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TN {wrj Hou €6waa MIA kal povadikr] GuvéVTEUEN. MNa TNV TEXvN, LOVO.

Téooepa akpIBWC xpovia npiv, e apopur| TNV NPWTN napouaciacm enIAOYNg

€PYWV NOU CUAEYW - Xpovia, MOAAG - Kal MoU yia NpwTn popd Tov Anpilio

TOU 2008 ovopAacape «XuAAoyry».

AGOOapE Kal TITAo 0TV €KBeoN 0TO ANHOTIKG KEVTPO TEXVAOV

(Mahia HAexTpiknr) oTn Asukwaia: «Where do we go from here?»

Eixe aywvia To epoTnpa, TOTE.

Kar eAnida, kdnou, vopuila, vopiape, niotevape, eAnidae.

TNV TéXVN, yla TNV TEXVN, oTnv KUnpo, yia Tnv Kunpo.

KiI 6pw¢ Nwg, TEoaepa Xpovia PeTA (Lovol) oTo idlo payiké pag vnaoi,

0TO BPaxo pag, naifel auto To GKNVIKO;

Mw¢ yivape npoopiopdg oTo dyvwoTo: Mia outonia. AKOpa.

XINASEG Xpovia PETA, akoua;

«EAATE, NpOape, KoNIAoTe, va 'LaaoTE - Hag apéael - SOUAEYTE, SOUAEYAEN.
Z0KPATNG ZWKPATOUG To péAAov pag oTa Xépla pacg, noTe; Moté!

MARI OuTe Kkal onpepa. Mou £xouple PEAAOV.
c_pzr?r:l Avagiol kal avikavol - naAi - oto nndaAio. To epnedwaoape nia, ONOI pag.
04.5 X142 K. Kakd kal dypia. Kain téxvn, n dnpioupyia, ol KAANITEXVEG, N SOUAEIA TOUG
Movadikd auTo NePIyYPAdEl, aUTO ANOTUMN®VEI OTOV TOIXO - MOU Hag OTHVEl!

«Utopian: O TITAOC TNG €KkBeONC HE VEa €pya TNEG CUAAOYTC MOU CUNEY®

Socratis Socratous - Xpovia T®pa - kal napoucialoupe padi pe Tig ‘EAeva Ndpna kar Mapia ¥1a0n

MZA?: oT0 KévTpo Euayopa Aavitn, oTn AepeTo.
C_pr?nt EuxapioTw yia Tnv npookAnon (LeyAan TIPm) TNV OIKOYEVEIa AQviTn Kal TV NOAN.
94.5X142 CM Tn Agpead pou. Mou éunpakTa orjpepa napadidel pabrpata (Lovn oTo XAaog)
Unique «NWE KAVeIG TNV OuTOoNia TNG AKTHG TWV NOIMTWV,

TV PIN0COPWV KAl TWV AlOVWY, NPAYHATIKOTNTA.
Tnv avalriTnon, Tov NpoopIouo, Téppual
Kar agpetnpia. 10 pEANNOV.

Nikog Xp. Matrixng

Ek&6TNG

Anpooioypadikdg Opyaviopog
«O PIAeAeUBePOGH

I have given just one interview in my life and that was about art.

It took place exactly four years ago, and was given to mark the first exhibition
of some of the artworks I have been acquiring for years and which,

for thefirst time in April 2008, we named “Collection”.

We gave that exhibition of predominantly Cypriot artists that was held
at the Municipal Arts Centre (the Old Powerhouse) the title

“Where do we go from here?"

There was anxiety in the question at the time,

but also hope, driven by our shared faith in this country’s contemporary art
as well as its future in Cyprus.

But in this very brief period, this same island of promise has come to this.
How is it that thousands of years later we have ended up becoming

an unknown destination, a utopia, yet again?

Our history captured in just a few words:

“Come, we came, welcome, here we are - we like it - get to work,

we have worked

Will we ever be in control of our future?

No. Apparently not even today.

We all know full well that the unworthy and incompetent are

at the helm once again.

It's ugly and nasty. And this is what the artists describe through

their creativity and work; this is what is imprinted on the wall that

we are up against.

Entitled “Utopia”, this exhibition featuring new works from the collection,
is curated by Elena Parpa and Maria Stathi and presented at the Evagoras
Lanitis Centre in Limassol.

I would like to thank the Lanitis family for the invitation and honour.

My thanks also to my home town Limassol, which stands alone in delivering
lessons on"how to make the Utopia of the poets, philosophers

and Greats a reality”.

The quest. The destination, fulfilled.

And a starting point to the future.

Nicos Chr. Pattichis
Publisher
Phileleftheros Publishing Group
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Navayi®@tng Mixaii
Stand Home Stand

2009 -2010

3D animation,
HOVOKAVAAo HE X0

5 AENTA 27 SEUTENOAENTA
Edition of 5;1/5

Panayiotis Michael
Stand Home Stand
2009 -2010

3D animation,
single-channel video
with sound

5 Mins 27 secs
Edition of 5;1/5

Mé¢oa oTa 6éka xpovia Aeiroupyiag Tou, To KEvTpo Euayopa Aavitn

€xel katapépel va kabiepwBei wg évag and Toug oNUAvTIKOTEPOUC EIKATTIKOUC
XWpPoug yia Tn diopydvwon ekBE€cewv Nou anookonouv aTny NpoRoAn

¢ Kunplakig NONITIOTIKNC KANPOVOUIAG Kal TEXVNG.

H ouvepyaoia peTa&u Tou 16pupaTog Euayopa kai KaBAnv Aavitn kai

Tou K. Nikou Xp. MatTixn, TOU ONUavTIKOTEPOU CUAAEKTT) EPYWV TEXVNG

otnv Kunpo, o onoiog nioTeUEI NPAYHATIKA OTNV EEAIPETIKT) KAANITEXVIKT)
noloTNTA Kal TNV agia T¢ Kunpiakri¢ ouyxpovng dnuioupyiag, divel

oTo Kévtpo Aavitn Tn duvatoéTnTa va napoucidcel €va onpHavTiké HEPOG

TN anapdapiAAng cuAAoyrG Tou.

H napouoca €kBeon npoodépel 0To KOIVO Hia 16avikT) eukalpia va yvwpioel

TN duvapikr TNG oUyxpovng dnuioupyiag Tng véag Yeviag KAANITEXV®VY,

HEoa ano Ta £pya TV onoiwv ekppalovTail ol NPoBANHATICHOI TOUG OXETIKA
LLE TIC ONUEPIVEG KOIVWVIEC, Nou BpiokovTal o€ peydAo avaBpacpo

Kal nAfpn LETANAEN.

H BepaTikr) nou avantuooeTal oTnyv €KBeon Ue Tov TITAo «Utopiar» dev npénel
va oUVSEETAl LOVO HE TNV Evvola Tou «Anpaypatonointou», SnAadr) He kati
nou pnopei va unapé&el pévo otn pavraacia, oUTE anAd PE TNV «ouTonia»

nou BpiokeTal p€ga aTa aTeva Opla Tou opidovTta TnG 1I0Topiac.

TNV npaypaTikdTnTa, To cUVOAO TWV €pywv Nou napouacidlovTal oTny ékBeon
napanépnel o€ évav KOO0 népa anod Ta 6pia Tou KOGHOU Kal OTNV NpwTapxIkn
€vvola TG AéENG «ouTonian, dnAadr oTnv eNITUXNUEVN Npoonadeia Tng
davTtaciag va e€epeUVAOEI Kal va avanapacTroel TO «MPayHaTonoIr|ClLoy.

Ka KaTtepiva NAoui NikfiTa
A1guBovTpIa Tou Kévtpou Euayopa Aavitn

I6pupa Euayopa kal KaOAnv Aavitn

Within ten years of its establishment, the Evagoras Lanitis Centre

has succeeded in establishing itself as one of the leading art centres,
organising exhibitions that aim to promote Cyprus cultural heritage and art.
The collaboration between the Evagoras

and Kathleen Lanitis Foundation and Mr. Nikos Chr. Pattichis, the most
importantart collectorin Cyprus, who truly believes in the exceptional
artistic quality and value of Cypriot contemporary creation, gives

the Lanitis Centre the opportunity to present a significant part

of his unequalled collection.

This exhibition offers the general public an ideal opportunity to get

to know the dynamics of the contemporary creations of the new generation
of artists, who, through their works, express their concerns regarding
modern societies, which are in great turmoil and in the process

of a complete transformation.

The subject matter developed in the exhibition under the title“"Utopia” should
not be associated only with the notion of “non-realisable”, namely something
that can only exist in one's imagination, nor simply with the“utopia” which

is to be found within the confined boundaries of history's horizon.

In fact, the body of the works presented in the exhibition refers to a world
beyond the boundaries of the world, and to the original meaning of the word
“utopia”, which is none other than the successful effort of imagination

to explore and represent the"realisable”.

Catherine Louis Nikita
Director Evagoras Lanitis Centre
Evagoras & Kathleen Lanitis Foundation



211 ywpa tng Ovrtomiag

MNw¢ Ba rTav o KOGHOG XWPig ouTonieg; Ti nopeia Ba eixe n avBpwnoTnTa

€AV KAMNOIOC, KAMOU, KANOTE eV €iXe TNV TOAUN va opapaTioTel, atevidovtag
TOV «@néPavTo wkeavo Tne duvatdtnTagy’, TIC akTEC auTou nou Ba pnopouce
va unapégel;

AANAG, noiog Ynopei orpepa va WIAA yia ouTonieg; AUTEC BAPTnKav nia ota
OUVTPIUHIA TwV OAOKANPWTIKOV KABESTOTWV, TWV AAAENAAANAWY NOAEUWV,
NG KATaoTPOPNG Tou NEPIBAAAOVTOG Kal Mo NpOadaTa TnG 0ApWTIKNG
OIKOVORIKAG KpionG. H AéEn ouTomia nxei orjpepa, oTnv KaAUTEPN

TWV NEPINTWOEWV, 0AV POLAVTIKOG avaxpoviopog Kal oTn XeIpoTepn,

oav Jia npokANTIKY KI enikivduvn évvola. Zoupe, AMwOTE, O€ évav KOGLO
HETA-OUTONIKO, EAV CULPWVIICOULE JE Ta CUHNEPATLATa Tou ‘EAAnva
I0TOPIKOU AvTwvn AIAKOU, av Kal auTO SEV anoTEAE KAT avaykn

oUpNTWHA CUYXPOVoZ.

'HéN and 101964, 6Tav o Theodor Adorno kai o Ernst Bloch &1e€rjyayav

™V nepipnun ocudrTnon yUpw an ‘Tig avTipdoeig TnC ouToniki¢ eniBupiag,
n évvola gixe xaoel Tnv eykupoTNTa TNE3. O Adorno dvoiée To SiaAoyo
unevBupidovTag nw¢ NoAAd anod Ta ouTonikaA Hag évelpa (n TnAedpacn,

n eniBupia Tou avBp®nou va NeTagel, va TagIdEPel oe AAOUG NAQVTTEG Kal
TaxuTepa and Tov 1)x0) npayparonomenkav, xwpig va pag kavouv anapaitnta
MIo EUTUXIOHEVOUC. «H EKNAPwOT TWV eNIBUNIOV adalpei KATI and Tnv
ouacia Tougr, unoaTripiée4. O Bloch apvriBnke va cupdwvnoel. Avayvapile
ot 6nAwon Tn d1dBeon unoBAadpIoNG TNC OUTONIKIC OKEYNC, TNV onoia

Ba unepaconi¢étav oBevapd kab' 6An TN didpkeia TNG culrTNONG WG Hopd1y
KPITIKNG «auToU TO 0Nnoio gival napovy, kKaBwg unodeikvUEl OTO PNPEXTIKO
«kATIAginem yia va KaTaAn&gel «nwg n outonia dev yiveTal va e€apavioTei

and Tov KOO0 EIG NEiopa onoloudrinoTe NPAyHATOCHS.

