TepiocdtePo Xpdvo oto vnoi, Eekivwvtag éva tagidi
amokaAUPewv NG Mpoowmikig eAeubepiag kal tng culoyikig Ppvipng. Xto Spdpo Eetuliyel Tig
moAAamAég otpwoelg tng lotopiag, emMwpéveg Kal aveimwteg.

«FAYKEIA XQPA KYTPOX»

O Hpodotog ypdegel 6t n lotopia gival ta yevéueva €€ dvBpwnwy, n evlUunon autwv mou €xouv
kavel. Amé mou &ekivd kdmolog va Sinyeital tnv 10topia tou vnoloU; MiAmwg €xel onpaacia moiog
gival o apnyntrg Kkai moieg Mpd&eig Twv avBpwmwv yvnuovelovtal Kal Toieg Anopovouvtal;

H ¢pdon «lMukeia Xwpa Kumpogy» eival mapuévn amd tov Titho tou €pyou Tou PecalwvikoU
xpovoypdpou Agdvtiou Maxaipd. H mpovopioUxa yewmoAitikry 8€on tng Kumpou Sikalohoyei v
pépel yiati n Siekdiknon kuplapxiag evog téoo pikpou vinolol otn Meodyelo mpokalei Téoco peydieg
avatapaxeg kab’oAn tnv lotopia tou.

I. To andonaopa eival and tn mapaBoir tou Franz Kafka oto omoio avagépetal n Hannah Arendt, oto BiBAio tng Between
Past and Future: Eight Exercises in Political Thought, Penguin Press, 1977, p7, (mpwtn ékdoon, Viking Press, HIA, 1961).

2. To 2x€&1o Avdv anoppipbnke and tnv mheioyneia Twv EMAvokunpiov (76%), eve n mAeioyngia Twv Toupkokumpiwny
To efxe amodexBel (65%). H Kumpog evtdxOnke otnv EE pia eBdoudda petd to dnuoyrigioua.



lewypagikd n Kumpog Bpioketar otnv AvatoAik Meodyelo, mepimou 40 pidia and g aktég tng
Toupkiag kai 270 pikia ané tnv EAAGSa. Makid rjtav to otaupodpdpl Twv epmopikwv odwv avdpeoa oe
Avatolr kai Auon, evw orfjuepa amnotelei tn Siodo tng Eupwmng yia tn Méon AvatoAn.

2upgpwva pe to pubo, n Appoditn, n EAAnvida Bed tou Epwta, yevvrbnke ota dutikd mapdhia tng
Kumpou, otnv MNdgo. Ta apxaioloyikd suprjpata amodeikviouv ot to vnoi ftav [dn katoiknuévo
to 7000 m.X. O1 mpwtol EAnveg dmoikol, o1 Axaioi, €pBacav oto vnoi to 1200 m.X. H Kumpog eixe
Si1adoxikd kataktnOei anmé Muknvaioug, Poivikeg, Acoupioug, Alyurtioug, Mépoeg, Makeddveg,
Pwpaioug, BuQavtivoug, ®pdykoug, Evetoug, Tolpkoug kar Ayyhoug.

210 téhog NG MepIddou wg emapxia tng Bulavtiviig Autokpatopiag, n Kimpog mpocaprtidetal ot
Suvaoteia twv Aoudiviavev tng lepoucaiip mou égpbacav oto vnoi Tty mepiodo Twv ZTaupoPopirV
(1191-1489). Xtn ouvéxelia to kataktouv ol Evetoi mou mapapévouv yia Aiyétepo amé 100 xpdvia,

péxpi to 1571, dtav o1 OBwpavoi kata@bdvouv wG KATAKTNTEG OTO ATTWYEIO TNG EMEKTACNG TNG
autokpatopiag toug. Av Kai ol viomiol eixav kKahwoopioel TN d@I§l toug, n apXIkr eupopia otadiakd
e§agaviotnke kKabwg n kuplapxia toug amodeixOnke katameotiky, kavovtag ducpevri Sidkpion €évavt
TWV XPIoTIavV®V PE aAeTAAANAEG popoloyieg Kal amayopeutikd pétpa. Xtnv mapakpr tng Obwpavikig
Autokpatopiag, To 1878, to vnoi evoikid{etal otoug Bpetavoug, ol omoiol to mpoaoaptifouv wg
Bpetaviki amoikia to 1914. To 1923 n Toupkia amomoleital Twv SIKAIWPATWY TNG OTO VNoi cUPPWVa P
T ZuvOnkn tng Awldvng. To 1925 n Kdmnpog avaknpicoetal emionua Amoikia tou Xtéypatog.?

Méxpi ta péoa tng Sekaetiag tou *50 emkpatoloe yevikd éva eipnvikd KAipa avdpeoca otoug
EAnvokumpioug kal Toug ToupKkokUTIPIOUG, XwpPig 1IS1aitepa TEPICTATIKG SIAKOIVOTIK®WY avtimapaféoewy.
To 1955 n EOKA (E6vikri Opydvwon Kunpiov Aywviot®v) ekivnoe évomAo aywva evavtiov Twv
AyyAwv amoikiokpat®wv pe otéxo tnv évwon pe tnv EAAGSa. O1 Toupkokumpiol ftav avtiBetol pe

v évwon kal og amdvtnon &ekivnoav va Siekdikolv tn Sixotdéunon (taksim) kai mpoxwpnoav otn
Snpioupyia twv Sikwv toug evomAwy opddwy, tng VOLCAN (pet. Heaioteio) kai tng TMT, (Tirk
Mukavemet Teslikilati, pet. Toupkikrj Avtiotaoiakr] Opydvwon) «oe ouvepyaoia pe to Eidiké Tprjpa
MoAépou tng Toupkiagy.*

H évtaon dpxioe otadiakd va KAipakwvetal avdpeoa otnv EAANVOKUTIPIAKT Kdl TNV TOUPKOKUTTIPIAKT
Kolvotnta, umd tn okid tng Ppetavikig kuplapxiag. O1 mpwteg Siakoivotikég Siatapaxég E€omacav pe
v €ékpn&n BopPag £§w amd to Toupkikd Mpageio MNMAnpogopiwv otn Asukwaoia, av kal apydtepa o
Toupkokumpiog nyétng Paolp Ntektdg mapadéxOnke dnpdoia éu tnv eixav tomobetjoel Tolupkol yia
va pokaAéoouv évtaon. To idio Bpadu Siakdoieg xIAddeg dtopa Siadnhwvav otnv Kwvotavtvoumoln
{ntwvtag tn Sixotéunon tng Kumpou. Q¢ amotéAecpa autwv twv emneicodinv ol SUo koIvotnteg
Siaxwpiotnkav yia mpwtn @opd to 1958 kai otibnkav cuppatomAéypata avdueoa oTov TOoupkIkS Kal
Tov eMNVIKS Topéa otn Agukwoia, dSnpioupywvtag tn «fpappr Mason-Dixony, 6nwg ovopdotnke téte.’

H Kumnpog Siotaktikd avaknpuxBnke ave§dptntn pe Bdon tig cupgpwvieg Zupixng-Aovdivou kai
to 1960 eykaB15pubnke n Anpokpatia tng Kumpou pe tnv EANGSa, tnv Toupkia kai tn Bpetavia
WG gyyuntpieg duvdpelg. ZUppwva pe ta dnuoypagikd oToIxXeia tng Moxng tng ave§aptnoiag, ol
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EMnvokuimpiol anmotedoloav to 77% tou mAnBucpod, 18,3% o1 Toupkokumpiol, 0,5% o1 Mapwviteg kai
0,6% o1 Appéviol.t To Xivtaypa ouvtdxOnke xwpig tn cuppetoxn twv Kumpiov kar emBAnRdnke xwpig
Snpoyneiopa otn Bdon tpiwv XuvBnkwv Eyyinong mou cupmepiAdpfavav tnv mapaxwpnon Kupiapxwy
Bdoewv otn Bpetavia. O apxieniokomog Makdpiog I, o mpoka®rjpevog tng OpB6do&ng EkkAnoiag tng
Kumpou, avaknpixBnke mpdedpog tng Anpokpartiag kar o Toupkokumpiog yiatpog Padil Koutoiolk
avtmpoedpog, cUPPWVA PE TIG TPAVOIEG TOU XUVTAyHdtog.

H SuoAeitoupyikdtnta tou Zuvtdypatog oSynoe tov Makdpio va {ntrjoel tnv avabewpnon 13
onueiwv tou. Q¢ amotélecpa §éomacav Siakolvotikég avatapaxeg to Asképfpio tou 1963 otnv evidg
Twv Toixwv Agukwaoia kai ypriyopa e&§anmAwbnkav o’ oAdkAnpo to vnoi. Xtadiakd peydAa turfjpata tou
ToupKoKuTiplakoU mAnBucpoU katéguyav oe BUAakeg ot peyalltepeg moAelg. Tnv mepiodo 1964-68
ol Toupkokumplakoi BUAakeg rjtav anpoonéhactol. O1 Toupkokumpiol, pofolpevol yia evOeEXOUEVEG
Bialompayieg, eykatéleimay ta xwpid Toug Kal KAaTtéAuav otoug BUAAKEG, CUXVA OE CTPIPWYHEVEG
ouvOrikeg kal otepolpevol Bacik@v e@odinv.