O 81a&1pIodC Twv duo Meppavmv PIA0cOPwY Snpioupyolae nepiocdTePa
epwTrparTa an’' 0TI £8Ive anavtroelc. H apvnon 1diaitepa Tou Adorno va pigel
TNV oUTONia OE pia £IKOVa APnVe To Mo Kaipio ZrjTnpa an’ OAa avoixTo®:

Molo Ba pnopouaoe va gival To nepiexOpevo TG ouToniag; Ti €ival TEAIKA
auTé nou npocdokaral; H eAeuBepia, n eutuyia, n Kovwvikr) dikaioouvn,

n avaipeon Tou BavdTou; Ki av kKaTopBwoel va opicel Kaveic To NePIEXOLEVO
NG, MWE va To ENISINEEI Kal moU;

H OuTtonia avadubnke yia npwTn ¢popd and auto nou o Bloch anokdAeoe
«Bdhacoa Tou niBavouy’, oto opoTITAO BIBAI0 Tou Thomas More (1516),

0 0Moiog OpPI0BETNOE OTA OTEVA YEWYPAPIKA NAAiCIA EVOG ANOUAKPUCTHEVOU
vnolou To 6papa yia pia dikain, Evwoun koivwvia. An’ Tnv apxr, Aoinov,

N €Vv0Ia EVEIXE KOIVWVIKO XapakTripa Kkal cUVOEBNKe He TNV avalrTnon

TOU avBpwnou yia pia kaAuTepn Zwr). EQv OpwC eNoTpEPOUE aTov AlAKO,
TO ouTonNIKS S€EV NEPIOPIOTNKE anapaitTnTa ¢’ auTr wovo T didoTaon.
MpoKeITal yia pia peEUOTN €vvola, nou polalel NeEpIcodTEPO HE NAAipYnaoTo,
nou &ev onpaivel, navra, Ta idia npdypara®. Onoiadrnote ékdavaon ki av
€XOUV NAPEI, WOTOCO, TA OUTOMIKA OPAHATA HECA OTOUG AIWVEG, AUTO HE TN
HeYaAUTEPN ANrXnoN Nou CUVEXWG ENIOTPEDEI yonTEUOVTAC TNV avBp®mnivn
¢avTaoia ival n S1EkSiknoN yia pia ouTonIKr KoIvwvia, N onoia nepIEpYwS
0IKOSOEITAl MOAU GUXVA OTIG AKTEC EVOC VNOloU. ApKEi HdVOV va KOITAEOUPE
TIG ouTOMiEG Mo nponyriénkav kal nou akoAouBnoav autriv Tou More:

vnai Twv ®daiakwv, Makapiol Nrjcor, ABaAov, ATAavTida, akdpa kal n Kunpog
NpwWTaywvioTnoe oTo XagAeiko aupnav wg 16avikr) Tonobeaia yia Tn die€aywyn
€VOC KOIVWVIKOU NEIPApaTogs.

«Dreaming of islands [...] is dreaming of starting from scratch, recreating,
beginning a new»'© ypdgel o Deleuze o' éva NPWIKO KEILEVO TOU, Adnoyn

nou evOEXOHEVWC GuvoWilel TOUG AOYOUC NOU O1 YEWYPAPIKEG CUVTETAYLEVEG
€vOG vnolou cuvenaipvouyv, Tn AoyoTexvikn ¢avracia 181aitepa (The Lord of the
Flies, The Island, The Beach givai pévov opiopévol TiTAoI nou anodeikvUouv
TOU AGyoU To aAnB£c) ki anoTeAoUV ouxvd Tov KATAAANASTEPO TOMO

va avahoyioTei kaveig TI¢ npodlaypadég piag Kovwviag 81adopeTIKNAC.
QoT600, éva vnai ev EenpoBAAAel navta oTov 0pidovTa we «Xapévog
napadeiocog» Kal owTnpia. ‘ONw¢ oTadlakd avakaAUnTel 0 aV@VULOC Pwag
Tou D.H. Lawrence, o onoiog HeTakopilel anod vnai oe viai oTnv npoondBeida
TOU Va YVwpioel TNV OAOKANPwaOn, 0 ANOHOVWHEVOG KOGHOG TOU HNOPEi

va KpURel epiaiTec™.

Kati avaloyo cupPaivel kal Le TV ouTonia, Ba pnopouace va
€nIXelpnaToAoyr o€l Kaveic. Eival autdg o pPn-ténog, 0nwg eionyeital

N €TUpOAOYia TNG AEENG, auTr N APTacTn cUVON KN LE NPOBOAT] GTO HEAAOY,

n onoia 6Tav YETATONIOTEI GTO NAPOV KI EKNANPWOE( £x€1 0TNV KAPSIA TNG TNV
avTiBeTn OYn TOu VOopiopaTog, Hia TPORaKTIKY SuaTonia, nou oTéKel cUpdwva
HE ToV AIAKO w¢ NpogIdonoinan yia TiG SuvnTIKEC CUVENEIEC onoloudrinoTe
opaparo¢'. O avBpwnog KatopBwae va KAaTakTroel TOUG alBEPEC, aAAd NOIEG
01 CUVENEIEG yIa To NePIBAAAov; O1 emoTripoveG EAuaav Tov ypido Tou dna,
WOTO00 NOCO aPIAGEEVOG PoIAlel Evag KOOHOG BaCIOHEVOG OTOUG KaVOVEG
TNG €UYOVIKTG; Mnopei, Aoinodv, o PoBivomvag Kpouoog va dpage KovTd oTo
TpIVIVTAVT, N ApIddvn Ouwg nayideuTtnke otnv Kpritn kai o Oduccéacg oTo vnaoi
™¢ KaAupw¢. Kabe vnai kal kdBe outonia opidovral and Tnv anotuyia

TOUG KI auTO gival €va dA\o onpeio oUleUENG TouG.

Av NEPIOPIOTOULE XPOVIKA OTOV 200 alwva Ki ENEITa, éva ano Ta
enavahapfBavopeva poTifa aneikoviong TnG Kunpou og Ta&IdiwTikad
adlEp®UATA Kal TOUPIOTIKOUC 081YoUC EKMAIPWVE TO OTEPEGTUNO TOU
«xapévou napadeiocou» NG AUONC —OTEPEOTUNO NOU NIBIWVEI OE Neiopa

TWV KAIPWV akopa Kal OrEPA OTIC EKOTPATEIEC TN TOUPIOTIKIAC Blopnxaviag,
6énou n Kunpog npowdeital wg 1o eI6UANIAKS vnoi TNG APpodiTng.

O Eupwnaiog, nou 8a E&ePUANILE, yia napadelypa, To pwTtoypadikd penoptal
Tou Maynard Owen Williams Tou 1928 yia To National Geographic,

Ba avakdAunTe évav BaupacTo Téno, apOAUVTO an’ TV TEXVOAOYIKT) Npdodo
Kal TO LOVTEPVIOUO, HE yuvaikeg napadoaoiakd VTUHEVEC Kal AVTPEC NoU
SoUAeuav TN yn He doOvTO ypadikd Tonia. Onwg S1anioTOVEI OUWG €vag
napatnpnTng, av Kal ol eIkéveg Tou Williams avtikatonTpiav o’ évav Babuod
TNV NpayparikotnTa, Tnv idia oTiyur kareuBuvovTtav ano Tnv Evrovn eniBupia
NG avakaAuyng evog «napBevou e6AMOUC, YEYOVOG NOU BEV TOU ENETPENE va
oupnepiAdfer oToixeia nou Ba €BeTav Tnv avadriTnor| Tou unod apdiofriTnon’.
AuTokivnTta, nodrjAata, noAucuUxvacTol Spdpol, cuyxpova KTipia TG enoxne,
napépevav 6Aa eKTOC pwToypadikou kadpou. H npoagyyion Tou Williams

oTa xpovia nou Ba akoAouBouoav Ba cuvioToUoE Tov Kavova, Kabwg n Kunpog
o€ KaBe aneikovion Ba unoxPewvOTav va EKNANP®VEI OTO BINVEKEG

TN CEPEPIKN PrioT TOU TOMOU «OMNoU To Baupa AeIToupyei akopn»'4.

AN’ Ta penopTal Twv dwToypAddWV KI an’ TIC APy oEIC TwV TA&ISIWTWV
anouciale ouxva pia eninAéov 81doTaacn, auTrjv nou o avlpwnoAodyocg Peter
L0izos anoKAAEDE O€ [lIa GUVEVTEUEN TOU «TO ¢idI aTNnV ESEUN, EVWOVTAC

TNV TETAEVN NONITIKI] KATAGTAOT Nou anod T dekagTia Tou ‘50 KI éneiTa 6pIde
o€ peyalo Babpo Tn lwr) oTo vnai's.

Ifuepa, eival SUOKOAO Kaveig va UNoKUYEl 0T yonTeia piag pOHAavTIKNG
Bewpnong TNG Kunpou. O pubog éxel diaAubei, kaBwg n dnoia ouTonikn
avaZrtnon yia éva vnoi, apdAuvTo Ki anaAaypévo ano KUKAwNeC Kal
NaIoTpuyoveg, opideTal nAéov and Tn oadr] NPaypHaTikdTNTa €VOC KEVOU
(Nekpry Zwvn) kI evég ouvopou (Mpacivn Mpappr). £ autryv €pxovral

va NpoaTeBoUV KI GAAEG BUCTONIEG: OIKOVOUIKT| KPioT, QVECEAEYKTT
aoTIKOMOINON, HETAVAOTEUTIKO, PalvOpEVA paTOIOHOU, ERNOpia 0apkog.
Molo¢ pHnopei orjpepa va HIAA yia OUTOMIEG O' AUTEC TIC YEWYPAPIKEC
OUVTETAYHEVEC;

H €kBeon Utopia nou ¢rAo&eveital auTd To didotnpua oto Kévtpo Euayopa
AaviTn, €xel €va 151aov XapakTnpIoTIKO. BaoileTal oTa véa anokTripara

TN ouAoy1¢ Nikou Xp. MatTixn Kal TnG epnpepidag «O DIAeAeUBepPOCr.

EK Twv npaypdatwv, Aoindv, dev Ba pnopouace va AeIToupyrioel 6nwg pia
Beparikr) €kBeon, nou avTAei €pya an’ To eUpUTEPO EIKAOTIKO Nedio yia va
dianpayuaTeuTei pia €vvola. To mAaiold Tng opideTal an’ TNV NPOCEYYION Kal
TN HaTIA €vOG avBpwnou. EvTouTolg, KaBwg To evoladpEPOV TOU GUYKEKPIPEVOU
OUAAEKTN yia TN oUyXPOovN €IKACTIKH NPaypaTikTNTa Tou TOMOU EXEl YiVel,
TNV TeEAEUTAIa SEKAETIA, NMIO CUCTNATIKO KAl MIO OTOXEUUEVO, AUTO ENITPENEI
TNV Napouciacn Twv anokTNUATWVY TOU Und TNV OUNpEAa Hiag EUpUTEPNC
BepaTtikic. H cuA\oyr| MatTixn, e€aitiag Tou otabepou ePNAOUTIONOU TNG,
NPOCPEPE! pia XPrioIUn KaTaypadr) TnG EEENIENG TNG CUYXPOVNG KUMPIAKTG
TEXVNG TWV TEAEUTAIWV XPOVWV, 1) onoia UNodeIKVUEI O€ OPICUEVEG an’ TIG I6EEG
Kal avnouyieg nou anacyxoAouv peydAn pepida Kunpiwv KAANITEXVOV.

TNV éKBEOT CUUHETEXOUV EIKOTI TEOTEPIC EIKAOTIKOI - and Kunpo kal EAAASa-
KI Qv Undapyxel éva onpeio enadrg Toug, auTtodg gival o Babug npoPAnuUaTiopdc
TOUG YUpw and nTripaTa nou antovtal Tou KOIVWVIKOMOAITIKOU Hag
nepiBailiovToc. Eival o’ auTd To onpeio, Aoindv, NoU UNEICEPXETAI 1) Evvola
TNn¢ ouTtoniag, ouvdedepevng Kabwg eival e autriv Tou vnolou, aAAd kal pe
TNV avadriTnon evog kaAuTepou, SladpopeTikoU KOGHOU. Agv ival Aiya Ta Epya
™C ékBeong nou xapakTnpidovral and 1 81d6eon yia ouTonIKr OKEYN,

Oxl WG alBepofaaciag kal aokonng ovelpondAnong, alAd wg ofeiag

KPITIKNG TOU NapovToC.

Eival, Aoinov, ano pia Tétola npdBean KPITIKA nou dnpioupyrBnkav épya,
onw¢ 10 O Kupiog Mpdedpog Eime (2009) Tou KwaoTr BeAwvr, nou npaypateveTal
TNV apxITEKTOVIKT TOU NOAITIKOU BeapaTog: To MaAiumoAig - O X16npodpopikdg
>1abudc (2010) Tou AnuriTpn NeokAéoug, OTO Onoio eIkovoypadeital pia
xaoTikr) avTI-néAIC w¢ evaAAakTiké kaTtaduyio i To Module of Urban Landscape
(2011) TOU ZWKPATN ZWKPATOUC, TO onoio péaa and pia duaTonikr NpoBoAr
oT0 éNNOV, TonoBeTel Tov Beatr} oTa cUVTPIKIA piag noNiTeiag, nou Ba
pHnopouoe KAAAIOTA va NUPOSOTHOEI PVIHEG KATaoTPOoPriG an’ To NpoadaTo
napeABov (BAene ekpnén oto Mapi). Kai o npoBAnuatiopdg yia To napodv
ouvexiel. Me TIC S1apeNIOUEVEC PIYOUPEC OTNV EykaTaoTaon Statues in Crisis
(2009) Tou davou Kupiakou, nou AeIToupyouv Kal aav oxoAio yia Tov Tpéno
katavénong kai diaxeipiong Tng apxaiag pag KANpovopidg oto onpepa. Me Ta
Tonia TN¢ aoguéiag ota oxédia Asphyxiascapes (2011) TnN¢ Mapiag AoiZidou Kkal
HE TIC OKNVEG anokAAuWwng nou unovoouvTal oTo Fantasia: From the Disaster
Series (2009) Tou Peter Eramian, 1j aTn dpapatikotnTa TnG apriynong

oT0 Avaiikd Apxeia (2009-2010) TOU XprjoToU BeVETN.