H Mpdoivn Mpappr xapdktnke Aiyeg pépeg petd ta mpwta eneicddia. To dvopd tng to €xel mdpel améd
TO XpWHa tou poAufiol mou xpnoipomoinoe o otpatnydg MNavyk twv Bpetavikdv Auvdpewv amé tig
Bdoeig o1 omoiol kKAjOnkav Mpwtol PETE TIG TAPAXEG:

«Na apket @pa n mpdoivn ypagida mou KpatoUoe oTo XEpI Tyaivoepxotay, xapddovtag, ofrjvovtag
Kal emavaxapddovtag o’ dAAn katevBuvon tn ypapur mavw oo Xdptn tou mediou, yia va IKavoTioIfoEl
TIG AaVvAYKEG TNG HIag fj TG dAAng mAeupdg. Kamoia otiypr] to poAUPi otapdtnoe va talavtelstai Kai n
Mpdoivn Mpappr] eixe tehikd kal apetdkAnta xapaxtei. [Molog ekeivo to Bpddu, o’ekeivo To Tpamédl, 6a
pmopouce va gavtactei 6t n mpdoivi kopSéha mou denoe miow NG n ypaeida Ba yivétav n ypappn
Sixotopnong peta&u Toupkwyv kal EAAvwv Kumipiov yia moAAG xpovia;».’

Auth tnv nepiodo 18pUbnke emiong n mapactpatwtikn €Bvikiotiki opydvwon EOKA B, n omoia
e§améluce ekotpateia ekpofiopou kai urootripi&e tn Xouvta otnv EAMGSa oto mpa&ikémnnpua
evavtia otov Makdpio tov loUAio tou 1974. O1 mpagikomnpatieg mrpav tov éAeyxo tng KuPépvnong
yia €&l pépeg, Sivovtag tnv eukaipia otnv Toupkia va TMpaypatormolfjoel oTpatiwTiKr €IGBOAr oTIg

20 louAiou, emkaloUpevn mpdvoia tng Xuverikng Eyyunong, clpgwva pe tnv omoia eixe to Sikaiwya
povopepoug eméupaong yia tn Siac@pdiion Twv SIKAIWPATWY TNG TOUPKOKUTIPIAKHG HEIOVOTNTAG.
Mapd tnv apgiofritnon yia tnv eppnveia tng ZuvOrkng, av dnhadn €8ive Sikaiwpa «oTPATIWTIKIAG»
emepPaong, kar evéow Sie§dyovtav cuvopilieg otn leveldn peta&u twv SUo mheupwy, n Toupkia
e§améluce Seltepn enépPaon otig 4 Auyolotou mou odrynoe otn Sigipeon tou vinoiou. 180.000
Kumpior ek810x0Onkav kai eykatéAeipav ta omitia Toug oto Bopelo TURPaA Tou vnoioy, Ve oTn
ouvéxela 40.000 Toupkokumpiol TTou Si€uevav oTo VOTIO TUHA Tou vnoloU avaykdotnkav va
petafouv oto Poppd. Me tn cupgwvia yia tnv Katdmauon Tou updg yia Mpwtn ¢opd n MNpdoivn
lpappn enektdOnie am’ avatolr oe Suon. Xrpepa 37% tou eddgoug tng Kumpiakrig Anpokpatiag
mapapével umé Toupkiki katoxn kal mepimou 40.000 toupkikd otpatelpata Ppiokovtal otabueupéva
ekei. To 1983 n toupkokumpiakr Sioiknon avakjpu§e tnv «Toupkokumpiakr Anpokpatia tng Bopeiag
Kumpou» (TABK), éva kpdtog to omoio avayvwpiletal pévo and tnv Toupkia. To 2003 pbnoav

6. Ta otoixefa dnuooieltnkav and to TuAua Ztatiotikrg kal Epeuvag tng Kunpiakig Anpokpatiag, 1970 kar ota omofa
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ev pépel kdmolol amd toug meplopiopols otn Siakivnon kata prkog tng Mpdoivng Mpapprig kai
xihadeg Kumpiol, évBev kail évBev tng diaxwpiotikig ypappng, mpoonAbav ota oSogpdyuata yia va
emoke@BoUv TNV «AaAAnN» TAgUpd, yia TIPWTN Qopd pPeTd amd 29 xpdvia.

TO OAOIINOPIKO

O Zwkpdtoug dpxIcE va EMOKEMTETAl CUOTNPATIKA TNV «AAAN» TTAgupd Tou vnoloU Aiyo petd to
dvolypa tou odo@pdypatog tov Ampikio tou 2003. Omwg moAloi dAAol, gixe peyaAwoel oTn OKid Tou
moAépovu, pia mepiodo yepdtn @ofo kal avacpdAeia. Xto oxoleia ta mpoopuydmoula mapaidupavav
KaBnuepivd cuooitio kal epodidfoviav pe oxXoAIkd pouxd, v ol Toixol Twv Td§ewv ftav yepdtol pe
oAdykav kal pwtoypagieg amd ta katexopeva edden. Aégeig dmwg «Sev §EXvmy», «ayvooUPEVOIy Kal KTO
Kumpiakdy pmrkav oto kabnpepivé Ae§iddyio. H eEabliwon otadiakd umoxwpnoe, kabwg avékapmte

N KUTIpIaKH olkovopia Kal o témog eunpepolos. Opwg o @oPog kal n avacpdAeia mapéyevav. Katd t
Sidpkela tng otpatiwTkig Tou Bnteiag, o Zwkpdtoug, uoAig I8 xpovayv, unnpetoloe ota Kokkiva, o’ éva
akpitikd @uAdkio otnv Mpdoivn lpappn. Ekei, n «dAAn» mAgupd ftav ac@uktikd Kovtd, eve To ofjpa
KIvEUvou xtutioUoe Tmdvta péoa ot a@Tid Tov, yia Tov exBpd otnv dAAn dkpn tou Spdpou. Aekamévte
Xpovia apydtepd, emtéloug pmopei va diacxioel otnv «dAAn» TAgupd.

Ta ta&idia Tou Zwkpdtoug o Sidpopa pépn tng Kimou onpatodotouv kal tnv aAhayr katetBuvong
TOU €IKACTIKOU TOU €pyou, To oToio avamtiooetal Pe KpItiki S1d0econ éxoviag wg Kevipiké agova
tov dvBpwro. H mavteArig éNeiyn avagopdg otnv avBpwmivn Urmap§n mou xapaktipide Tig
mponyoUpeveg Soulel€g, avakaleital kal uioBeteital pia avBpwmokevipikr mepiépyeia. Auth fTav pia
@uolIKr] €EENIEN TWV PWTOYPAPIKWV EVOTHTWY TTOU Tapouciale oto meplodikd Symbol amotunmwvovtag
v kabnpepivétnta tng Abrivag.t O kalhitéxvng €Byaive otoug Spdpoug tng MOANG Kal Katéypage
ME TN @wToypPaPIK TOU pnxavi TG mepiBwplomoinuéveg opddeg, 6mwg toug ANBavouq PetavdoTeg.
Eotiale to ¢akd tou otnv 4do8n avBpwmivn Umapgn tou &€vou otnv MOAN, Tou @Tnvol £pyatikol Tou
kaBiotouoe Suvat tn Sieknepaiwon g actkig avdmiacrg tng. Mia mpdokAnon yia ékBeon otnv
Kumpo €8woe tnv agoppr] oTov ZwKPAToug va epdoel TEPICCATEPO XPOVO OTO VNOi, OE HId KPIoIUN
mepiodo otn olyxpovn Iotopia tou. To evdiagpépov Kal o TPOBANPATIONSG Tou KAANITEXVN YIa TIG

e&eli§eig oto vnoi avantuxbnkav yéoa amd pia ceipd VEwV €pywv TTOU TTApouasiace ta teheutaia xpdvia.

(«Incarnationy (2004) kai «lllegal Installation» (2005) otnv Archimede Staffolini Gallery, «Zwkpdtng
>wkpdtoug/Rumoursy (2009), oto Kumpiaké Mepimtepo otn MmevdAe Bevetiag, «Inviolable Refuge»
(2011), otnv ykaAepi Omikron, «Blue Beret Campy (20Il), pépog tou mpoypdppatog UNCOVERED/086
Aidpag/Lokmaci kar téhog to «Page Range» (2012), oto The Breeder Project).

2’ autd ta tagidia otnv «aAAnN» MAeupd o ZwKpdtoug PalePe éva nUePOASYIO e EIKOVEG,
aTTOCTACIOTIOIWVTAG EV PEPEI TOV £AUTO TOU, oW amd To pakd TG KAPEPAg amo tnv dueon
ouvaioOnpatikr avupetwmon. Aiaoxifovtag to o8dgpaypa, n euneipia autou mou ovopddetal «Nekpr
Zwvny, ekei OTTOU 0 XWPOG KAl O XPOVOG €XOUV TTAYWOEI, APIVEI TOV EMICKENTI ATTOTIPOCAVATOAICUEVO
Kal ektebeipévo. «Onwg akpIBwg ta olvopa pmopouv va eival Tautdxpova pia YEQupa Kal éva gpmodio
petagu duo xwpwy, £Tol Kal n Sidoxion Toug umopei Tautéxpova va umoBondei kal va KatacTtéAlel, vV’
avoiyel kal va kAeivel eukaipieg.»’ Na tov Zwkpdtoug autd ftav ciyoupa pia eukaipia. Me Siotaypd
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otnv EMd@Sa.
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Byaivel To Siafatrpio yia éheyxo amd tg ApxEg, amAd yia va ipoxwprioel Aiya pétpa, va Siaoxioel
otnv dAn mieupd. O éleyxog amAd umevBupilel 6t o kdtoxog tou SiaBatnpiou, Sev eival mapd évag
€MOKEMTNG Tou Sev umopei va peivel yia moAu. Me to SiaBatrpio oto xépl, diapaivel o @ilog 1) o exBpdg;

«Xta olvopa 1) oto onpeio eAéyxou emdeikviw To Siafatripio pou otnv Actuvopia yia va SnA®ow
6t cUpgpwva pe To vopo eipal évag E€vog, 0TI €pxopal amd CUYKEKPIPEVO TOTTO Kataywyng, Ot n
TPooxXwpnor pou o’ éva dAo £€8a@og ival mpoowpivij Kal 6t n amopdkpuveon dev eival petafinti
oute evdéxetal va petatparei o pévign katdotaony.”

O Zwkpdtoug dpxioe va emokéntetal Kabe ywvid Tou Bépeiou TPAPATOG Tou vnoiou. Amé TV akTty
g Moépgou otn xepodvnoo tng Kapmaoiag, and to payadi tou koupéa otnv malid moAn péxpl

To povaoTthpl Tou Anooctdhou Avdpéa. Avtikpioe to Bapwol micw am’ ta cuppatomAéypata mou
TiEPIKAEIOUV TNV TIOAN @AvTaoyd, kal oToug Kapeveédeg Pprike Ttoug ToUpkoug Emoikoug va mai{ouv
XxapTtd Katw am'to BAéppa tou KepdA Atatoupk oe pia EeBwplacpévn eIkGva oTov ToiXo. Zuvavtnoe
mavtoU tnv eykatdAeiPn kai tnv kataotpor}, oe AenAatnpéveg eKKANCIEG Kal vekpoTtageia, ota
xaAdopata maM@v omTi®y, Sev éviwoe Spwg Ty ano§évwor). Omou ki av tov €Byale o Spdpog umrpxe
To aioBnpa ot Ppiokdtav PrPootd oto apxE€yovo, ¢’ autd Tou @dvtalde avoikelo, AKOUPTTOUOE TO
olKeio, ekel TTou dkouye yépoug ToupkoKkUTploug va pIAoUv tnv Kutiplakr SIGAEKTO Kal EKEi TToU ol
yuvaikeg tov kahoUoav ota oTitia Toug yid va moUve tad 8ikd Toug.

O Zwkpdtoug eméotpepe emavelAnupéva otnv dAAn mAeupd, otnv apxr pe peydlo evBouoiacpd

TTOU OTI CUVEXEIQ PETATPAnnKe o€ MpoPAnuatiopd. Kdmoleg oTiypég Umrpxe n eVoxrj Kal cuxvd n
ayavdktnorn. Zag@vikd o témog tou Eeyupvabnke kai n Sikr| Tou Iotopia {ntouce v’ amokaAugBei kai

Vv’ avapetpnBei padi tng. H pia amokdiuyn odnyoloe otnv emdpevn kai yddeuve ta kopudtia yia va
ouvtaipidoel To MapeABSy pe to péAlov péoa oto mapdv. Ymrpxav mpdyyata mou Tou fTav yvopiud,
dAa mou vopIZe 6Tl yvwplide, evw dAAa tou ftav evieAwg dyvwota. H ave§dvtintn mepiépyeid tou yr’
autd mou cuvavtoluoe Ba pmopouoe, cUppwva pe Tov Pépmept Mavyk, va Xxapaktnpiotei wg «pia mpdagn
pVAENG Kar em-pvnudveuone» («an act of memory and rememoration»)", xwpi¢ dpwg va empBapivouv
Tov KAANITEXVN Pe vooTtaAyikég mpoBEaoelg. Onwg onpeiwvel n Zéhia lpnyopiou: «O1 mpageig
EMPVNUOveUonG Tpémel va cuvodelovtal amd mpdgeig anmodépunong, SnAadr mpdgeig mou exbétouv tov
€UAAWTO XAPAKTAPA TWV AUIYOV KATNYOPIWV KAl TWV dpIywV IEpapxiavy.? Autr n ékBeon avayvwpidel
€1TioNG TOUG TAEOVACHOUG TNG CUANOYIKAG HVIHN TTOU PTTopouv va XpnoipornoinBoulyv emAeKTIKA
KXEIPAYWYWVTAG CUYKEKPIYEVA oToixeia Ttou eBvikou mapeABdvtog, katamédovtag dAAa, kal akdpn
e§uwvovtag dAAa pe mpaktikég pebodeloeigy.”

O Zwkpdtoug amodopei kal §etddel T UAOYIKI PVIHN Kal Ta Kataokeudopatd tng. O1 eikéveg tou
Sev emSINKOUV «V’ aTopvnpoveloouvy oUte «v’ empvnpoveloouvy tnv lotopia, aAAd Aertoupyouv
KUPiwG «SIaAeImtikdy Kal og KpITtiké Sidhoyo padi tng. Avayvwpidel tov kivduvo va yivel autd mou
niepiéypae o Xak Pdotep, «o KAMITEXVNG wG eBvoypdpogy padi pe tnv «iSeoloyikr kndepovian'
Kal cuveldntd emAéyel vV arootaciomnolgital and tn Pvipn. «To va §exdoeigy dpwg, emonpaivel,

«o’ emPapulvel teMikd epicodtepoy.”
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H Kunpog mdvta kar mavtou avakaAei pvrjpes. Kortdlovtag péoa am’ 1o @akd tng Qwtoypapikig
pnXxaviig TG tepdotieg onpaieg tng Toupkiag kai tng « TABK» mou xapakwvouv tig mhayi€g tou
Mevtadaktihou, To pvnuelakd petatpémnetal o avt-pvnueiako. MNa va pnv exvoulpe:

«O1 onpaieg pidoUv kal akouyovtal pakpUtepd amod TG QwveG. AvayyéAouv pia mapoucia Tou Propei
akoéun va utoPBdokel kdtw amd toug akoudpevoug opifovies... O1 onuaieg gival cav oplobEéteg.
Zépovtag va SiaBdoeig tn onpaia Ba o’ ennpedoel pe T Mpodidbeon Ba mpoxwproelg...To pdbnua tng
onpaiag kai n évvola tou cuppoAliopou tng ival kakUtepa va pabaivovtal mipiv am’ to ta§idi kai pe
kdmola apyormopiax.'é

O @aKdg Tou ZwKPdToug oTn COUVEXEId ouvavtd TG YIyavtieg mvakideg mou §epUtpwoav Katd PrKog
TWV auToKIVNTOoSpSpwy oTo véto Aiyo Tipiv To dnuodri@iopa yia to XxEdio Avav, to 2004. Movolektikd
«OXly» kal «kNAIl» onpatodotouv to tomio tng umaiBpou. Koupalwvtag n kdbe ekotpateia to privupd
NG o€ tpia ypdppata, otoxelouv og Adikr amrxnon yia emiduon piag adikiag 30 xpdévwy, péoa oe Aiyeg
ePdopddeg.

O1 adikieg dAwv autwy Twv xpdvwv EavaByaivouv otnv em@dveia KaBWG yvapipeg AéEeig amoktolv
véeg eppnveieg. O «ayvooulpevogy Sev eival mAéov pia EeBwplaopévn paupdacmpn pwtoypagia mou
v kouPald n ouluyog, n untépa, n adeier. H épeuva tou Zwkpdtoug tov odnyei oto Epyactiipio
latpodikacTtikig levetiknig otn Acukwaoia, exei mou Sie§dyovtal ol ooteoloyikég kai DNA avalioeig
0Ta 00Td TTOU €XOUV EKTAPEI ATIG CUYKEKPIPEVOUG TOTTOUG TAPIG TTOU EVOEXETAl Va TIEPIEXOUV Aeipava
ayvooupévwv. Eivar autr n apxaioloyia tou péAAovtog yia to vnoi;

O1 e1kdveg KATACTPOPI|G TTOU avtikplioe o KAANITEXvNG ota xaAdopata oto Poppd emavalapfdvovtal
tov lovAio tou 20ll, 6tav kataypdgel pe To @akd Tou ta epeima mou denoe n €kpngn oto Mapi.”

Mia otoifa maAiooiSepikd papTupei TNV KATACTPOWPI KAl TTPOXEIPOI OTAUPOI HE oTeEPAvIa SAPvng
otiypatifouv tnv Tpayiki anwieia tng avlpwmvng {wrg. Mia amékoopn ciwmr §exelilel am’ g eIkdveg,
eKkel Tou To MapeABdv Kkal to péANov KatappEouv MATaywdws oto mapov.

To €pyo tou ZwKkpdtoug Sev eMBIWVKEI va PETAPEPEI £vA CUYKEKPIUEVO Prvupa péoa amod €va
Sedopévo MoAITIONIKS 1] TOAITIKS Adyo, aAAd Katamdvetal e TNV eupUtePn €vvold TOU MoAITIKOU
rAaigiou (the political). Autd, cUpgpwva pe t Xavtdh Moug, avagépetal otn didotaon tou
avtaywviopou, otn Sidkpion petadu @ilou/exBpou.” O1 eikdveg Tou ZwKpdtoug culhappdvouy tnv
évtaon kabwg mpaypatevovtal peta&u SUo akpwv Kai amokaAumtouv TG 1ISiartepdtntég toug. O
KAAITEXVNG EPXETAI AVTIPETWTIOG PUE TOUG AVIAYwVIOTEG Tou amd tnv mapafoAr tou Kdeka, mou Sev
gival dAo mapd to mapeAB4v kal to péNhov. MNpog to mapdv eAmidel 6t Ba propéoel va toug umepPei
€xovtag KepSioel Kal HoIPACTEl AUTA TIOU YVWPIOE.

«AuT6 mou avuiAfjpBnka otn 6IkA pou iatopia bev eivar o kabopiouévog adpioToG autoy mou fAtav, agou dev
eival mA€ov, oUte akdun o mapakeipevog autou mou €xel urtdp&er o’autd mou eipal, aAAd o ouviedeouévog
péAAovtag autou mou Ba éxw umdp&el yrauté mou eipar atn diadikaocia Tou yiyveoOain."”