TuveyidovTtag, o npoBAnUaTiopoc yivetal kpauyr andyvwong oTo MNiow and

10 PAépapa (2010) Tou ANEEavdpou MWPKATEN, NNyad! nou dev yepilel noTé
oTo Since You Left My Wet Embrace (2004) Tn¢ KAiToag AvTwviou, TPOHAKTIKO
{wypadiko deinvo aTo Betrayal of the Dog (2010) Tou MOAU MNeohika kai
adianépaoTo okoTAd1 aTo Starpool (2011) Tou AguTépn TAna. ‘EXOUE

€Niong Ta UNepUEYEDN NopTpETa TOU ZwTripn KaAAr], nou AeIToupyouv cav
npoownoypagieC Twv HEA®V evo¢ 0apBpoU KoIVWVIKOU CUCTHHATOC,

aMAd kal €pya nou avapépovTal nio dpeaa 1 poppouv and TNV NOAITIKN
katdoTtaon oTnv Kunpo, 6nw¢ To Remember Me (2005) Tou Mavayi®tn MixanA,
TO 41 XIAIGpETpa and Tnv akTr (2011) TNG Bikug MNepikAéoug, To La Casa Curva
(2003) Tou Nikou Xapahapnidn, oTo onoio To Biwpa TNG diIapeNIGHEVN(
naTtpidag HETOUCINVETAI OE KATAKEPHATIONS TNS adriynong Kai Tng
APXITEKTOVIKNG 1| TO Just Married (2009) Tou LdBBa XpioTodouAidn, To onoio
unodelkvUel o€ pia eUBpauoTn ouverikn cupBiwong. O xapTng Tng Kunpou
Kal ol 6nolol CULBOAICHOI TOU yivovTal QVTIKEILEVO avaoTOXAOHOU OTO AEKEG
(2010) Tou 610U KANNITEXVT), ONWG KAl aTO E-motions In Motion (2007-2008)
¢ Kuplakni¢ Kwata, eve To vnai wg TONog avaxwpnong yia eva Ta&idl,

Hia KaTAKTNon Kal pia enioTpodr eival éva and Ta Bépata nou dianepva

TO €pYy0 O€E TPEIG NPAEEIG Tou XploTdSouou MavayloTou (2008).

ITnv eykatdoTaon Animal Patterns (2012) TnG Mapiag Toupddou, yivovTal
avadopég aTa olyxpova HoTifa Tou apXITEKTOVIKOU TOMiou, XapakTnpIoTIKO
Kal Tou XkdAa 8,85 m* (2009) TN EAivag lwdavvou, To 0noio avrjkel o€ pia ogipa
and oxedia pe HoAUBI nou avanapioTouv OIKIAKOUG XWPOUG. ITIC PwTOoypadieg
Tou KwvaTavTtivou TaAioTn an’ Tn ogipa You can be a cop, a criminal or a lawyer.
When you are facing a loaded gun, what's the difference (2011) | outonia
npoadiopileTal oTo nedio TNG eNIOTNROVIKAC pavTaciag kal Tng nenoibnong
nou KaANIEpynaoe 1I81aiTepa KaTd TNV YuxponoAepikr) nepiodo yia Tnv Unapén
€Ewynivwyv, nenoibnon nou Ba pnopouce KAAAIGTA va dNIoUPYTOEl

TIG UBPISIKEG PIyOUPEC PHETA-avBpONwV, Nou NPoTEeivel 0 MNavikog TERNPIOTNG
oTn ogipa Tribus Hyba (2010). ‘Oco yia To £pyo ApxéTuna (2010) TNG EAEvNng
Oikovopou, noutonia 6a HNopoUCE va OpPIOTEl WG HIA LEAETNHEVN,

av kal Xipaipikry avaritnon Tng appoviag, g isopponiag kai g dikaloouvng
OTO OXNKATIONO TOU KOGLOU GE GUMNAVTIKO Kal aTtopikd eninedo, avnouyia
nou xapaktnpilel kal To X1depévio ImiTi Tou Mwpyou Adnna, £va €pyo

an’' Tnv evotnta Mappemonde (1987) n onoia npdTeIvE €va €idog
XapToypadnaong Tou KOGHOU.

H ékBeon Utopia 6ev npoabokei va npoodépel povo éva GiATpo avdyvwaong
TV £pYWV Nou napouaialovTal, Ta onoia AAwOTE EVEXOUV MOIKIAEG EpUNVEIEC,
ONW¢ anoKaAUNTETAl OTA KEIPEVA TwV KAANITEXVQOV NOU napatiBevral otn
OUYKEKpIHEVN €kdoon. H npoBear) Tng kaBopileTal nepioodTepO an’ Tnv
avaykn v' akoAouBT)0el TOUG CUUUETEXOVTEG KAANITEXVEG O€ Onolo Tagidi
oToXaopou Kal npofAnuariopou enghegav va xapa&ouv, avayvwpicovrag

Nwg N TEXVN eVOEXOHEVWG V' anoTeAEI 0" auToug Toug aBéBalouc kalpoug pia
an’ TIC TEAEUTAieC axapToypAPNTEC OUTONIEC, ONOU EMITPENETAI AKOUA KAVEIG,
HETACTOIXEI®VOVTAC TO NApdV, va GavTacTei To HEANOV Kal VA TOAUT|OEI

TO QVEQPIKTO.

‘EAeva Napna

EmipeAnTpia | Ynoyripia AiSAkTwp oTo Turjpa laTtopiag Tng TEXVNG
aTo Birkbeck College, Aovbivo
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In the land of Utopia

What would the world be like without utopias? What course would humanity
have taken if someone, somewhere, sometime had not had the courage

to dream, staring at the"infinite ocean of possibility”, the shores of that
which can be possible?

But, who can speak of utopias today? They have been buried in the rubbles
of totalitarian regimes, of successive wars, of the destruction of the
environment and more recently of the sweeping economic crisis. The word
utopia today, in the best of cases, seems like a romantic anachronism,

and in the worst, a provocative and dangerous term. After all, we are living
in a post-utopian world, as Greek historian Antonis Liakos argues,

even if this is not necessarily a contemporary symptom?2.

As early as 1964, when Theodor Adorno and Ernst Bloch carried out their
debate concerning the contradictions of utopian longing, the word had
already lost its validity3. Adorno opened up the discussion by stressing that
many of our utopian dreams (television, man's desire to fly, to travel to other
planets and to break the sound barrier) were fulfilled without necessarily
making us happier.“The fulfillment of the wishes takes something away
from the substance of the wishes,” he argued4. Bloch would not agree.

In Adorno’s statement, he discerned a readiness to depreciate utopian
thought, a condition he staunchly supported throughout the debate as

a form of criticism of “that which is present” since it pointed to the Brechtian
“something’ s missing” to conclude that"“utopia cannot be removed from

the world in spite of everything™.

The discussion between the two German philosophers gave rise to more
questions than gave answers. In particular, Adorno’s refusal to cast utopia
into a picture left the most crucial issue open ended®: What could the content
of utopia be? And most importantly, what is it that we long for in this quest?
Freedom, happiness, social justice, the refutation of death?

And if someone succeeds to define utopia’s content, how is one

to seek it and where?

Utopia first emerged from what Bloch called “the sea of the possible™

in the book of the same name by Thomas More (1516), who demarcated

in the narrow geographic borders of a remote island, the vision for

a just, lawful society. From the start, therefore, the term acquired social
connotations and was linked to man'’s quest for a better life. If we return,
however to Liakos' argument, utopian thought was not necessarily restricted
to this dimension. On the contrary, the term took, in the course of the
centuries, the form of a palimpsest and did not signify the same things®.
Having said that, however, the most persistent utopian manifestation which
keeps coming back to enchant human imagination is the quest for a utopian
society which, strangely enough, is often constructed on the shores of an
island. We need only look at the utopias which preceded and followed that
of More: Island of Faiakon, Blessed Isles, Avalon, Atlantis, even Cyprus
starred in Huxley's universe as an ideal location for carrying

out a social experiment®.

“Dreaming of islands [...] is dreaming of starting from scratch, recreating,
beginning anew™° wrote Deleuze, a view which could account for the reasons
that the coordinates of an island captivate, literary imagination in particular
(The Lord of the Flies, The Island, The Beach are only just some examples),

and often constitute the most appropriate topos for someone to reflect on
the specifications of a different society. However, an island does not always
appear on the horizon as a“paradise lost” or as salvation. As the anonymous
hero of D. H. Lawrence gradually discovers, moving from island toisland in
his search for self-fulfillment, its isolated world can also hide nightmares "
One could argue that something similar occurs with utopias. They are

these non-places, as the etymology of the word suggests, that contain

a projection into the future. However, once they are fulfilled and transported
into the present, they also carry within them frightening dystopias that
constitute -according to Liakos- a warning of the potential consequences

of any dream™. Man has managed to conquer the skies, but what is the cost
on the environment? Scientists have unlocked the riddle of DNA, but how
unwelcoming is a world based on the rules of eugenics? Robinson Crusoe
may have stepped ashore close to Trinidad, but Ariadne was trapped in Crete
and Ulysses on Calypso's isle. Each island and each utopia are defined by their
failure, and this is another aspect of their conjuction.

If we restrict ourselves chronologically to the 20t century and onwards,

a repeated motif in they way Cyprus has been represented in travel books
and tourist guides, fulfilled the stereotype of the"lost paradise” of the West
—a stereotype which stubbornly survives to this day in tourist campaigns,
where Cyprus is promoted as the idyllic island of Aphrodite. The European
reader, for example, who would flick through the pages of the photographic
feature produced by Maynard Owen Williams in 1928 for National Geographic
would have discovered a magnificent landscape, unpolluted by technological
progress and modernism, with women in traditional dress and men working
the soil against the backdrop of picturesque landscapes. But as an observer
rightfully notes, even if William's photos represented reality to a certain
extent, they were guided, at the same time, by an intense desire to discover
a"virgin territory”, something which did not allow him to include elements
that could put this search at doubt3. Cars, bicycles, busy streets, modern
buildings of the period, all remained outside the photographic frame.
William's approach in the years to come was to constitute the rule, since

in every pictorial representation, Cyprus was obliged to perpetually fulfill
Seferis’ saying of the place"onou To Baupa AeiToupyei akopn™™. Missing from
photographs and narratives of travelers was an additional dimension, that
which anthropologist Peter Loizos, in an interview, referred to as the“snake in
Eden”, pointing to the tense political situation which from the 1950s onwards
has to a large extent defined life on the island'.

Today, it is difficult for one to succumb to the charm of a romantic vision

of Cyprus. The myth has dissolved, since the utopian search foran island,
unpolluted and free of Cyclops and Laistrogens, is defined by the clear reality
of avacuum (Buffer Zone) and of a border (Green Line). To these are added
other dystopias: economic crisis, uncontrolled urbanization, migration,
incidents of racism, human trafficking. Who can now speak of utopiasin
these geographical coordinates?

The exhibition Utopia currently hosted at the Evagoras Lanitis Centre has

a distinctive characteristic. It is based on the new acquisitions of Nikos Chr.
Pattichis’ and the Phileleftheros newspaper’s collection. It could not function,
therefore, as a thematic exhibition in the strict sense of the word, drawing
artworks from the wider artistic scene to negotiate a meaning. Its framework
is defined by a collector's approach and point of view. Nevertheless, since

the interest of this particular collector in the country’s contemporary

art production, has during the past decade become more systematic

and targeted, this allows the presentation of his acquisitions under the
umbrella of a wider theme. The Pattichis collection, because of its steady
enhancement, offers a useful recording of the development of contemporary
Cypriot art of the past years, which points out some of the ideas and concerns
of alarge group of Cypriot artists.

Taking part in the exhibition are twenty four artists - from Cyprus and Greece
-and if there is a point of contact between them, it is their deep interest in
issues relating to our social and political environment. It is, therefore, at this
point that the meaning of utopia comes into play, linked as it is to the notion
of theisland, but also with the search of a better, different world. Many of the
works displayed are characterised by an inclination for utopian thought,

not as an ethereal and pointless day dreaming, but as an acute criticism

of the present.