16. Nikos Papastergiadis, Spatial Aesthetics, Rivers Oram Press, 2006, ceA.112

I7. Zug I loukiou, 20I1, mpokAiBnke peydAn ékpng&n otn Nautikr) Bdon Eudyyehog ®Awpdkng, oto Mapi, oe 98
epTTopeUPatoKIBwTIa Pe mupitida mou eixav kataoxeBel ota Udata tng Kurmpou kai puildooviav kdtw amd akatdAnAeg
ouvOrikeg exteBelpéva otov nhio. H ékpnén eixe wg amotéAeopa to Bdvato I3 atdépwy Kal mpokdheoe cofapdtateq
{nUIEG oToV NAektpomapaywylké otabud SimAa and tn Bdon, okopmiCoviag 1o okotddl 6'oAdKANPO To vNai.

18. Chantal Mouffe oe didhoyo pe toug Rosalyn Deutsche, Branden W. Joseph, Thomas Keenan, “Every Form of Art has
a Political Dimension”, Grey Room, no.2, Winter 200I, ceA..98

[9. Jacques Lacan, “The Function and Field of Speech and Language in Psychoanalysis”, Ecrits: A Selection, (transl. Alan
Sheridan), W.W. Norton & Co. New York, 1977, ce\.86



In Present Tense

Pavlina Paraskevaidou, curator/writer
London, August 2012

“He has two antagonists: the first presses him from behind, from the origin. The second blocks the road ahead.
He gives battle to both. To be sure, the first supports him in his fight with the second, for he wants to push
forward, and in the same way the second supports him in his fight with the first, since he drives him back. But it
is only theoretically so. For it is not only the two antagonists who are there, but he himself, as well, and who really
knows his intentions? His dream though, is that some time in an unguarded moment — and this would require a
night darker than any night has ever been yet — he will jump out of the fighting line and be promoted, on account
of his experience in fighting, to the position of umpire over his antagonists in their fight with each other.”

Hannah Arendt used Franz Kafka’s parable to describe the condition of the modern man, caught between
past and future. In the gap between past and future, man’s temporal insertion in the present interrupts
the continuum. This causes the forces of past and future to deflect in different directions, breaking up
the linear sequence. The infinite past and the infinite future intersect in the present.

In present time, Socratis Socratous sets out on a road trip, returning to the island of his birth, Cyprus.
There he finds himself caught up in a delirium as Cyprus and its people try to resonate between past
and future. Socratous left Cyprus in the early 1990’s immediately after completing his military service to
pursue his studies in Athens, a city which he now calls home. His visits to the island were few and far
between. This changed in 2003-4, following a series of events that have left an indelible mark on Cyprus’
recent history. In 2003 there was the partial lifting on restrictions of movement across the Buffer Zone
that has divided the island since 1974. In 2004 there were the simultaneous referenda on the proposed
Annan Plan for the reunification of the island, followed by the accession of the Republic of Cyprus to the
EU.? Socratous started spending more time in Cyprus, embarking on a journey of rediscovery of personal
freedom and collective memory. There he gradually begins unravelling layers of histories, both told and
untold.

“THE SWEET LAND OF CYPRUS”

Herodotus writes that history is about the remembrance of what men have done, ta yevdpeva €§
dvBpwnwv. Where should one begin telling the history of the island? Does it matter who is telling the
story and what acts of men are being remembered and forgotten?

The much-quoted phrase “the Sweet Land of Cyprus” is taken from Leontios Makhairas, a mediaeval
Cypriot chronicler. Cyprus’ privileged geopolitical position begins to explain its history and why the rule
of such a small island in the Mediterranean has been the protagonist of so much unrest throughout its
history.

Cyprus lies in the Eastern Mediterranean, approximately 40 miles from the shores of Turkey and some
270 miles from Greece. It is situated at the crossroads of trade routes of the past, between East and
West, as well as today being Europe’s gateway to the Middle East.

According to legend, Aphrodite, the Greek Goddess of Love was born in the western shores of Cyprus,
in Pafos. Archaeological finds provide evidence that the island was already inhabited by 7000 BC.

. Kafkas" parable quoted in Hannah Arendt, Between Past and Future: Eight Exercises in Political Thought, Penguin Press,
1977, p7, (first published by the Viking Press, USA, 1961)

2. The Anan Plan was rejected by 76% of Greek Cypriots, while 65% of Turkish Cypriots accepted it. Cyprus became a
full member of the EU a week after the referendum.

3. Vangelis Calotychos, ‘Interdisciplinary Perspectives', Cyprus and its People : Nation, Identity and Experience in an
Unimaginable Community, 1955-1997, Westview Press, 1998, p5



The first Greek settlers, the Achaeans arrived on the island in 1200 BC. Cyprus was successively ruled
by Mycenaeans, Phoenicians, Assyrians, Egyptians, Persians, Macedonians, Romans, Byzantines, Franks
from the Levant,Venetians, Turks and British.

Ending a period as a province of the Byzantine Empire, the island became part of the Lusignan dynasty
of Jerusalem who arrived at the time of the Crusades (1191-1489).They were followed by the Venetians
who ruled for less than a hundred years until 1571, when the Ottoman Turks conquered the island at
the peak of the Empire’s expansion. Although their arrival was initially welcomed, the euphoria gradually
vanished as their rule became oppressive and resulted in discrimination against the Christian Orthodox
through escalating taxation and other suppressive measures. In the declining years of the Ottoman
Empire, in 1878 the island was rented to the British and was finally annexed in 1914 as their colony. By
1923 Turkey relinquished all rights to Cyprus under the Treaty of Lausanne and officially in 1925 it was
declared a Crown Colony.?

Until the mid 1950s relations between Greek and Turkish Cypriots were, for the most, peaceful, with
few incidents of inter-communal aggression. In 1955 EOKA (Ethniki Organosi Kyprion Agoniston - transl.
National Organisation of Cypriot Fighters) began an armed struggle against the British colonisers in the
hope of union, enosis, with Greece, although “for many people the wish to get the British out may have
been sufficient motive. Turkish Cypriots opposed enosis and responded by seeking taksim, partition and
formed their own armed resistance groups,VOLKAN (Volcano) and TMT (Tirk Mukavemet Teshkilati,
transl. Turkish Resistance Organisation) “in collaboration with Turkey’s Special War Unit”.*

Tension gradually started building up between the two communities in the shadow of British rule. The
first inter-communal riots erupted when a bomb exploded outside the Turkish Information Office in
Nicosia, though it was later publicly admitted by Rauf Denktash, the former Turkish Cypriot leader,

to have been planted by Turks to incite violence.Also on the same night in Istanbul two hundred
thousand people were out in the streets demonstrating for partition. Following these events the two
communities in Nicosia were effectively segregated for the first time in 1958 and barbed wire separated
the Turkish from the Greek sector, called at the time “the Mason-Dixon line”.’

Cyprus was reluctantly granted its independence following the Zurich-London agreements, establishing
the Republic of Cyprus in 1960, with Greece, Turkey and Britain as its guarantors. At the time of its
independence the demographic constitution was 77% Greek, 18.3% Turk, 0.5% Maronite and 0.6%
Armenian.® A constitution was drafted without the contribution of the Cypriots and imposed without
referendum on the basis of three guarantee treaties that included granting sovereign bases to Britain.
Archbishop Makarios, head of the Orthodox Church in Cyprus, was made President of the Republic and
the Turkish Cypriot doctor Fazil Kuguk vice-president as provided in the constitution.

When Makarios called for thirteen amendments to the constitution that was proving unworkable, inter-
communal violence erupted in December 1963 in the old city of Nicosia and quickly spread to the rest
of the island. Gradually large segments of the Turkish Cypriot population withdrew to enclaves in the
major cities. From 1964-68 the enclaves were impenetrable, no one was allowed in or out.

4. Yael Navaro Yashin, * Confinement and the Imagination: Sovereignty and Subjectivity in a Quasi-State” in Sovereign
Bodies: Citizens, migrants and States in the Post-colonial World, Princeton University Press, Princeton/Oxford, 2005, pl05
5. Diana Weston Markides, Cyprus 1957-1963: From Colonial Conflict to Constitutional Crisis — The key role of the Municipal
Issue, Minnesota Mediterranean and East European Monographs, no 8, 2001 pp20-22

6. Statistics and Research Department, Republic of Cyprus Statistical Abstract, 1970, no.16, Nicosia, 1970, p24 (quoted
by Vangelis Calotychos p6)
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Turkish Cypriots fled their villages and made their way to the enclaves, where they lived in crammed
conditions often deprived of essential necessities.

The Green Line was drawn a few days after the first outbreak of violence. It takes its name from the
colour of the pencil used by General Young of the British Forces from the sovereign bases, who were
first called in after the riots:

“Time and time again his green chinagraph pencil retraced the line across the talc of his field map, only
to be rubbed out and changed in direction to suit the requirements of one side or the other. At last
the pencil wavered no more — and the Green Line was finally and irrevocably drawn. Little did anyone
at that table that night, least of all General Young, think that the green ribbon of chinagraph would
become a dividing line between Turk and Greek Cypriot in years.””’

In the meantime a newly formed extreme Greek Cypriot nationalist group EOKA B waged a terrorist
campaign and supported by the junta government in Greece, staged a coup against Makarios in July
1974. The paramilitaries took control for six days and this prompted Turkey to invade on July 20 citing
the Treaty of Guarantee as affording it a unilateral right to intervene in the name of the security

of its ethnic and religious minority. Despite the disputed interpretation of the Treaty and while
negotiations were still unfolding in Geneva, Turkey launched a second invasion on August 14, leading
to the division of the island. 180,000 Greek Cypriots fled to the south, while 40,000 Turkish Cypriots
were later forced to settle in the north. A ceasefire was agreed upon and for the first time the Green
Line extended from East to West.Today, 37% of the island remains under Turkish occupation and
approximately 40,000 Turkish troops are stationed there. In 1983 the Turkish Cypriot administration
declared the “Turkish Republic of Northern Cyprus”, a state which is only recognised by Turkey. In
2003 the restrictions on free movement across the Green Line were partially lifted and thousands of
people from both sides of the divide rushed to cross to the “other” side, the first time in 29 years.