Itis from such a critical inclination that works such as Mr. President Said
(20009) by Kostis Velonis were created, a sculpture which deals with the
architecture of the political spectacle; Palimpolis - The Train Station (2010) by
Demetris Neokleous, in which a chaotic anti-polis is pictured as an alternative
refuge; Module of Urban Landscape (2011) by Socratis Socratous, a sculptural
installation that places the viewer in the ruins of a city, which could easily
spark memories of destruction from the recent past (for example, the Mari
explosion). And concern for the present continues. With the dismembered
forms in the installation Statues in Crisis (2009) by Phanos Kyriakou, which
could work as a comment on the way ancient heritage is understood and
managed today. With the asphyxiate landscapes in Maria Loizidou's drawings
from 2011; with the suggested apocalyptic scenes in Peter Eramian’s Fantasia:
From the Disaster Series (2009) or with Christos Venetis' dramatic narrative

in his Anaemic Records (2009-2010). The concern becomes a cry of anguish

in Behind Closed Eyelids (2010) by Alexandros Yorkadjis; a well that never fills up
in Since You Left My Wet Embrace (2004) by Klitsa Antoniou; a terrifying dinner
in the Betrayal of the Dog (2010) by Polys Peslikas and an impenetrable
darkness in Starpool (201) by Lefteris Tapas. We also have Soteris Kallis'
monumental portraits, which point to the members of an imagined rotten
social system, but also works which refer more directly to or are sparked by
the political situation in Cyprus, such as Remember Me (2005) by Panayiotis
Michael; 41 Kilometres From The Shore (2011) by Vicky Pericleous; La Casa Curva
(2003) by Nicos Charalambides, in which the experience of a divided country
fragments narrative as well as architecture; and Just Married (2009) by Savvas
Christodoulides which points to a fragile state of cohabitation. The map of
Cyprus and whichever symbolism it may carry become an object of refocusing
in Stain (2010) by the same artist or in E-motions In Motion (2007-2008)

by Kyriaki Costa, whereas the island as a place of departure for a journey,
aconquestand a return is one of the themes in the work in three acts by
Christodoulos Panayiotou (2008). In the installation Animal Patterns (2012)

by Maria Toumazou, references are made to the modern patterns of the
architectural landscape, characteristic also of Stairs 8.85 m* (2009) by Elina
loannou, which belongs to a series of pencil drawings, which recreate

rooms of the house.

In Constantinos Taliotis’ photographs from the series You can be a cop,

a criminal or a lawyer. When you are facing a loaded gun, what's the difference (2011)
utopiais located in the science fiction field and the cultivated conviction,
particularly during the cold war, that extraterrestrial life is possible,

a conviction which could easily produce the hybrid post-human figures
proposed by Panikos Tembriotis in the series Tribus Hyba (2010). As for the
work Archetypes (2010) by Eleni Economou, utopia could be defined as

a studied, albeit chimerical quest for harmony, balance and justice in the
making of the world, both on a universal and an individual basis, a quest
which is also central in George Lappa’s Iron House from the Mappemonde (1987)
series that proposed an alternative charting of the world.

The exhibition Utopia does not aspire to offer a single filter through which

to appreciate and understand the works that are exhibited. Besides, artworks
are always subject to various interpretations, as is revealed by the artist’s
texts included in this publication. This exhibition's aspiration

is more determined by the need to follow the participating artists in whatever
journey of reflection and preoccupation they chose to forge, recognising
thatin these uncertain times, art may constitute one of the last uncharted
utopias, where oneis still allowed, by altering the present, to imagine the
future and dare the impossible.

Elena Parpa
Curator | PhD candidate Dept. History of Art,
Birkbeck College, London
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2VAAéyovtag OvTortieg

To MapTio Tou 1961, 0 Marchel Duchamp CUpHETEXEI O€ €va CUPNOCIO

Tou KoAAeyiou Texvwv Tou Mouaeiou TnG ®iAadéldela (Philadelphia Museum
College of Art), To B€pa Tou onoiou eixe TeEBEi uNG HOPPT| EPWTHHATOC:

«Kai petd amd dw, mou mdpe;» (Where do we go from here?). Zekiva Tnv opiAia

Tou, unooTnpidovTag 0TI «la va ¢avtacToUE To HéNAoV, Ba npénel

niBavov va Eekiviiooupe and 1o, Aiyo wg NoAU, npdadato napeABov...»
(AnpooielBnke yia NpwTn Gopa aTo NePIOdIKO Studio International, TeEUX0G 189,
lavouapiog — ®eBpoudpioc 1975). To 2008, 1) cuMoyT] Tou Nikou Xp. MaTTixn
napoucidoTnKe 0To ANHOTIKO KévTpo Texvav AgUKwaiag, und Tov TiTAo:
Where Do We Go From Here?. Ekeivn TnVv nepiodo, o SIAKEKPIEVOC LEAETNTT|G TOU
Duchamp, €xovtag unoynv Ta €pya Nou avrikouv oTn cUANoyr Tou, B€Anoe va
enava&lohoyroel To GUVOAO TNG KAANITEXVIKTIG MAPAywyr|G TOU vnolou Kal va
NPOCPEPEI TPOPT] YA KPITIKT) OKEWT) TNV "KOUPACHEVN” KAANITEXVIKT) OKNVT),
n onoia aképa npoonabouaoe va Swael pia Aoyikr| e€rjynon otnv akupwon
TN Manifesta 6 (Eupwmaikr MmevdAe Z0yxpovng Téxvng), oTnv kKabuoTépnon

TOU ano kaipd avapevépevou Uyxpovou Mouaeiou KUnpou, Tov TEpUATIOUO
¢ AeiToupyiag SUo onpavTiK®V ykaAepi pe dieBvr) napouaia (Kévrpo Téxvng
Aidamnpo kai Archimede Staffolini), Tnv avaoAr] idpuong Tng nePIAAANTNG
Akadnuiag Kahwv Texvawv kal TNV (natay®dn) KaTappeuaon TnG TO0O0, EKEivN
TNV enoxry, NPOBEBANHEVNG I6EAG — EPLHOVIG OXETIKA UE TO dIAAOYO PETAEU
«Kévtpoun (Aovdivo, BepoAivo, KAn.) kal «Mepipépeiacy (Aeukwaia) — pHia 16€éa
nou BprKe yovIHo £6adog Kal npaypatonoirnke

HE ENITUXIQ OE YEITOVIKEG XWPEC, ONWCE 0 Aifavog.

Ano TOTE, NOAAG ouvePnoav kal egakoAouBouv va cupfaivouv oTnv

EYXWPIa KAAAITEXVIKT) OKNVT], HE MPWTOBOUAIEG va NpoEpxovTal KUpiwg and
HEHOVWHEVA AToWA, KAANITEXVEG, AATPEIG TNG TEXVNG KAl GUAAEKTEG. O1 Kunpiol
KaAITEXVEC Ta&1deUOUV OUXVA KAl GULHETEXOUV LLE Ta €pya TOUC o€ SIEBVEIC
€KBETEIC TEXVNC, EVW KAMOIOI €XOUV NAEOV LETAKOUIOEI OTO «KEVTPOM,

onou ival EUKOAOTEPO va adpAagouv TIC EUKAIpPIEC.

Tov MapTio Tou 2012, 0 N. MaTTixng £Xel N(POOKANBei va napouacidoel

TN ouAAoyT) Tou aTo16pupa Euaydpa kai Kd6Anv Aavitn. To yiaTi o TiTAog Utopia
annyei eEvTovoTEPa anod NoTE aTa TpEXovTa (NTHHaTta TnG yXwpiag Kal
81eBvoUC KAANITEXVIKNC OKNVIC, KaAo Ba rjTav va avadntnBei emiténou.

MNépa an’ 6Aa auTd, Npoodépel éva oadéC oTiypa yia Tnv nopeia T6oo

TN oUANOYTC, 600 Kal Tou Kpioiou S1aAdyou Kal Tou yevikoU nAalcgiou

nou 1 ékBeomn eniBupei va avadeigel.

Y& OAOKANPO TOV KOGHO, N oUYXPOVN TEXVN KAl T) ayopad TEXVNG EXOUV
enekTaBei og NOAU peyalo BaBpo, pe TIG NEPICOOTEPEG XWPEG va diaBETouv
nA€ov TIC SIKEG TOUC MnievdAe, poudp TEXVNG, HOUCEia, IBpUHATa, ISINTIKEC
Kal KPATIKEC GUANOYEG, residencies, kaANITEXVIKA Bpafeia, KaBwg Kal yKaAepi.
To vnaoi TN Kunpou S1aBéTel pia nAoucia KAANITEXVIKT KANPOVORIA Kal Hia
HaAAov noAuTtdapayn IoTopia, n onoia avravakAd Tn yewnoMTikr} 6€om Tou
vnaiou Kal To pOAO TN, TOOO KaTd To NapeABoOv, 000 Kal Ta TEAEUTaia xpovia.
H noAiTikr) katdoTtaon Tng Kunpou €xel anoTeAeael peidov Bepa dlaldyou
avapopika HE TNV KAANITEXVIKT napaywyr] Tou vnaioU. AuTé To YEYOVOG

Ba pnopouoe va npoaeAkUoel TOUG NPOPBOAEIC TNC 51EBVOUC KAANNITEXVIKNG
OKNVNG, and Tn oTIyUr) Nou N NOAITIKN €XEI KATAOTEN 0 KEVTPIKOG NUpTjvag

TOU KOGWOU TNG TEXVNG KaTA To NnpoéapaTo napeABov (Npog enippwaiv TouTou,
apkei anAa va avadEPoUpE TNV NnoAuavapevopevn 71 Biennale Tou BepoAivou).
QoT1600, N €€ENIEN TNC OUYXPOVNG TEXVNG 0TNV KUnpo péoa oTig duo
TEAEUTAIEC SEKAETIEC UNT)PEE LAANOV avallIKT], Napad TO YEYOVAC OTI EXEI

va napouaidacel Ikavé apiBpd onpavTikwv kal S1EBVAC avayvwpIioHEVWY
KAANITEXVQOV. KAANITEXVEC, ENIHEANTEG, KPITIKOI TEXVNG, YKAAEPT Kal Ta

AlyooTd 16pUpaTa 6a pnopouaoav va €X0Uv cUpNpa&el o peyaiuTepo Babpo,
NPOKEIPEVOU va ENITUXOUV Hia SuVapIkOTEPN ouvEPyaaia e okond Tnv
npo®BNaON TNG KUNPIAKNG oUyXPOovng TEXVNG OTO EYXWPIO KOIVO, KaBw¢ Kal
oTn 61e6vr} KaAMITEXVIKE) oK. H KUNpog, péxpl OTIVUIC, XAVEl EUKAIPIEC.

EvTouTOIC, 6ev Ba npénel va yevIKEUOUWE, and T OTIYHT] Nou UNdpxel €vag
onUavTikdG apiBpdC B1a0WTOV KAl CUAAEKT®V EPYWV TNG OUYXPOVNG TEXVNG
otnv Kunpo, nou €xel Snpioupyroel onpavTikEC UANOYEC, Napd TOUG
NEPIOPICHOUC Kal TIC avTIEOOTNTEC NouU avaPpepBnKav nponyoupévwe. Mia and
TIG OMNHAVTIKOTEPEG I81WTIKEG OUANOYEG ival auTr) Tou Nikou Xp. MatTixn.

O N. NaTTixng ouAA€yel Pe NaBog dlakekpIpEva Epya aUyXpovng TEXVNG,
KUpiwg Kunpiwv, aAAa Kal opiopEva pya EAAVwV Kal EEviv KAANTEXVOV.
=ekivnoe Tn ouA\oy1] Tou Tn 6EKAETIA TOU 1990 Kal anod TOTE eunAouTideTal
pe 01aBepd pubpd. Av kal N oUAAoyr) Tou neplAapBavel Aiya €pya KaANITEXVOV
MouU avrikouv o€ lia naialdTepn yevid, 6nwg o XTéAIog BoTong (1929),

0 Glyn Hughes (1931) kal 0 AyyeAog Makpidng (1942),

TOV KUPIO OYKO TNG anapTidouv £pya KAANITEXVQOV MOU Yevvr|Bnkav oTa HEoa
NG dekagTiag TOU 1950 PEXPI Kal TN SEKAETIa TOU 1960, 6NWG 0 OE660UAQC,
n Mapia Aoigidou, o Nikog XapaAapniéng kai o Zappacg XpiotodouAidng,
péoa oTn SekagTia Tou 1970, 6nwg o davog Kupidkou, o MOAuG MeoAikag,

0 ZWKPATNC ZWKPATOUG, 0 AguTEPNC TANAG, KABWE Kal €pya TN vedTEPNG
YEVIAG KAANITEXV@V, O onoiol yevwr|Bnkav péoa oTn SekagTia Tou 1980,
onwg o Peter Eramian, o Zwtripng KaAAng kai n EAévn O1Kovopou.