ON THE ROAD

Socratous started visiting frequently the “other” side of the island shortly after the opening of the
checkpoints in April 2003. Like many, he grew up in the aftermath of the war in 1974, at a time when
fear and insecurity prevailed, when refugee children were singled out at school for rations of food
and clothing, when classrooms walls were filled with images of the occupied areas and words like

bev Eexvw (transl: | don’t forget), “the missing persons” and the “Cyprus Problem” entered the daily
vocabulary. The destitution gradually subsided as the part controlled by the Republic of Cyprus began
to prosper, yet the fear and insecurity persisted. During Socratous’ military service, at the tender age
of 18 he was posted to Kokkina, at a remote sentry post along the Buffer Zone. There, the “other”
side was uncomfortably too close, constantly ringing an alarm in his ears, about an imminent danger,
an enemy down the road. Fifteen years on, he was finally able to cross to the “other” side.

Socratous’ travels around different parts of Cyprus also mark a shift in the direction of his visual
art practice as it becomes more anthropocentric and critical in outlook. The complete lack of

7. Michael Harbottle, The Impartial Soldier, Oxford University Press, 1970, p67
8. Symbol was an avant-garde weekly magazine on art and culture, published in Greece



reference to a human presence that characterised his earlier installations is gradually replaced by an
anthropocentric observation. This was a natural transition from the photo editorials he produced and
had been published in Symbol that documented everyday life in Athens.® The artist had taken to the
streets of the city and was drawn to the marginalised groups, such as the migrant Albanian workers.
His camera focused on the un-glorified human existence of the §évog in the city, the cheap labour
responsible for its regeneration. An invitation to show in Cyprus gave him the excuse to spend more
time on the island that coincided with some of the most important historical moments in its modern
history. His interest in the developments on the island is translated in a series of new work which he
has developed in the last decade (“Incarnation” (2004) and “lllegal Installation” (2005) at Archimede
Staffolini Gallery,“Rumours”, (2009), at the Cyprus Pavilion,Venice Biennale. “Inviolable Refuge” (20II),
at Omikron Gallery,“Blue Beret Camp” (20Il), as part of UNCOVERED/Ledra Street/Lokmaci and “Page
Range”(2012), at The Breeder Project.)

On these journeys Socratous recorded a visual diary with his camera, in a sense distancing himself
from the immediate emotional response. Crossing from one side to the other, the experience of the
Buffer Zone, colloquially known as the “Dead Zone” (not without reason), where time and space stand
still, can leave one feeling stranded and exposed. “Just as borders may be both a bridge and a barrier
between these spaces, so their crossing can be both enabling and disabling, can create opportunities or
close them off.”® For Socratous this was definitely an opportunity. Reluctantly presenting a passport or
ID, just to cross a few metres to the other side, a constant reminder that one is a visitor and cannot
stay for too long. Documents in hand, is one a friend or a foe over there!

“At the border crossing or check point, | present my passport to the border police in order to
declare that | am legally a stranger, that | come from a definite place of origin, that my encroachment
into another territory is temporary, and that my estrangement is not volatile or likely to lapse into a
permanent state.” "°

Socratous started visiting every corner of the island in the north, from the Bay of Morfou, to the
Karpass Peninsula, from the barber shops of old Nicosia to the monastery of Apostolos Andreas.

He gazed across the barbed wire to the ghost town of Varosha and in coffee shops found Turkish
settlers playing card games under the watchful eye of Kemal Attaturk hanging in a picture on the wall.
Abandonment and destruction was everywhere, in desecrated churches and cemeteries, in the ruins of
crumbling old houses, yet the feeling was not one of alienation. Wherever the road led him, there was
primordial sense of belonging, hearing old Turkish Cypriot men speaking the Cypriot dialect and women
opening up their homes to invite him in to share their stories.

Socratous kept going back to the other side, excited at first, then troubled. At times guilty and often
frustrated. Suddenly his homeland was revealing itself and his own history begged to be discovered,
challenged and confronted. One revelation led to another, as he tried to piece together past and
future into the present.There were things he knew, some that he thought he knew, and others he was
learning about for the very first time. In many ways his fascination could be seen as what Robert Young
described, an “act of memory and rememoration”", but for the artist this was not weighted down with

9. Donnan Hastings and Thomas M. Wilson, Borders: Frontiers of Identity, Nation and State, Berg, 1999, pl07
10. Gregg Lambert, “The Stranger Today", in Cities without Citizens, (Eduardo Cadava and Aaron Levy editors), Slought
Books, Philadelphia with the Rosenbach Museum and Library, Theory Series, No. |, 2001, pl4
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nostalgic intentions. As Zelia Gregoriou notes: “Acts of rememoration should also combine acts of
deconstruction, that is acts that expose the fragility of pure categories and pure hierarchies.”” This
exposure also acknowledges the trappings of collective memory which can be used selectively “by
manipulating certain bits of the national past, suppressing other, elevating still others in an entirely
functional way.”"

Socratous deconstructs and scrutinises collective memory and its constructions. His images do not
seek to “memorise” or “memorialise” history, but rather act as “interruption” and engage critically
with it. He is aware of the danger which Hal Foster described of “the artist as ethnographer” and
“ideological patronage” and consciously distances himself from memory.“Forgetting” though, the
artist admits, “can sometimes be a bigger burden.”®

Cyprus has always been about remembering. Looking through his camera lens at the giant flags
of Turkey and the unrecognised “TRNC” emblazoned on the Pentadaktylos mountain range, the
monumental is rendered anti-monumental. Lest we forget:

“Flags speak across distances that voices cannot reach. Announcing a presence that may still lurk
below the audible horizons... Flags are like boundary markers. Knowing how to read the flag will
influence the state of mind with which you will proceed...The lesson of the flag and the meaning of its
symbol are best learnt in advance of the journey and belatedly.” *¢

He then turns his camera to the giant billboards that cropped up along the busy motorways in the
South in the build up to the 2004 referendum on the proposed Annan Plan. Single words OXI (transl.
No) and NAI (transl.Yes) punctuate the rural landscapes. Carrying their message in three letters each
campaign sought to gain support for the resolution of a grievance of 30 years, under pressure to be
decided in a few weeks.

The grievances of all these years resurface as words re-enter the daily vocabulary with new meanings.
The “missing person” is no longer a faded black and white picture carried around by the wife, mother
or sister. Socratous’ research leads him to the Laboratory of Forensic Genetics in Nicosia where
osteological and DNA analyses are conducted on the exhumed bones from burial sites said to contain
the remains of those missing. Is this the archaeology of the island’s future?

His images of destruction from the north are replicated in July 201l where he captures the remains of
the explosion at Mari.” A heap of scrap of metals bears witness to the disaster and crosses laden with
wreaths of laurel leaves mark the tragic loss of human life. There’s an eerie silence in these images as
the past and future come crashing down into the present.

Socratous’ work does not seek to promote a given cultural or political discourse, but rather engages
with the political in the sense that Chantal Mouffe explained it as the dimension of the antagonism,
the distinction between friend/enemy. ® His images capture a tension as they negotiate two extremes,

II. Robert Young, Postcolonialism: An Historical Introduction, Blackwell, Oxford, 2001, pél

12. Zelia Gregoriou, ‘Describing Hybridity in ‘unspoiled Cyprus”: postcolonial tasks for the theory of education,
Comparative Education, vol.40, no2, May 2004, p242

I3. Edward Said, “Invention, Memory and Place”, in Landscape and Power, (W.J.T. Mitchell, ed), University of Chicago,
Chicago/London, 1994, (2nd ed), p244

14. Foster, H., The Return of the Real, The MIT Press, 1996, pl73

I5. The artist in conversation with the author, July 18, 2012.



exposing their distinctions. Ultimately, he confronts the antagonists in Kafkas’ parable, hoping to be
able to rise above them having gained and shared knowledge in the process.

“What | realised in my history is not the past definite of what was, since it is no more, or even the present
perfect of what has been in what | am, but the future anterior of what | shall have been for what | am in the
process of becoming.” "

16. Nikos Papastergiadis, Spatial Aesthetics, Rivers Oram Press, 2006, pll2

I7.In July 11, 2011, 98 containers of explosives that had been confiscated in the waters of Cyprus detonated accidentally
as a result of being exposed in extreme heat in the naval basis Evangelos Florakis, in Mari, Cyprus. The blast killed I3
people and severely damaged the neighbouring power station, leading to blackouts across the island.