O N. MNaTTixng rjTav and Toug NPWTOUG NOU ayopacav €pya anod TIG NPWTEG
eKBE0EIC TWV eV AOyw KAANITEXV®V Kal and TOTE napakoAoubei adidAeinta
™V €EENIEN TNC Nopeiag Toug. EMSeIKVUEI ovadikr Kal agloonueinTn nioTn
oToug Kunpioug kaANITEXVEG Kal Tov Slakpivel éva aioBnpa kabrjkovtog

Kal uneuduvoTnTag anévavTi 6TNV KUNpIakn TExvn. To épaud Tou givai

va dSnUIoUpyT|OEl [ia oNUavTIKr) OUAAOYT)/ OWHA EPYWY NOU va anoTeAEiTal
KUpiwg anod épya Kunpiwv kaAITexvav. AuTo, BEBaia, dev onpaivel Ot

bev evdladpépeTal yia €pya EEvav KAANITEXVAOV, AAAA OTI €XEI TOAUT|OEI va
Snuioupyrioel pia cuAhoyry, enevbUovTag 0TOUC EYXWPIOUC KAANITEXVEG

Kal TNV KAANITEXVIKT] NopEia Toug, NpodyovTag, Kat autov Tov Tpono,

ToV 81AAOYO0 OXETIKA [E TN oUyXpovn TEXVN OTN XWPA Tou. ‘EXEl APIOTN yV®On
TOU TI cupBaivel S1EBVAOC KAl EVNEPWVETAI NAVTOTE Yia TIG EEENIEEIC OTNV
ayopa Epywv TEXVNG. ENIoKENTETAI ouXvaA pouaoeia, SieBveiq ekBEaelg Tou
€EWTEPIKOU, biennale kal ival ApioTa EVNUEPWHEVOC OXETIKA LE TOUG EEVOUG
KAANITEXVEG. QOTOOO, €XEI EMAEEEI CUVEIONTA va dnIoUpYN ol Hia GUAOYY,
n onoia 8a cupBANEI oTNV NPoWBNON TWV KUnpiwv KAANITEXVAOV OTO
€EWTEPIKO, KABIOTWVTAC TO vnoi TNE KUnpou opatd enavw oTo XApTn TNG
81eBvoUg auyxpovng TEXVNG. To NdBog Tou yia TN cUAAOYT| €pywv GUYXPOVWOV
Kunpiwv kaAITEXVOV anoTeAei ad’ eauTou Tou pia dS)Awaon Tou CUAAEKTT,

n onoia, TeEAIKA, Pnopei va anodeixBei onpeio ekkivnong yia Tn dnpioupyia
Hiag oknvrg ZUyxpovng Téxvng otnv Kunpo.

O N. NatTixng ayopadel onpavTika €pya, Ta onoia, o€ OPICHEVEG NEPINTWOEIG,
€ival pouoeiakng agiag kal Ta anoBnkevel pexpl va Bpebei n kataAAnAn

oTéyn nou Ba piAo&evrioel TN oUAoyr| Tou. O i810¢ Bewpei NOAU onUavTIKO
TO YEYOVOC OTI 1 GUAAOYT] TOU Npénel va gival npoofdcipn, 7600 610 eupy
KoIvV6 600 Kal aTa diagopa 1I6pUpaTa. E€aitiag Tou yeyovdTog 611 Sev undpxel,
HEXPI OTIVUIC, HOUOEio aUyXpovng Téxvng aTnv Kunpo, évag Tponog yia va
KaTaoTei NPoaBAaipn n UANOYT] TOU OTO KOIVO €ival 1) napaxwpnon Twv
Epywv o€ ekBETeIg, og €BVIKO Kal BIgBVEG eninedo. H npwTn avdloyn £kBeon
fiTav autr pe Tov TiTAo Where Do We Go From Here?, nou 8iopyavwBnke Tov
Maio Tou 2008 aT0 ANPOTIKO KEvTpo Texvwv AEUKWaTIag Kai fTav N npwTn
npoondbeia yvwpipiag Tou Koivou pe T cuAAoyr Tou N. MaTTixn. Eival
181aiTepa evdlaPEpov To yeyovog OTI Ta NEPICOOTEPA £pYA AUTNG TNC EKBEONC
xapaktnpidovrav évtova anod To OTOIXEIO TNG NApacTaTikdTNTac. To 2000
naparnpribnke pia avaBiwon otnv napactatikn} {owypadikn, TNV NapacTaTikn)
YAUNTIKE, TNV TEXVN NoU aykaAiddel Tn Aaikr] KANpovopIa Kal NOAAEG CUANOYEG
SiakpivovTal and auTd To XapakTnPIoTIKO OTOIXEID. € AUTHV TNV NPWTN TOU

€KkBeon, To KUPIO BENA OpICHEVRV EPYWV NTAV CUVBETEIC avBp@nIvwV Hopdwy,

npoownoypagieg, avBpwnopopPika kal {wopopdIkad YAUNTA 1 EYKaTaoTACEIG
(installations). Ta épya napouaciadav pia TAon Npog TNV aneikovion Hopdpwv,
av Kal o€ KANOIEG MEPINTWOEIG AUTT) T)Tav anAd pHovov Eva anod Ta oToIxeia nou
ouveBeTav To €pyo. Ta nepioadTepa and Ta €pya Tng ekBeong avrikav ridn

oTn ouMoyr Tou N. MNatTixn, woT600 o id10¢ avéBeoe o€ névTe KAANITEXVEG va
dnuioupyrioouv kavoupyla épya. O ddavog Kupidkou, o Mavayi®tng Mixana,
0 MOAu¢ MeoAikag, 0 TWKPATNC TWKPATOUG Kal 0 AguTéPNC TAnag
PIAoTEXVN oAV Kalvoupyla €pya yia Toug okonoug TG ékBeong. O N. MaTTixng
B€Anoe va €xel pia oUvdeoN LE TOUG KAAAITEXVEG KAl VA YVWPIOE! TIG ISEEG
TOUG, WOTE va dnpioupynBouv ¢iAddoa £pya, Ta onoia dev Ba pnopoucav

va eTiIaxToUv Unod KAvoVvIKEG CUVOTIKEG, €181KA O 6,TI apopd Tnv KAIpaka,

™ ¢1Nodogia 1 To kdoTog Toucg. Opiopéva anod Ta épya unripxav 1én wg
npooxédia kal kanola aAAa, e Tov évav 1| e Tov dAAo Tpdno, gixav oToxo va
€KPPACOUV TNV avTandKpIoT OTO EPWTNHA Nou €B€TE 0 TITAOG TNG €KBEONC.

O N. MatTixng nioTevel 6T n avabeon Tng dnpioupyiag evog Epyou anoTeAEi
Hia npokAnaon, n onoia Tov OAOKANPWVEI WG CUAAEKTT), ano T GTIYUN Nou

0 i610¢ evbladEpETal yia TOUG KAANITEXVEC Kal EUNAEKETAI APECA O€ OAOKANPN
™ d1adikacia Tng napaywync. ‘ETol e€nyeital kal To yeyovog o071, and TOTE,
€xel apxioel va Seixvel nio evepyd evdiadépov doov adpopd Tnv unooTrpIEN

Kal TV ayopa peyaiwv eykataoTdoewv (installations), o1 onoieg 6ev pnopouv
va napouaciacTouv oTo SIKO ToU I8IWTIKO XWPOo, aAAd anaiTouv PeydAoug
ekBeaIaKoUG XWPOUG HOUTEIWV 1) akopn kal Snpdoioug XWpoug.

‘EXouv nepacel Téooepa xpovia and ToOTe kal paivetal 611 «H {wri Xwpig

OuTonia gival nviynprj, TOUAAXIOTOV yia TOUG NEPICTOTEPOUG: O KOGHOG
npénel va KupleuTei and pia kaivoupyia TpéAa, S1apopeTikA KIVOUVEUEI va
yivel éva anoAiBwpan. (E. M. Cioran, History and Utopia, University of Chicago
Press, 1998). H Utopia €ival n 6eUTepn €kBeoT 6GnNou napouaialeTal 1 181WTIKT
ouM\oyr) Tou N. MaTTixn, HE véa, MAEOV, anoKTHATa, KaBwg n cUAAOYT| EXEI
avalnTroel kal £Xel Bpel kalvoupyieg atpanoug. Ta vea pya ival AiyoTepo
napacTaTikd, napouacialouv NepIcodTEPO SOWIKA aTOIXEIa Kal ouvbéovTal
LE €va NEPICOOTEPO KOIVWVIKOMOAITIKO NAaiclo. T ékBeomn napouaidlovTal
OMNMavTIKA £pya ONwG eival Tou KwaTr) BeAwvn Left Wing Melancholy is Going
Away, Tou XpioTodoulou MavayiwTou Untitled, Act I: The Departure | Act II: The
Island | Act Ill: The Glorious Return, Tou ®dvou Kupidkou Statues in Crisis,

™G Mapiag Aoigidou Living Small, Tng Bikug NepikAéou 41xAp. And tnv AkTH,
Tou MéAu MNeohika Betrayal of the Dog, Tou ZWKPATN ZwKkpAToug Makéra AoTikou
Torfou, Tou Nikou XapaAapnidn La Casa Curva, Tou ZaBBa XpioToSouAidn
Nekég, nou peTappdalovtal avaloya anod To BeaTr| kal ToOU ENITPENOUV va
KAVEI TOUG 81KOUG TOU CUVEIPHOUG. H ékBeon nepiAapBavel eniong opiopéva
€pya video, dnwg To Fantasia Tou Peter Eramian, To Stand Home Stand Tou
MavayiwTtn MixanA kai To E-motions in Motion Tng Kupiakrg KooTa.

O N. MatTixng €xe1 unapé&el 1Id1aiTepa yevwalodwpog 6oov adpopd Tnv
npo®Bnaon TG Téxvng anod kabe dnoyn. Q¢ ekdOTNG TWV EPNUEPIdWV

O ®iAeAeuBepoc kal The Cyprus Weekly €xel kaTapTioel pia kabBnuepivr) atlévra,
6nou kataypapovTal Ta oNUavTikOTEPA NOAITIOTIKA yeyovdTa, TOGO TNG
Kunpou, 600 Kal Tou €€wTePIKOU. H KUpIakaTikn £k6oom Tou DIAeAelBepou
nepliAapBavel pia evotnTa e Tov TiTAO EnTd Hpépeg MoAITIopdc e EKTETAPEVA
apBpa kal ouvevTeUEEIG, NoU KAAUNTOUV O,TI cUPPBaivel OTOV KOGHO TOU
noAITIopoU. EninAéov, e€€816¢ yia névte Xpovia To nepIodikd YoTepdypago,
Hia ano TIC onUavTIKOTEPEC KUNPIAKES EKSOTEIC yia BEpaTa MONITIOHOU.

To ev Adyw NePIodIkG anoTEAETE pia dnpioupyikr] NnpwToBoulia, kKabwg
OUMETEIXaV AvBpwnol and To XWPO TNE TEXVNE KAl TOU NONITIOHOU.
AlakpivoTav ano pia kahaioBnTn eikovoypagnaon, n onoia, o cuvduacpd
He BewpnTika Keipeva, napouaiale To €pyo KATagIWHEVWY, aAAA KAl VEWV,
KaANITexvav and Tnv Kunpo, Tnv EAAASa kai To eEnTePIKO. ‘EXEI I6pUTEI

TO Mouaeio Zuyxpovng Téxvnc Kumpou CYCO (Cyprus Contemporary Art Museum)
Kal ivar 1810KTATNG TN YKaAepi Omikron. Tkondg kal prhodogia Tou eival

N npoaywyn TN¢ TéXvNg Kal n npowBnaon Tou KaANITEXVN, anod KABe anoyn
Kar Y Kabe kOATOG.

KaAd¢ OUANEKTNG €ival «auTOG Nou €ival naBiaopevog, yvwoTng Tou
QVTIKEILEVOU, OTOXAOTIKOG, KANolog 1j kdnola nou éxel oagr aiobnon Tou

TI B€Ael va kavel, cadr} aioBnon yia Toug KAANITEXVEC NouU Tov 1} TNV
evdladEpouv, Kal Nou gival aposIWUEVOG OE aUTHV TNV Npoonadeian
(napabepa Tou Glenn Lowry - AieuBuvTr) Mouagiou MovTépvag Texvng (MOMA),
NéEa Yopkn, Collecting Contemporary, Taschen, 2006, 0. 262). la Tov N. MaTTixn,
TO KPITT)PIO ayopdag eVOG EPYOU TEXVNG OV gival n enevduon oTnv ayopd
TEXVNG.

Eival To va epwTeuTEi TO i610 TO €pYy0, HE YVOHOVA NAVTA TNV NPOCWIKY

TOU Kpion, To éVOTIKTO Kal To ouvaioBnud Tou. EniokénTeTal 0 i610¢ TO
€pyaoTripIo TOU KAANITEXVN 1] TIC YKAAEPI, NpIv anod Ta eykaivia piag EKBeaNg
nou Tov evlladépel, kal Epeuva 1 BABo¢g Ta Epya. Anpioupyei Hia cuAAoyN
nou xapakTnpiZetal anod apTiotTnTa. Me €pya nou xapakrnpiovral anod
101aiTEPA CUVEKTIKT SUVANIKT) KAl aI0OCMHEIWTN MOIOTNTA HE OTEPED
BewpnTiko UNdPBabpo.

‘Evag Tponocg yia va ekppacTei n olyxpovn KaANITEXVIKT wvTavia Tng

Xwpag ivar n avaAnymn mg enipéAeIag piag EkBeonc piag anod Ti¢ NAéov
ONHAVTIKOTEPEC ISIWTIKEG CUANOYEG EpywV TEXVNG TNE KUnpou.