18. Chantal Mouffe in Conversation with Rosalyn Deutsche, Branden W. Joseph, Thomas Keenan, “Every Form of Art
has a Political Dimension”, Grey Room, no.2, Winter 200I, p.98

19. Jacques Lacan, “The Function and Field of Speech and Language in Psychoanalysis”, Ecrits: A Selection, (transl. Alan
Sheridan), W.W. Norton & Co. New York, 1977, p86

23



Téxvn kar MNMoAitikn, MNMoAitikg Téxvn, Téxvn ) MNoAitiki;

Mapiva Pwkidn, emusAntpialkprtikég téxvng
Auyouotog 2012, Abriva

Mia oeipd epwticewy yUpw amd tn ox€on NG MOAITIKAG KAl TNG TEXVNG ATTACXOAE( TOV KOGHO

g diavénong -edw Kkal dekastieg- oxeddv amd téte mMou n Téxvn €maye va gival amokAEIoTIKE
avamapdotaon 1y 1Siwpa piag pikprg eAit. Amé omoia pepid Spwg kai va dei kaveig autr tn oxéon,
eival tautéxpova cwotr kai AavBacpévn. Aev umdpxel Téxvn Xwpig MOAITIK ouveidnon, dmwg Sev
urtdpxel Kal KAANITEXVNG XwWPiG TOAITIKN ouveidnorn, akdun Kai €dv o iS1og emAéyel va tnv ekppddel
apnpenpéva kal cupgPBoAikd. Ymdpxel otpateupévn téxvn Kal auty yivetar kdtw ané mapayyeAia kai

yia va e§unnpetrioel MpomayavdioTikoUG OKOTIOUG OCUYKEKPIPEV®V KOIVWVIKOTTOAITIKOV ETTOXWY Kal
oTPATNYIKWY, AAAG Primwg Kal ekel dev eumepiéxetal n mbavétnta tng emAoyng; H emAoyn eivai
moAitikry. H emAoyi, étav exgppddetal eIkaoTikd, givar téxvn kal autd kdvel kamola €pya va exwpifouv
andé dAAa 1} ané ta vrokoupévta. Akéun kail Tnv opo@r] Tou Ayiou lNétpou va oke@tei kaveig -n omoia
mapayyéNOnke otov Mixanh Ayyelo yia va e§unnpetrioel tn Beia Aeitoupyia kai Tov MPoonAUTIGHS
TWV MOTWV-, JTIopei va Siakpivel emAoyég mou kabiotolv autd to @péoko, Beio kal Tautdxpova
avBpwmivo, Bpnokeutikd kal Tautdxpova KpITtiké Tpog tnv Bpnokeia, kaBoAiké kal Tautéxpova dkpa
npoowmkd. Mépa and tnv amapdpiAin de&lotexvia eival teAikd n MPA&n tng MPOCWMIKAG EMAOYIG
auTi Tou To KAvel povadiko!

‘Evag kaAMitéxvng Omwg o ZwKkpdtng Zwkpdtoug, o omoiog L&l og Siapki Kkivnon, avdusoa

oe Siapehiopévoug Témoug, oe SIAPOPETIKEG XWPES, O SlapopeTikd omitia, oe SiapopeTikd
mepIBdAovta, kataypdgel tov yUpw KOopo oe pubud kabnuepiviig ydvipag avrtikatomtpifovtag
€101 Tov MaApd TG «mOANG» — piag omoladimote MOANG ekTeBeINEVNG OTIG TTONTIKOKOIVWVIKEG
e&elifeig. Ta €pya tou, eite oTIypIaieg pwToypaPieg, €ite eykataotdoels, ite avukeipeva (yAumtd),
mpocBétouv akdun pia MTuxr p€oa O AUt TO KOIVWVIKS Pwaodiké mou {oupe: Tnv Saipovormoinon
p1ag @aivopevikd duing «ev TPOTIKAG» EVEPYEIag TTOU oxnuatifetal yUpw amé Ta yeyovota Kal Toug
KOUOXETIOHOUGY. 2TNV TMEPIMTWON Tou ZWwKEATOoUg N MPAKTKY TG acTapdtnTng Qwtoypa@ikig
Kataypagrg dev mpoKkeital yia pemoptdd: n patid tou eival téoo mpoowmiky Kal SigloSutikr Tou
YKpepidel KABe Splo avdpeca oTov PWTOYPAPOo KAl TO pwtoypa@i{duevo avukeipevo. Autr akpIfwg
n Blwpatiki oxéon tou pe Tov «dpdpox» (Spdpog e tnv €vvola tng apxaiag ayopdg, 6mou ta Koivd
Bpiokovtal umé Siampaypdteuon amd toug MoAiteg ) Kal ta yeyovdta ta omoia cupfaivouv og autoy,
poldadel va eival to kevipikd B€pa kal to @Aéyov {itnpa oTo peyaAUtepo KOUPAT! tnG Souleldg

tou. H aiobnon piag aképn didotaong tng mpaypatikétntag onwg tnv BAémel yévo o idiog kai éxi
Snwg @aivopevikd poiddel va ocupBaivel, givar auté mou mbavé va BéAel -mepioodtepo amd SAa- va
emKkolvwviioel padi pag, aprivovtag Xwpeo Tavtad yid Jid ogipd SIa@opETIK®Y, iOwG Kal avTIQaTIKOV
peta&u toug epunvelwy. O okomdg eival va tebei to {rtnpa, 6x1 SPwG amoyupvwpévo anod tnv
TPOCWTIKYA patid.

Kortwvtag to ouvoAiké €pyo tou Zwkpdtoug Ba pmopoloe va toAproel Kaveig va ypdyer ot
avagpépetal o pia povadikr diadpopr n omoia kabwg ektuliooetal Snuioupysei kaivoupyia
EPWTNUATIKA KAl avoiyeTal o€ pia oglpd avamdviexwv mapadpopwyv. Moiddel to éva €pyo, fj kakltepa
n épeuva yia €va £pyo, va odnyei oe dANo, YEVVAOVTAG OTOV EVOIAPECO XPOVO SIaPOPETIKEG OTATEIG
€k@paong kai emkoivwviag. H putoypagiki kKdpepa icwg va gival To OXnua Kal GUyXpovws n
mu&ida mou odnyei ekei mou xpeidletal kABe @opd , akdpn Kal €dv To «TeAIKOY amotéAeopa

Sev eival pwtoypa@ikd ald kdtl dAMo. Oi eykatactdoelg tou eival ouxvd n ouvBeon piag
ogIpdg PWTOYPAPIWV Kal TWV {NTNUAT®V TTou mMpokUmTouv amd autég, padi pe avtikeigeva tng
kabnpepivotntag ready mades, eve) ta yAUTTtd Tou poliddel va ava@épovtal o€ pia «mapafiacpévny
evTUNWon TNng MPAyPatikoTNTag, yeyovog mou yivetal avtiAnmtd péoa amd tnv ¢dppa Toug, mou 600
apnpnpévn kal €dv ival, kavei¢ avuiapfdvetal ug pideg TG o€ €IKOVEG Tou pag mepifdAouy.

Kdtw amd auth tn patid éxel yeydho evdiagépov va undpxel n Suvatdtnta, dmwg oe autd to PiPAio,
va mapouciddoval ol PWToYPA@ies Kal KUpiwg ol pwTtoypagieg €peuvag padi ye kdmolieg amd Tig
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dMeg Souleieg Tou Zwkpdtoug. Moiddel oav o avayvwotng va amoktd ehelBepn eicodo ota aduta
NG okéYnG tou kaAhitéxvn kai otn Aentr auth Siadikacia mou kabiotd €va yeyovog tnv mAatgdppa
moAItikiG Kal ouvaicBnuatikig diadikaciag, katd tnv omoia mpoomabolpe va avtiAngBoulpe Tov
auBaipeto teAIkd KGopo Tou pag mepifdAel. XTnv mepimtwon tou Xwkpdtoug n Siadikacia autr maipvel
odpka Kkal ootd yivetal Téxvn.

Moiog va gival o Aéyog yia autr tn diapkn mepimAdvnon;

«To 2003, étav avoi§ape ta clvopa Kal EMOKEPTNKA Kal TO UTTOAOITIO HEPOG ToU vnoilou, ftav @ofeprn
epnelpia, kaBwg ekei éhuca kal MoAAd mpoowmikd pou B€pata. Qotdoo dev vopilw Mwg gubuivetal n
moAItikr katdotaon tou vnoloU yia to ot €yiva KAaAAITEXvNG», Snhwvel o id10¢ o Xwkpdtoug oe pia
npéo@atn ouvévieugr tou oto Tumo, amaviwviag otny epwtnon av to 18iaitepa molacio moAItikd Kal
BePapnpuévo moAitikd medio TG yevételpdg tou ftav n aitia yia to ot €yive KAANITEXVNG.

To Biwpa, eite ocuveldntd eite kal acuveidnto, gival MOAAEG Qopég autd Tou «euaicBntomolsi» Kal
«kaBapiler» tnv omtikr. ESw gpxdpacte maAl oto B€pa tng emroyrig. O Zwkpdtoug emAEyel T va KAVEl
pe autd to Biwpa -tehikd-kal autd eival evog eidoug MOANITIKH, PE TV Mo vy évvold TnG. To ouvoAikd
£€pYOo TOU ZwKPdToug avapEépetal o€ Pia SoPwon TG MONITIKAG Kal TG Téxvng, n omoia €tol oNMwg
ek@pddetal afiaota -av kal TOAAEG POPEG €XEl KAl KUPIOAEKTIKEG TTONITIKEG TIPOEKTAOEIG, TEPA amd TNV
EMIPPOI| TIOU ACKE( OTO TMPOCWIKS TOAITIKO @doua Twv Beatwy tou-, evw Tautdxpova kabpegtiel kal
ta épia mou @tdvel o i810G o KaAAITéxvng, o omoiog ektiBetal oTevd Kal ouciaoTikd oto Kabnuepivo
moAITIkS {nv, Xwpig @paypous kal mapwmideg. XapaktnpIioTiKS gival To yeyovog tng mpdokAnong tng
ouppetoxng tou otnv Mmevdle tng Bevetiag eknmpoownwvtag tnv Kinpo, n omnoia aneikévile pia
aPUVTIKI ToupKIKh @peydta apaypévn otnv Keprveia. Autd dnpiolpynoe pia diapwvia peta&i twv
uroupywv Apuvng, EEwtepikav kal MNMoAitiopoy, kal €kavav tn cuppetoxn va yivel mpwtn idnon otig
epnuepideg kal otnv TnAedpaon, p€pvovtag otnv emedveia dhuta {ntrjpata kar euaiobnoieg alAd kai
Vv teMikn katavonon. Apaye autdg Sev gival Kai o KTOMTIKOG» pOAog tng Téxvng;

To €pyo Zwkpdtng Xwkpdtoug/Prpeg, Kunpiakd lMepinmtepo yia tn 53n MmevdAe Bevetiag, 2009,
empéhia Sophie Duplaix, eival €éva and ta onpavtikdtepa €pya tou wg twpd. O Xwkpdtoug daveiletal
pia 1otopia and g epnuepideg tng Kumpou, katd tnv omoia n eAAnvokunpiakn kuBépvnon {ntd

amd TV Toupkikh MAgupd va EnAwBouv kdmolol @oivikeg, emeldr} €xouv otig pideg toug afyd amd
KOUTIPEG Kal Katnyopouyv Ttov eicaywyéa. Eunvéetar emiong amd to moinpa tou Xepépn «O1 [dteg

tou Al NikéAay (1969) kai guoikd amd ta Biwpatd Tou Kal T cUyxpovn IoTopia evég violou mou
Siatnpei aképn diaxwpiotikn ypappn, tn povadikn otnv Eupwmn. MNdvw o 6An autr tnv Iotopia

o Xwkpdtoug Bddel akdpn éva enimedo. Kalei SUo ynteutég @idiwv -ol omoiol gival aktifioTtég Kal
B€Mouv va SiapaptupnBouv yia TG EVOTAOEIG TV OIKOAOYIK®WY KIVUATWY KAl yid TnV armayopeuch Tou
emayy€éAPatog twv ynteutwyv tnv lvdia, yeyovog mou denoe pia oAdkAnpn kdota dvepyn- va {rjoouv yia
€81 priveg oto lMepinmtepo tng Kumpou otn Bevetia kar va kdvouv To aywva Toug va aKOUCTEI.