H cuAAoyrj diakpivetar ano pia EexwpioTr) duvapikr, Kabwg dnuioupyei evav
€vTOvO &1aAoyo HETAEU TWV EpywV, Ta onoia dlapopdwVvouV To EUpU Npicpa
TNG KUNPIAKTG KAANITEXVIKIG Napaywyng Kal Tou oXeTikou {wTikou Siahdyou
yUpw and autrv. AUTO To NOAUXPWHO, {wvTavo, NnoAupopdIkd npiopa Ba
pnopouaoe va xapd&el To dpdpo yia Tov Niko MarTixn, WoTe va oToxaoTei navw
O€ VEEC ENIKPATEIEC KA, TEAIKA, va S1aPopPWOEI VEEC NEPIOXEG — (TOMNOC).

AG €XOULE KaTa vou OTI «Evag naykOOWIOg XApTnG nou dev nepIAapBavel

TNV Outomia 6ev a&idel oUTE pia patid, yiaTi anokAEgigl T povn xwpa énou
dev énaye noté va natd n AvBpwndtnTan (Oscar Wilde, The Soul of Man

Under Socialism, CreateSpace, 2011).

Mapia £Taén
A1euB0VTpIa Omikron Gallery | EnipeAnTpia



Collecting Utopias

In March 1961 Marchel Duchamp was taking part in a symposium at the
Philadelphia Museum College of Art under the title ‘Where do we go from here?
and kicked off his talk by suggesting that'To imagine the Future,

we should perhaps start from the more or less recent past. (First published
in Studio International 189, January — February 1975). In 2008 the collection
of Nicos Chr. Pattichis was presented at the Municipal Art Centre in Nicosia
under the title: Where Do We Go From Here? A very prominent Duchampian
(re)-called at the time not only to reflect upon the collection’s art works,

but to more closely re-evaluate the apparatus of the cultural production

of the island and to give (critical) food-for-thought to a worn out local art
scene that was still trying to make sense of the cancellation of Manifesta

6 (The European Biennial of Contemporary Art), the delay of the long-awaited
Cyprus Contemporary Museum, the closure of two important galleries with
international presence (Diaspro Art Centre and Archimede Staffolini),

the postponement of the long-proclaimed Fine Art Academy and the
(noisy) collapse of the hyped up idea — obsession of the time on ‘the dialogue
between the Centre (London, Berlin etc.) and the Periphery (Nicosia) —

an idea neighbouring countries such as Lebanon have successfully realised.
There has been quite a lot happening since then on the local art scene,

with initiatives coming mostly from individual artists and individual art
lovers and collectors. Cypriot artists travel extensively and participate
ininternational art shows, while some moved to the Centre where there

is greater opportunity.

N. Pattichis has been invited to present his collection at the Lanitis
Foundation Centre in March 2012. Its title Utopia reflects more crucially than
ever on current issues of the local and international art scene and would

be better if reviewed on the spot. Nonetheless it gives a clear indication of
the direction of both the collection and the critical discourse and context
that the exhibition wishes to push forward.

Throughout the world, contemporary art and the art market have expanded
to a great extent, with most countries nowadays having their own biennials,
art-fairs, museums, foundations, private and public collections, residencies,
art-prizes as well as art galleries. The island of Cyprus carries a rich cultural
heritage and a rather turbulent history that reflects the island’s geopolitical
position and its role, both in the past and in recent years. Its political
conditioning has become a major discourse in the art production

of theisland. This could have attracted the attention of the international art
scene, since politics have become a central core in the art world of the past
years (to top it all, we could just name the much expected Berlin Biennale

7). Nonetheless, the development of contemporary art in Cyprus in the past
couple of decades has been rather anaemic despite the fact that Cyprus has
a number of well-established and globally recognised artists. Artists,
curators, art critics, galleries, institutions and the few foundations could
have collaborated more, in order to create a more dynamic cooperation

and promote Cypriot contemporary art to the Cypriot public as well as

to theinternational art scene. Cyprus has so far missed out on opportunities.

One, however, should not generalise as there are a number of art lovers/
collectors in Cyprus who have built very interesting collections despite the
limitations and challenges discussed above. One of the most important
private collectors in Cyprus is Nicos Chr. Pattichis. He has been passionately
collecting distinctive contemporary artworks, mainly from Cypriot, some
from Greek and a few from foreign artists. N. Pattichis began collecting in
the1990s and has been building up a collection, which has been constantly
growing ever since. Although his collection contains a few artworks from an
earlier generation of artists such as Stelios Votsis (1929), Glyn Hughes (1931)
and Angelos Makrides (1942) it mostly comprises artworks from artists bornin
the mid 19505 to 1960s such as Nicos Charalambides, Savvas Christodoulides,
Maria Loizidou, Theodoulos, artists from the 1970s like Phanos Kyriacou,
Polys Peslikas, Socratis Socratous, Lefteris Tapas, as well as of the youngest
generation of artists who were born in the 1980s like Eleni Economou, Peter
Eramian and Soteris Kallis. N. Pattichis was one of the first to buy works from
their debut exhibitions and he has been following their careers ever since.

He exhibits a unique and remarkable loyalty towards Cypriot artists and
carries a sense of duty and responsibility towards Cypriot art. His vision is

to build a substantial collection/body of works comprising mainly Cypriot
artists. This does not mean that he is not interested in the works of foreign
artists but he has chosen to create a daring collection by investing in the
artists and their careers and, as a result, is helping to boost the dialogue on
contemporary artin his country. He is very well aware of what is happening
internationally and is up to date with the art market. He frequently visits
major museums, galleries, art fairs abroad and biennales and is well informed
about foreign artists. However he has consciously chosen to develop

a collection that promotes Cypriot artists abroad and makes the island visible
on the contemporary art market map. His passion for collecting artworks
created by Cypriot artists is in itself a statement that he makes which
ultimately may prove to be a starting point for the creation of

a Contemporary Art scene in Cyprus.

N. Pattichis acquires major artworks that in some cases are museum pieces,
and keeps them in storage until he can find a house for his collection.
Itisimportant for him that his collection is accessible to the general public
and toinstitutions. Due to the fact that there is still no contemporary art
museum in Cyprus, one way of making the collection accessible to the
publicis by lending the works both to local and international exhibitions.

The first such exhibition - Where DoWe Go From Here? - took place in May 2008
at The Nicosia Municipal Art Centre and was the first attempt to introduce
his collection to the public. It is quite interesting that most of the works
exhibited there had strong figurative elements. In 2000 there was a revival

in figurative painting, figurative sculpture, art that embraces popular culture
and quite a lot of collections had this characteristic. In his first exhibition

the subject matter of some of the works was compositions of human

figures, portraits and anthropomorphic and animal-shaped sculptures or
installations. The works had a tendency towards figure, even though in some
cases it was just one of the elements of the work. Most of the exhibited works
were already part of his collection although five artists were commissioned
to produce new works. Phanos Kyriacou, Panayiotis Michael, Polys Peslikas,
Socratis Socratous and Lefteris Tapas all made new works for the purposes of
the exhibition. N. Pattichis wanted to engage with the artists and their ideas
to create ambitious works that would not ordinarily be possible to create in
terms of scale, ambition or cost. Some of their works already existed as ideas
in a sketchbook and others in some way or another aimed to reflect on the
question posed by the title of the exhibition. N. Pattichis finds this process

of commissioning the artists a challenging act that fulfils him as a collector
since he cares about the artists and becomes directly involved in every aspect
of the production. That is why since then he has become even more interested
in supporting and buying major installations that cannot be displayed in his
home but require museum exhibition spaces or even public spaces.

Four years later and it feels“Life without Utopia is suffocating, for the
multitude at least: threatened otherwise with petrifaction, the world must
have a new madness.” (E. M. Cioran, History and Utopia, University of Chicago
Press, 1998). Utopia is the second exhibition of his private collection showing
important new acquisitions, with the collection having taken a new path.
The new works are less figurative, presenting more structural elements

and relating to a more socio-political context. Major works, such as Nicos
Charalambides’ La Casa Curva, Savvas Christodoulides’ Stain, Phanos Kyriacou
Statues in Crisis, Maria Loizidou Living Small, Christodoulos Panayiotou
Untitled, Act I: The Departure | Act II: The Island | Act Ill: The Glorious Return, Vicky
Pericleous’ 41km From the Sea Shore, Polys Peslikas' Betrayal of the Dog, Socratis
Socratous' Module of Urban Landscape and Kostis Velonis' Left Wing Melancholy is
Going Away are part of this exhibition and can be interpreted depending on the
viewer, allowing him to make his own associations. The exhibition contains a
few video works such as Peter Eramian’s Fantasia, Panayiotis Michael's Stand
Home Stand and Kyriaki Costa’s E-motions in Motion.

N. Pattichis has been very generous in promoting art in all aspects.

As the publisher of Phileleftheros newspaper and The Cyprus Weekly,

he has established a daily agenda that documents the most important
cultural events locally and internationally. The Sunday issue of Phileleftheros
contains a section called Seven Days of Culture with extensive articles and
interviews covering what is happening in the cultural world. In addition,

he published Ysterografo for five years, one of the most important cultural
publications in Cyprus. It was a very creative proposal, with the participation
of people from art and culture. It demonstrated an aesthetic image combined
with theoretical writing and presented the work of established and emerging
artists from Cyprus, Greece and abroad. He is the founder of CYCO (Cyprus
Contemporary Art Museum) and is the owner of Omikron Gallery. His aim and
ambition is to promote the art, the artist, in every aspect at any cost.

A good collector is“someone who's passionate, knowledgeable, thoughtful,
who has a clear sense of what he or she wants to do, has a clear sense of

the artists that interest them, and who is dedicated to the effort” (Glenn
Lowry - Director of Museum of Modern Art (MOMA), New York cited in Collecting
Contemporary, Taschen, 2006, p. 262). The criterion of buying a work for N.
Pattichis' collection is not investing in the art market; it is all about falling

in love with the work, depending on his personal judgment, his instinct and
emotion. He will either visit the artist’s studio or go to the galleries just before
an opening of an exhibition that interests him and explore the works in great
depth. He is building a collection that has integrity; very coherent dynamic
and meaningful quality works with substantial theoretical background.

One way of expressing the country’s cultural contemporary vitality is by
curating an exhibition of one of the most important private collectors in
Cyprus. The collection is very dynamic, creating a strong dialogue between
each one of the works that form a wide prism of the Cyprus cultural
production and its crucial discourse. This colourful, vibrant polymorphic
prism could form the way for N. Pattichis, to reflect upon new grounds and
eventually shape new places (Topos). Let's keep in mind that“A map of the
world that does not include Utopia is not worth even glancing at, for it leaves
out the one country at which Humanity is always landing.” (Oscar Wilde,

The Soul of Man Under Socialism, CreateSpace, 2011).

Maria Stathi
Omikron Gallery Director | Curator
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K\itoa Avtwviov

To £pyo Since You Left My Wet Embrace dnpioupyriBnke otnv Kiva

TO 2004 Kal anoTeAei andnyo piag enavahapfavopevng Bepatoloyiag,

n onoia Slanvéel TN 60UAEIA pou. MePIOXEG iaong, 6Nou Kovwvika dikTua

Kal méava HEAAovVTa nopouv va dnpioupynBouv, va yivouv oveipopavtaciec,
Kal va npaypatwBouv. Mia cuA\oyIKr} unevBupion TNG an®Agiag Kal

Hia NPoownIKr eNIPUAALN yIa TO «EMOIKOSOUNTIKO» OTOIXEIO TNGARONG,

nou anoTeAoUv Ta U0 KEVTPIKA {NTrjHaTa TOOO 0T AEIToupyia Tng
avdapvnong, 600 kal oTn AEIToupyia TNG KOIVWVIKA EVOWHATWHEVNG HVAHNG.
To Since You Left My Wet Embrace €ival pia katackeur] nou poiddel e nnyad,
XTIOHEVO and XelponoinTa, XwploTA KaTaokeuaopéva doxeia nopoeAavng
Opola pe ToUuBAa. O TiTAog napbnke and €va epwTikd Tpayoudi TG Bjork,
6nou n voaTalyia kai n BAiYn npokaAouv cuvelppoug yia Hia

apgionpn aprynon.

Ta nopoehaviva pe enikdAuyn and mother-of-pearl doxeia, wg dopikd
oTolxeia, npoBdAAouv Npoe&ExovTa avoiypara, nou Nnapanépnouv o
€AKUOTIKEC, aAAd TauTOXpova KAl NPOOTATEUTIKEG, OEEOUANIKEC GUVEKSOXEC.
To €pyo yiveTal éva avéPIkTo doxeio dedopévou OTI Ol NEPIOPICHOI TNG
HOpP®NG TOU peTaToniCouv Kal AKUP®VOUV TN AEIToupyia Tou. H xprjon Tng
APXITEKTOVIKNG Kal TNG dnuioupyiag nepiBwpiou and Tnv idia Tnv KATAoKEUN,
TNV opioBeTolv, TNG Npocdidouv NAaiolo, eve TauTdXpova TNV KAvouv
unodoyxéa Tou kevoU TNng. Kevo, To onoio epNoTideTal e éva KOKKIVO
E0WTEPIKO Kal ENEKTEIVETAI ANEIPWC NPOC TA KATW.