E&w o Zwkpdtoug pdg pépvel avTIPETWITOUG PE TO OUCIAoTIKG vonua tng ouvimapgng Kkai tng
Siagopetikdotntag. Ta {ntripata €xouv mdvia dUo n nepiocdtepeg MAeUpEG, e§aptdtal amd ma pepid
ta avukpideig. Me tnv mapafolAn twv @ISIkv Kal Twv @oIvikwy, TTou o 810G 0 KAANITEXVNG Tia elIcaydyel
otnv Bevetia, dnuioupyei €va kaivolpylo yeyovdg, pia Spdon, €va €pyo mou Sev kataypd@el To amid o
10TopIKS TTapeABSv aAAd avtikatomtpidel kdt ™o KaboAikd, i aduvapieg g avlpwmvng @uong.

O1 eicaydpevol @oivikeg Tplyupidav ota kavdAia tng Bevetiag «doteyor» OmMwg Kai ol ETAVACTEG OTNV
Kumpo, ané émou Sikdxtnkay, padi kai ol ynteutég, émaifav Jousikr] otoug Spdpoug mpoomabwvtag va
Eunvijoouv ta ¢idia. Xto mepimtepo tng Kumpou, péoa oe éva tumkd mardt tng Bevetiag, o Zwkpdtoug
SnuioUpynoe éva tameivé mepifdAhoy, cav éva kouti, éva EUAIvo kIfWTIo Tou akoUumnoe oTo KTfplo,
aTIOPOVWVOVTAG TIG TIOANITIKEG agnyrfoelg amd ta Sopikd xapaktnpiotkd tng Avayévvnong. Exei kaveig
pmopouce va el pia ouvévteugn Pe Tov eI0aywyéa @oIViKwV TTou KatnyoprnBnke yia tnv elcaywyr Toug
ota katexopeva tng Kimpou, toug @oivikeg, Tou IvéoUg ynteutég oto Siapépiopd toug, TIG I0TOopiES
TOUG amod To XwpPIO Toug aAAd Kal pia oelpd amayopeUoelg, cupmepIAapBavopevng Kal tng amayopeuong
va @uteutei évag @oivikag otn Bevetia mapd tnv ékkAnon tou kaAhitéxvn. ‘OAeg ol amayopeloelg
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ektiBevtal wg PEPOG Tou project pe cageiq avagopég otig Suokolieg mou Siagaivovtal étav
untdpxouv SiIAfjppata omoladnmote tUToU, TEPICOOTEPO 1) Alydtepo cofapd.

To €pyo autd @uoikd eival to amotélecya piag Hakpdg épeuvag kai mopeiag Souleidg otnv Kumpo
mdvw og mapopola Bépata. Xtnv MNapdvopn Eykatdotaon, 2005, o Ywkpdtoug «avdykaoey toug
Oeatég va nmepnatfjoouv endvw oe €va kapévo katdpaupo EUAivo mdtwpa o€ pia Kaguévn yn, péoa
otnv ykaiepi Archimede Staffolini otn Agukwoia kal va koitoUv amd mdvw Toug Ta opolwpata Suo
yAdpwv va mpoomnafoulv va oKoTwoouv o €vag Tov dAo, wg to povadikd evamopeivav Seiyya {wng.
To 2003 amdvinoe otnv MPOoKANoN o€ pia €kBeon Tou eixe wg Kevtpikd B€pa tn Piain petatémon
Kal Siwypd avBpwmwv kal mAnbucpwv amd tnv matpida toug pe to €pyo «Oi Aikoi pou =€voiy, Tou
tov kabiotouoe Kkail tov i8lo mpdapuya. ‘Eva EUAivo kapdfi émiee og pia BdAacoa amd kapPouval
Tdpa doulelel ye ta Hvwpéva ‘EOBvn oe éva project otnv MNpdoivn Mpappr tng Kumpou yia pia
€kBean mou Ba kpatrjoel péxpl to 2013. Koppdt tng épeuvag ectidlel kal otn culoyr tou DNA

yld TNV avayvopion TV dyVooUPEV®Y, T0oa Xpdvia petd amd ta Beppd eneioddia. P€tog emiong
mapouciace oe pia opadiki ékBean «The Newspaper Show» otnv ykahepi The Breeder otnv ABrjva
tnv gykatdotaon «Page Range» n omoia amoppéel amd autrv tnv €peuva. [Npdkeital yia mpwtocéhida
epnuepidwyv tou 60, mou avakdAuPe tuxaia oe €va @uidkio otnv lMNpdaoivn Mpappr). Mnrike Aoimdv ot
Siadikacia va mapel TG epnuepideg, va TIG CUVTINPROE! Kdl va TIG EYKATACTHOEl €T0I WOTE va gival To
MPwTooéAiSS toug euavdyvwoto. Autd mou katalaBaivel kaveig Siapddovtag ta MpwtooéAida autwy
Twv e@nuepidwy, eival 6T o1 e18fjoeig Toug dev Si€pepav Kkal MOAU amd autég mou akoUue orjuepal

Xe 1 faBuo pmopei kaveig 6pwg va diapuld§el «amapdfato» To ATOMIKS Tou doulo otnv
emoxi mou KdBe mpoomdBeia acUAou Kal KOIVIiG AoYIKNG utiepvikdtal amé aAdyloTeg Kal
atekpnpinteg MOAAEG popég MoAItikéG anmogdocig; Noon emppon €xel n otevi) anacxoAnon Kai
avdluon tétoinv {nTnudtwv, akoéun Kai oto idlo tov dnuioupyd, Mou MOAAEG @opEG yivetal o
Siapeocolafntig KOUKOUAWPEVWY vonudtwy Kal 81e§6dwv Mpog To KoIvo;

Y& éva amo Ta teleutaia Tou project Tou pe TitAo «Amapdfato Aculo», To OToio MAPOUCIACTNKE
tov Mdio tou 20ll otnv ykalepi Omikron otn Agukwoia, o ZwWKPATOUG PAG EPEPE AVTIPETWITOUG
pe TN Aemth ypappr autou tou opiou. O avBpwmivog Bupdg kai n ekdrjlwor tou, n Siapaptupia
mpog €va SiaxelpioTikG cuotnpa Aeitoupyiag kar a§idv mou empBdlietal aubBaipeta oto dtopo,
oxoAMidotnke cupBolikd péoa amd pia oeipd OKNVOBETNPEVWY -auTr TN QOopd- PWTOYPAPIOV Kal
YAUTTTUIK®V gykataotdoswy. Mia mAnBwpa eikdvwv pealioTikig Kal cUIBOAIKAG «KATAGTPOPHG» TOU
aocTikou mepifdAlovtog mou ektulicoetal ta teheutaia xpdvia otnv ABrjva kal culéyetal amd

TO pakd Tou, KataEpvel, TEAIKA, i} OxI va «mapafidoe» To MPoowmikd douAo Tou KAAAITEXVN, TO
Swpatidki oto omoio SiapuAdoocel tnv amapdfatn ouveldntdg tng atouIkATNTAG TOU;

O Eepilwpéveg petalikég okdAeg, Ta Kopudtia amd KouPWHatd, Ta okopmia Sopikd UAIKG, Ta
amokoppéva oidepévia e§aptripata, malouv va gival, TNV MPOKEIPEVN TIEPITTWON, amAd HEPOG Tou
Bepatikol UANIKOU pwToypa@IkiG Kataypa@rig Kal HETOUTIOVOVTAl €K VEOU O€ YAUTTTIKEG ouvBEoelg Tou
oxoAMId{ouv T OX£0N TNG KAUTOKATACTPOPIG» -TeAIKA- pe To avBpwmivé eidog. Méoa amd eikdveg
oTIG omoigg ta UAIKG autd xdvouv tn Baputntd toug epdoov pwtoypagifovtal, eve ekopevdovifovtal
oe UYog eikool pétpwy amd éva e8IKS pnxdvnua, alld kai péoa amd oknvobetnuéva mepifdAlovta

Ta omoia @épvouv To Beatr avTIPETWTIO PE T OXNPATIKY QUAAKIOH Tou, Kal padi Ta amopeivdpia

piag télelag amodrpnong, o Xwkpdtoug katdpepe va ayyi&el tnv évvoia tng mapafiacng evog
amapdfatou témou. AutoU tng KoIVrG AOYIKIG Kal Twv Tnyadiwv cuvaioBnudtwv! Apaye T eival autd
TTou Kata@épvel va eioxwprioel ota Bablitepa otpwpata tng atopikdTNTag av Oxi éva mapdioyo Kai
e§ouoiaotiké cuotnua SiakuBépvnong oe dpelog MAvTa evog HIKPOU TOCOGTOU TOU KOIVWVIKOU
cauvéhou;

Méoa amd tnv aiobnukn tng «yoAucpévne» edpuag to €pyo Tou Siapop@wvel éva Suvatd MOMITIKS
OxOAIo Kal HIa EIKACTIKN Kivon aktBiopou amévavtl otn Xeipaywynon tng mMpoowmK TnTtag o
Spelog evOG ouoTpaTog Mou euvoei Toug Aiyoug Kkal eviote kavévav TeAikd.