H nAéov aToixelwdng AeiToupyia Tou nepIBALaTog cuviotaral

0TO dIaXWPIOTIKO, KATI aav TOiX0 1} GUVOPO, NAPOKOIa E TNV NPWTN
avBpwnivn NPAagn nou opider TNV KEKTNHEVN MEPIOXT], TOV EOWTEPIKO XWPO,
WG KATOIKNOILO NPOOTATEUTIKG KaTapUyIlo, WG 0iko nou SlaxwpileTal anod

TO PUOIKO, XaoTIKO NePIBANNov. H diadikaacia eykAeIopoU SnAwvel ToV TPONO
Mou To XAo¢ LeTaTpéneTal oe edadikr| neEpIoxN.

H €vvola Tou UdaTog, NoU EVOWHATWOVETAI OTOV NUPKVA TOU £PYOU, anoTUNQVEI
Tnv napanAavnTikn 1Id8l0cuoTagia TNG HVHNG, EV® TO SUCAEITOUPYIKO, OKANPO
KEAUPOG NPOPBAAAEl EPdATIKA TNV avanoPeuKTn aiobnaon Tng anwAelag.

To €pyo peTapoppvetal oe oduvnpr SriAwaon 6cov apopd Tov NEPIOPIOTIKO
XaPaKTrpa Kal Tnv eVoxAnTIkr ¢puon Tng pri&ng Kal TNG an®AEIag, ECWTEPIKA
Kal EEWTEPIKA.

H KAiToa Avtwviou (yev. 1968) (el kal epyaleTal 0Tn Aeukwoia. Eival anddoiTog

Tou Wimbledon School of Art, Aovbivo (1987-1988) kal Tou Central St. Martins School

of Art and Design, Aov&ivo (1988-1991). ‘Ekave HETANTUXIAKEG ONOUSEG OTO IVOTITOUTO
Pratt, Néa Yépkn (1991-1993), kal gival unogridia 816akTwp o1o TEMAK. And T0 1994 HEXPI
ONHEPA EXEI NpaypaTonoIoel NOANEG ATOHIKEG Kal opadIkEG EKBETEIC 0TV KUnpo Kal
0TO EEWTEPIKO HETASU TwV ONoiwv ol Mo NpdopaTeg nepidappavouv 2011: The Location

of Culture, Pulchri Studio, Xayn, OMNavdia, OCC one (Original Certified Copy one),

Tint Gallert, ©ecoalovikn, Roaming Images, The Persistence of the Image, Makedovikd
Mouaoeio ZUyxpovng Téxvng, Biennale ©@eooaiovikng, Rolling Snowball/2', Wonderland
Lotte Square, Quanzhou, Kiva. 2010: Exterritory Project, Meodyeloc ©dAhacoa,

(Tnv Kunpiakr cuppetoxn enipeleital n KAitoa Avtwviou), MmievdAe Mekivou, Kiva,

The Little Land Fish, Antrepo exhibition venue, KwvoTavTivounoAn, Breaking Walls- Building
Networks, Makedovikd Mouaeio ZUyxpovng TExvng, @€caalovikn. 2009: MMpogwmiKé-
MoAimikd, Biennale ©@eooalovikng, Tempus Arti Triennial Exhibition, Bpu&éAAeg, Project
Launch, Exhibit Gallery, Aovdivo. 2008: OPEN BeveTia, Action Field Kodra, @ecoahovikn,
Umedalen Skulptur, Galleri Sandstrom Andersson, Umea, founédia.

Eival ouvidpUTpia Tng opddac Artrageous.

Klitsa Antoniou

Since You Left My Wet Embrace, created in China in 2004, echoes a recurrent
theme permeating my work. Places of healing, where social networks

and possible futures can be created, imagined and inhabited. A collective
reminder of loss and a personal cautiousness about“constructive forgetting”,
both of which are central matters to the function of memory and the function
of the socially-embodied memory.

Since You Left My Wet Embrace, a well-like construction, is built from an
assortment of individually made, handcrafted porcelain vessel like bricks.
The title is borrowed from a love song by Bjork in which the nostalgia

and grief suggest a continuity of an ambiguous narrative.

The porcelain containers, coated with mother-of-pearl, as structural
elements, project protruding apertures, which suggest sexual parallels,

that grow to be both attractive and self-protective. The work becomes

an impractical container since the constraints of the sculpture’s form displace
and obstruct its function. The sculpture’s use of architecture and framing
intends to demarcate, frame and contain its own void imbued with

ared interior extending infinitely downwards.

The casting’s most elementary function is the partition, whether wall

or border, similar to the first human deed that determines the captured area,
theinternal space, as an inhabitable and protected refuge, as a home which
is segregated from the natural, chaotic environment. The confinement
process is how chaos becomes territory.

The notion of water embedded in the core of the work, depicts the deceptive
quality of memory, whereas the dysfunctional, harsh vessel emphasises

the unavoidable sense of loss. The work becomes a painful statement

with regards to the curtailed and disturbing nature of rupture and loss,

both internally and externally.

Klitsa Antoniou (b. 1968) lives and works in Nicosia. She graduated from Wimbledon
School of Art, London (1987-1988) and Central St. Martins School of Art and Design,
London (1988-1991). She completed her MA at the Pratt Institute, New York (1991-1993),
and she is now a PhD candidate at Cyprus University of Technology. Since 1994, she has
presented her work in many solo and group exhibitions in Cyprus and abroad among
which are 2011: The Location of Culture, Pulchri Studio, Hague, The Netherlands,

OCC one (Original Certified Copy one), Tint Gallery, Thessaloniki, Roaming Images,

The Persistence of the Image, Macedonian Museum of Contemporary Art, 3™ Thessaloniki
Biennale of Contemporary Art, Thessaloniki, Rolling Snowball/2', Wonderland Lotte
Square, Quanzhou, China. 2010: Exterritory Project, Mediterranean Sea, (Cyprus’
participation curated by Klitsa Antoniou), Beijing Biennale China, The Little Land Fish,
Antrepo exhibition venue, Istanbul, Breaking Walls - Building Networks, Macedonian
Museum of Contemporary Art, Thessaloniki. 2009: Personal-Political, Thessaloniki
Biennale, Tempus Arti Triennial Exhibition, Brussels, Exhibition Launch, Exhibit Gallery,
London. 2008: OPEN, Venice, Action Field Kodra, Thessaloniki, Umedalen Skulptur,

Galleri Sandstrom Andersson Sweden. She is one of the founding members

of Artrageous Group.

Since You Left

My Wet Embrace
2004

KIVEZIKN mopoeAavn,
KaBpEPTNC

214 X152 €K.

Since You Left

My Wet Embrace
2004

chinese porcelain,
mirror

214X152 cm




Kostis Velonis

Left Wing Melancholy is Going Away , 2009 " Utopia

Here | present a small red star within a larger one, a referencetothe e

relationship of an individual to the social environment, to the vulnerable

subject with the mechanisms of handling power. The failure of the ideology

of the left, through the experience of inflexible and tyrannical regimes,

extends the melancholic mood created by the desire for the unfulfilled vision. 28 29

Both the large and the small star appear to mourn their denial by history. 7
Itis doubtful whether the descendant will be able to escape from the

imposing shadow of the father, but the demand for liberation from the

weight of history is present and alive.

Mr. President said: | cannot function when I think that you will leave me,
but I know that I try....Will you let me be now, can’t you be believing now? 2009

The poster of the exhibition of American building and town planning
techniques (Exposition des Techniques Americaines) at the Grand Palais

in the summer of 1946, designed by Paul Colin was the reason | constructed
a political platform from unprocessed wood from construction sites

and industrial pallets, as an attempt to convert post-war American
building knowhow to the architecture of the political scene.

Kostis Velonis (b. 1968) lives and works in Athens. He studied Fine Arts in Paris
and received his Master's degree in Cultural Studies from the London Consortium,
Birkbeck College, London. He earned his PhD from the Department of Architecture,
N.T.U.A University of Athens. He took part in a number of group exhibitions such as:
In Present Tense at the National Museum of Contemporary Art, Thessaloniki (2007),
Barricades Without Borders ‘68 - New (Brave) World at the XXIV International Festival,
Sarajevo (2008), Show me, Don’t Tell me at the 1t Brussels Biennial for Contemporary
' r Art (2008), TheWorld Question Center at the 2nd Athens Biennial (20009). In 2011, he took
K(O GTT]C BSA(UVT] C partin the group shows NTépTi Humanism at Faggionato Fine Art, London, An Elusive
) ) Object of Art at Dana Charkasi Gallery, Vienna, Melanchotopia, Witte de With Center for
Contemporary Art, Rotterdam, 3rd Thessaloniki Biennale of Contemporary Art, State
Left Wing Melancholy is Going Away , 2009 Museum of Contemporary Art, Thessaloniki and others. His solo shows include HamI+E.T
E5G, napabéTe £va HIKPO KOKKIVO A0TEPI OE éva PEYaAUTEPO, AvadEPOHEVOC at AD Gallery, Athens (2003), Blind Date at the Galerie Kamm (two-person show), Berlin
0T0 ZATNHA TNC OXEOTC TOU ATOHOU HE TO KOIVWVIKG NEPIBAAAOV, (2005), How one can think freely in the shadow of a temple at Kunstverein, Hamburg (2009),
. . . , Building the Stage at Omikron Gallery, Nicosia (2011) and The Promise of Happiness, Signal
TOU EUAAWTOU UNOKEIHEVOU LE TOUG UNXAVIOHOUG TNG diaxeipiong Tng B ) . )

B , B i ) | ; Gallery Malmo, Sweden (2011). In 2012 he was given the MAK Schindler Scholarship
E,EOUOIQC' H anotuxia TF]Q ap|0T€p|:]c ISEO?\OYIQC' Heoaano v Eur}&lplla Tov and he will be an architect in residence at MAK Center of Art and Architecture,
AKAUATWV KAl TUPAVVIK®WVY KABEOTWTWVY, ENITEIVOUV TN peAayxoAikr) didBeon Los Angeles, U.S.A.
nou npokalei o N680¢ yia To aveknANpwTo dpapa. TOOOo To HeydAo 600
Kal To HIKPS aoTEPI paiveTal 6TI Bpnvouv TNV ICTOPIKT TOUC dIAYEeuan.

Eival apgiBolo av o eniyovog Ba katadepel v anodpdaoel anod Tnv eniBANTIKA
OKIA TOU NaTépa Tou, aAAA TO aiTnpa yia pia anodéopeuon and To Bapog
NG IoTopiag gival nap®v Kal {wvTtavo.

O KUpiog MPOedpog eime: Aev PTOp® va AEIToupyrjow 6Tav oképropai
0TI Oa pe aprioeTe, aAdd To Eépw MwWG MPoomadyw... Oa e aprHoETe TAPA,
OEV UTTOPEITE va P MOTEYETE TWPA; 2009

H agioa TnG £KBEONC APEPIKAVIKOV TEXVIKWVY YIa TNV KATOIKNo™ Kal

TNV noAeodopia (Exposition des Techniques Americaines) oto Grand Palais
TO KaAokaipl Tou 1946 o€ oxedlaopo6 Tou Paul Colin, anoTéAeoe TNV apopun
yla va KaTaokeuaow €va NoAITiké Bripa ané akatépyaota EUAA OIKOSOUNG
Kal NAAETAG TOU EUNOPIOU, WG Hia andneipa va PETATPEYW TN LETAMOAEUIKT
AUEPIKAVIKT] KATAOKEUAOTIKN TEXVOYVWOia O€ LEPOG TNG APXITEKTOVIKIG
TOU NOAITIKOU BeApaToc.