Y& gpdg mapapével n emoyr edv Ba dolpe tnv mpaypatikdtnta amd tnv «mapafiacpévn» n v
«amapdpatny» teAikd mAeupd!



Art and Politics, Political Art, Art or Politics?

Marina Fokidis, curator/art critic
Athens, August 2012

For decades now, almost from when art ceased to be exclusively the representation or the idiom of
a small elite, a series of questions about the relationship between politics and art has troubled the
intellectual world. From whichever angle one looks at this relationship, it is both right and wrong.
There is no art without a political awareness, just as there is no artist who is not politically aware,
even if he chooses to express it in an abstract and symbolic way. There is partisan art, which is
commissioned in order to serve the propaganda purposes of specific socio-political eras and strategies.
But is there also a possibility of choice? Choice is political. Choice when expressed artistically is art
and this makes some works of art stand apart from others, or from documented facts. Even in the
ceiling of St Peter’s, which Michelangelo was commissioned to carry out in order to serve religious
services and sway the faithful, one can distinguish those choices which make this fresco divine and
human at the same time, religious but also critical of religion, all-embracing but at the same time
extremely personal. Further than the unparalleled artistry, it is finally the act of personal choice which
makes this work unique.

An artist like Socratis Socratous, who lives in a state of constant motion, dismembered locations,
different countries, different houses, different environments, records the world around him as the
rhythm of a daily mantra, thus reflecting the pulse of a “polis” - of any city exposed to political

and social developments. His works, whether momentary photographs or installations or objects
(sculptures) add another aspect to this social mosaic in which we live: The demonisation of an
apparent immaterial “entropic” force which is created around events and associations. In Socratous’
case, the practice of ceaseless photographic recording is not simply a report: his eye is so personal
and penetrating that it dismantles any barrier between the photographer and the object being
photographed. This precise living relationship that he has with the “street” (street in the sense of the
ancient “agora” where issues of common interest are the subject of discussion by citizens) and the
events which occur to him, appear to be the central theme and the prominent issue in most parts of
his work.The feeling of another dimension to reality, as only he sees it and not as it appears to exist,
is what above all he may wish to communicate to us, always leaving room for a series of different,
perhaps even contradictory interpretations. The aim is for the issue to be raised, but not stripped of
the personal point of view.

Looking at Socratous’ work as a whole, one could say that it refers to a unique course which, as it
develops, raises new questions, and ventures into a series of unexpected diversions. It is as if one work,
or better still the research for one work, leads to another, giving birth to different stages of expression
and communication in the meantime.The camera may be the vehicle and at the same time a compass
which leads where necessary each time, even if the final result is not photographic but something else.
His installations are often the composition of a series of photographs and the issues which arise from
them, together with objects of the daily routine, while his sculptures appear to refer to a “violated”
sense of reality, a fact which is perceived through their form. However abstract this may be, one can be
aware of its roots in the images that surround us.

Within this context, it is of great interest to be able to present the photographs, particularly the
research photographs and some other works by Socratous in this book. It is as if the reader is given a
free entrance into the depth of the artist’s thoughts. This delicate process makes an event a platform
for a political and sentimental process, during which we try to understand the arbitrary world which
surrounds us. In Socratous’ case, this process takes flesh and bones and becomes art.

What is the reason for this continuous wandering?

“In 2002 when the borders were opened and | visited the rest of the island it was a tremendous
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experience, since | also resolved many personal issues there. However | do not think that | became
an artist because of the political situation on the island,” Socratous stated in a recent interview with
the press, in reply to a question whether it was because of the particularly rich and burdened political
landscape of his birthplace that he became an artist.

Life experiences whether consciously or unconsciously often “heighten” and “clarify” the perspective.
Here we once again return to the issue of choice. Socratous chooses what to do with this experience
and this is a kind of politics, in the healthiest sense of the word. The whole work of Socratous

refers to the osmosis of freely expressed politics and art - even though it often has actual political
ramifications beyond the influence that it has on the personal political opinions of his viewers. At the
same time, it mirrors the limits reached by the artist, who is exposed closely and substantially to daily
political life, without obstacles or blinkers. Characteristic is his invitation to represent Cyprus in the
Venice Biennale where he exhibited a Turkish frigate anchored in Kyrenia.This stirred disagreement
between the ministries of defence, foreign affairs and culture and made front-page news in the
newspapers and on television, bringing to the surface unresolved issues and sensitivities as well, finally
an understanding. Is this not perhaps the “political” role of art?

Socratis Socratous/Rumours, Cyprus Pavilion for the 53rd Venice Biennale in 2009, curated by Sophie
Duplaix, is one of his most important works to date. Socratous borrows a story from the newspapers
of Cyprus, in which the Cyprus government asks the Turkish side to uproot some palm trees because
they have cobra eggs in their roots and accuse the importer. He is also inspired by the poem of
Seferis “The Cats of St Nicholas” (1969) and naturally by his personal experience and the modern
history of an island that still has a dividing line, the only one in Europe.To this story, Socratous adds
another level. He invites two snake charmers to live at the Cyprus pavilion in Venice for six months
to make their case heard.The two are activists and want to protest against the objections of the
ecologist movement and against a ban on their profession in India which has left a whole caste
unemployed.

Here Socratous brings us face-to-face with the essential meaning of co-existence and diversity.
Issues always have two or more sides, depending from which angle you look at them.The allegory of
the snakes and the palm trees that the artist introduces to Venice, creates a new event, an action, a
work which does not just record the historic past but reflects something more all embracing, the
weaknesses of human nature.

The imported palm trees wander the canals of Venice, “homeless” like the refugees of Cyprus, from
where they were driven away, along with the charmers who played music on the streets trying to
wake up the snakes. In the pavilion of Cyprus, in a representative palace of Venice, Socratous created
a humble environment, like a box, a wooden crate that leant on the building, isolating political
accounts from the built characteristics of the Renaissance. On location, one could watch an interview
with the palm tree importer who was accused of importing them into occupied Cyprus, the palm
trees, the Indian snake charmers in their apartments, their stories from their village but also a series
of prohibitions, including banning the planting of a palm tree in Venice despite the appeals of the
artist. All the prohibitions are exhibited as part of the project with clear references to the difficulties
that arise when there are dilemmas of any kind, serious or less so.

This work is naturally the result of lengthy research and application in Cyprus on similar issues. In
“Illegal Installation”, 2005 Socratous “obliged” viewers to walk on a burnt black wooden floor in a
wasteland in the Archimede Staffolini gallery in Nicosia and to look above them at the replicas of two
gulls trying to kill each other, the last remaining signs of life. In 2003 he responded to an invitation

to an exhibition which had as its central theme the violent displacement and eviction of people and
populations from their countries with the work “My Strangers” which made him a refugee too. A
wooden boat sailed on a sea of charcoal. Now he is working with the United Nations on a project
on the green line of Cyprus for an exhibition which will continue until 2013. Part of the research
focuses on collecting DNA to identify the missing, so many years after the tragic incidents. This year,
he also took part in a group exhibition “The Newspaper Show” at The Breeder gallery in Athens with
the installation “Page Range” which resulted from this research. It involves front pages of newspapers



from 1960 that he discovered by accident in a sentry post on the green line. He collected the
newspapers, preserved them and installed them so that their front pages would be readable. It is clear
on reading these front pages that their news did not differ much from those we hear today.

To what extent however, can one preserve his individual asylum “inviolable” in an era where
every effort of asylum and common sense is defeated by often unreasonable and unfounded
political decisions? How much influence does a narrow preoccupation and analysis of such issues
have, even on the creator himself who often becomes the mediator of camouflaged meanings and
outlets towards the public?

In one of his last projects entitled “Inviolable Refuge” which was presented in May 20l at Omikron
gallery in Nicosia, Socratous brought us face-to-face with the fine line of this limit. Human anger and

its expression, the protest against a routine system of operation and values which are unilaterally
imposed on the individual is discussed in a symbolic way through a series of photographs and structural
installations which in this case are stage-managed. A multitude of pictures of realistic and symbolic
“destruction” of the urban environment which has unfolded in Athens during the past years is collected
by his lens and in the end manages or not to “violate” the personal asylum of the artist, the small room
in which he preserves the inviolable conscience of his individuality.

The uprooted metal stairs, the pieces and hollows, the scattered building materials, the cut off iron
spare parts cease, in this particular case, simply to be part of the thematic material registered by the
camera and are transformed again into sculptural compositions which comment on the relationship
of “self destruction” with mankind. Through pictures in which these materials lose their gravity since
they are photographed as they are catapulted to a height of twenty metres by a special machine, but
also through the stage-managed environments which bring the viewer face-to-face with his schematic
imprisonment and with that the remnants of a perfect, smooth transition, Socratous manages to
touch the meaning of the violation of an inviolable place. That of common sense and deep sentiments!
What is it that manages to penetrate into the deepest layers of individuality if not an irrational and
authoritative system of government always working to benefit a small percentage of the social whole?

Through the aesthetics of a “polluted” form, his work formulates a strong political comment and an
artistic activism against the manipulation of the personality to the benefit of a system that favours the

few and effectively, no one in the end.

In the end we are left with the choice of whether we will see reality from the “violated” or “inviolable” side.
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