Left Wing Melancholy
is Going Away
O KwoTrig BEA®vNG (yev. 1968) el kal pyaleTal oTnv ABrjva. Znoudace KaAég 2009
TéxveG oTo Mapiol, Ekave TO LETANTUXIAKO TOU OTIG MONITICHIKEG & AVBPWNIOTIKEG EUNO, akpUNIKO
Ynoudégq oto Birkbeck College, Aovdivo kal anéktnoe 816akTopIKO TiTAO and To Turpa 5.25 U. (UYog)
APXITEKTOVIKNG Tou EBvikoU MeTodBiou MoAuTexveiou ABrivag. ‘EAaBe pHEPog oe MOANEG
OLABIKEC EKBETEIC avAuEDa OTIC ONOIEC: X€ EveaTdta Xpdvo oTo EMET, @ecoalovikn Left Wing Melancholy
(2007), Barricades Without Borders ‘68 - New (Brave) World aTo XXIV AlgBvég DeoTIBAA is Going Away
oTo apdyleBo, 1N MnievdAe $Uyxpovng Téxvnc BpuEeAA@v pe To Show me, Don't Tell me 2009
wood, acrylic

(2008), TheWorld Question Center oTnv 2n MnievaAe ABnvwv (2009). To 2011 GUHHETEIXE
OTIG OpadIKEG ekBeoEIG NTEpTI Humanism oTnv I'kaAepi Faggionato, Aovdivo,

An Elusive Object of Art, Dana Charkasi Gallery, Biévn, Melanchotopia, Witte de With Center
for Contemporary Art, PTepvTap, MnievaAe ZUyxpovng Téxvng @eooalovikng 3, EMET,
K.a. MePIKEG and TIG ATOUIKEG TOU eKBETEIG TiTav: Haml+E.T oTnv M'kaAepi AA, ABriva
(2003), Blind Date, (two-person show) otnv l'kaAepi Kamm, BepoAivo (2005), How One
Can Think Freely in the Shadow of a Temple oTo Kunstverein, Apuoupyo (2009), Ktiovtag mn
Sknvri otnv Omikron Gallery, Aeukwaia (2011) kal The Promise of Happiness, Signal Gallery
oT0o Malmo, Loundia (2011). MNa 10 2012 €xel kepbioel TNV unoTpodia MAK Schindler

Kal Ba BpiokeTal oTo KEvTpo TEXVNE Kal ApXITEKTOVIKIC MAK 070 Aog AvTZeAec, H.M.A
w¢ architect in residence.

5.25 m (height)



O Kupiog Mpoedpog Eime:
Agv pnop® va AIToupyiow
otav oképTopai oTi Oa

pe agrioete, alAd To Eépw
nw¢ mpoonaba...0a pe
aPrioeTe TWpa, SV PTOPEITE
va pE MOTEYPETE TWPA;
2009

EUNO, KOVTPA NAGKE,
akpulikd, Todxa, oibepo
242 X140 X 103 €K.

— Mr President Said:

I can’t do well when I think
you're gonna leave me,

] but I know I try... Are you
gonna leave me now,
can’t you be
believing now?

2009

wood, plywood, acrylic,
felt, iron

242 X140 X103 CM




Xpnotog Bevétng

Avepikd Apxeia, 2009-2011

H npwTn evdTnTa TOU €pyou (€iK0OI 0TOIXEIQ) EKTEBNKE OTO MONITIOTIKO
KévTpo Tou Arjpou ZTaupoUnoAng w¢ site-specific project otn BIBAI0OTIKN

TOU XWPOU.

H enau&nuévn Tou €kdoaon) (Nevrvta oTOIXEIQ) NAPOUCIACTNKE GTO XWPO

NG yKAAEPi TinT oTnv opadikn ékBean Conversation Piece (2010). O apIBOG
TWV OTOIXEIWV NPOEKUYE and TNV apXITEKTOVIKN NEPILETPO TOU project-

room Tng¢ ykaAepi. O CUYKEKPILEVOC XWPOC EMAEXONKE yIa va TOVIOEl TNV
€0wOTPEPN 1AM TOU €pyou. KUpIo XapakTnpIoTIKO Tou €pyou Eival

N NapaTakTIKy Tou Sour ¢ avTi-ISeaNIoTIKN YAWOOIKY aTpaTnyIKr, n onoia
UMNOOKANTEI TNV IEPAPXIKT] Kal cUVBETIKN AeiToupyia TnG YAwooag. O TiTAOG
Avepikd apxeia anoTehei oULeugn Twv 6pwVThe Anomic Archive (To yvwaoTo6 apBpo
Tou Benjamin Buchloh yia 1o €pyo Atlas Tou G. Richter) kai Anemic Cinema
(é¢pyo Tou M. Duchamp). Kat autdv Tov TpOno yiveTal pia S1dkpion HeTagu
TOU «gviaiou» xapakTrpa piag cUAAOYTIG Kal TOU «avoIKTOU», avTi TEAEOAOYIKOU
XaPakTrpa evog apxeiou (Ta elIkovoypadika oTOIXEIa TOU €pYOU NPoEpxovTal
anod S1aPopETIKEG NNYEC Kal ) avanapdoTact] TouG UE To HOAUBI napanépnel
oTn «0100Udelan iowG Npoonadela vTagrig Toug o€ €va gviaio oUvoAo).

‘Evag niBavég unoTimAog 1} evaAAakTikdG TiTAoG Ba pnopouaoe va gival Liber
Mundi (0 kdopog wg BIBAI0), Hia HECAIWVIKT] I6€a Nou «AaBpoBI®Vel», 6Nwg
Kal AAAEG, HEoQ OTO «CUHNAV TWV TEXVIKWV EIKOVWV» (W. Flusser). AvakiveiTtal
€101 Kal NAaAI To Bépa TG oAdTNTAC, N onoia diappnyvueTal KABWE KIVOUUAOTE
aTeAeuTnTa anod eikéva oe eikdva, and onpaivov og onpaivov xwpic TEAoC.

O apIBpoC TwV 100 1) 99 OTOIXEIWV KaBioTaTal SNAWTIKOG TNE avoIKTOTNTAG
TOU £PYOU Kal avayKaoTIKO «TEAOG.

TNV NpWTN EVOTNTA, KUPIAPXOUV OIKOYEVEIAKA OTIYHIOTUNA WE avAyKn
avadinAwaong Tou eauToU KATW and To BAPOG TNG «Kpiong» Kal evog

YuxIkoU poudidopartog (nou SnAwveTal e To HIKPS HEYEBOC TWV ENIUEPOUC
OTOIXEIWV) KABWC Kal KANOoIEC aneIANTIKEC EIKOVEC (€va vTéneppav nou
npoBaAAel anelAnTikd anod To okoTAdl). 1 deUTEPN Kal Enau&névn evoTnTa,
nAnBaivouv Ta aneAnTikA auTd oToIxeia KaBWG Kal auTa TnG KaTaoTPodPr|g
(01 KOYXEG TV HaTIOV Hiag vekpokedaAr|g,To hindemburg nou exprjyvuTal,

0 auToéxelpag lan Curtis, paupeg onpaieg avepidouv oTov opidovTa K.4.).
AvanapioTavTal eniong e1KOVeC evdg SuoTonikoU PEANOVTOC Nnou gival én
napwv (SuCAEITOUPYIKA KTipIa TNG HOVTEPVITE, TEXVOAOYIKA EpyacTripia

0€ axpnoTia K.d.) Kal TO Epy0 «KAEIVEIn LE TA ANOUEIVAPIA EVOG YAEVTIOU.

ITnv evétnTa TG Art-Athina (CuppeToxr HE TNV ykaAepi TinT, 2011), an’ 6nou
Kal NPOEPXETAI TO £pY0 Nou napouaciadetal otnv Utopia, dev unapxouv dAAa
OIKOYEVEIaKA OTIYHIOTUNA EKTOC TOU NPWTOU OTOIXEIOU NOU ANEIKOVIZEl

™ ¢wToypadia EAAAV@V HETAVACTWOV NPIV TV avaxwpnor Toug yia

TNV ApEpPIKT). To dpapa evég VEOU KOGHOU, MoU dnAwveTal e GUUBOAIKS
TpdNo (To Naiddaki Navw o€ pia XEAwva) avatpenovtag, Tautéxpova,

KaBe npoondbeia pealioTIKNG «adriynongy. Eva ndpTi o1 SekagTia ToU 30
WG Xpovikn avakohouBia. H avanapdoTtaon Tng «avanapaoTacngy Tou
ypadeiou Tou aoTpovauTn Mkaykdpiv. ‘Eva «KovTivo» 0To KOKKIVO Kal Haupo
TNAEPWVO TOU ypadeiou Tou. To Opapa Tou VEou KOOLOU WG ouTonia KaTapéel
padi pe Tnv aduvaroTtnTa avanapdoTtacr|g Tou. Me Tn oUyxuon TwV YAWCOo WV,
™ yAwaooikn S1appnén,Tn didxuon Twv €IKOVWV. ‘Evag LETAVACTNG NOU «MiVEI»
anoxaAivwpevog. Ta {wika évoTika. To agponAdvo nou énece. Mia 6aAacoa
Xwpig oupavo. (AuTr n aAAn adriynon dev eivar anapaitnta ypappikn kKabwg
0 BeaTn avacuvBETel PEPIKA aToIXEia TNG napaTakTiKAg Sopnc. NMoAAEC and
TIC napandvw nAnpodopieg dev dnAwvovTtal dpeca kal n undppnTn AsiIToupyia
TOUG OTOXeUEI Kal TNV NPAoANYN TOU €pyou HECW TNG aioBnonq).

O apIBpoC Twv oToiXWV KaBoPIoTNKE CUPPWVA E TOV XWPO TNG Poudp.

O XprioTog BevéTng (yev. 1967) el kal epyaleTal 0T ©€00AAOVIKN.

Eival andgoitog Tng ZXoAri¢ KaAwv Texvmv Tou ApioToTéAEIOU MavenioTnpiou

NG ©€00alovikng. ITIG Mo NPOCPATEG TOU eKBETEIC NnepIAapBAvovTal o1 €€NG:

Art Athina 11, TinT Gallery, ABrjva (2011), Conversation Piece, TinT Gallery, @ecoalovikn
(2010), Opening, CONTAINER Gallery, ©@eooahovikn (2010), Aside, FkaAepi Faia, Meipaidg
(20009), Ana-Kata 221, MoAITIaTIKO KévTpo IRIS, @ecoalovikn (2009), Hinterland, Action
Field Kodra, ®@eooalovikn (2009), Zosimades, AnpoTikr MivakoBrikn lwavvivwv (2006),
Matter-Work, BadonoUAeio MveupaTiko Kévtpo, @eaoalovikn (2001), Hope, MkaAepi
MapatnpnTrc, ©eccalovikn (2000), 6 Artists - group show, F'kaAepi MapatnpnTrg,
®eooalovikn (2000), 10RooMS2000, Hotel St. George Lycabettus, Kappatos Gallery,
ABrjva (2000), Biennale of Young Artists of Mediterranean Countries, Nikaia, FraAAia (1999).

Christos Venetis

Anemic Archives, 2009- 2011

The first section of the work (twenty pieces) was exhibited at the Cultural
Centre of Stavroupolis Municipality as a site-specific project in the library

of the venue. The larger version (fifty pieces) was presented at the Gallery TinT
as part of the group exhibition Conversation Piece (2010). The number of pieces
resulted from the architectural perimeter of the gallery’s project room.

The specific venue was chosen to stress the inward-looking mood of the
work. The main, characteristic of the work was its elongated structure

as an anti-idealistic vocal strategy which undermines the hierarchical

and compositional operation of language.

The title Anemic Archives is a joining of the termsThe Anomic Archive

(the well known article by Benjamin Buchloh for the work Atlas by G. Richter)
and Anemic Cinema (work by M. Duchamp). In this way, a distinction is drawn
between the“single” character of a collection and the“open” rather than

the teleological nature of an archive (the illustrative elements of the work
come from different sources and their recreation with a pencil alludes to the
“Sisyphean” perhaps effort to include them in a single whole. A possible subtitle
or alternative title could be Liber Mundi (the world as a book) a mediaeval idea
which“lurks” as do others, in the“universe of technical pictures” (W. Flusser).
This again reopens the issue of wholeness which explodes as we move
interminably from picture to picture, from one landmark to another without
end. The number of 100 or 99 elements becomes indicative of the openness
of the work and a compulsory“end”

Dominating the first section are family moments as a need to gather oneself
in under the burden of the crisis and a psychological numbing (expressed

by the small number of insignificant elements) as well as some threatening
pictures (a Doberman appearing menacingly from the darkness). In the
second, large section, these menacing elements multiply, as do those

of destruction (the cavities of the eyes of a skull, the Hindenburg which
explodes, lan Curtis who took his own life, black flags fluttering on the
horizon etc). Pictures of a dystopic future, which is already present,

are reproduced (malfunctioning buildings of modernity, abandoned
technological labs etc) and the work“closes” with the remnants of a feast.

At Art-Athina (participation with gallery TinT, 2011) from where the work
presented in Utopia is taken, there are no more family moments, except for
the first element which depicts the photograph of Greek migrants before
their departure for America. The dream of a new world, stated in

a symbolic way (the little child on a turtle), overturning at the same time

any attempt at a realistic“narration.” A party in the'30s, an inconsistency

of time. The recreation of the“recreation” of the desk of astronaut Yuri
Gagarin. A"close-up” of the red and black telephone on his desk. The dream of
the new world as a utopia collapses, together with the inability to recreate it.
With the confusion of languages, the verbal burglary, the effusion of the
images. Amigrant who"drinks” unrestrained. Animal instincts. The aeroplane
that crashed. A sea with sky. (This other narration is not necessarily linear,
since the viewer recomposes some elements of the extended structure.

Much of this information is not stated outright and their inferred operation
aims to also project the work through senses). The number of the elements
was determined by the space.

Christos Venetis (b. 1967) lives and works in Thessaloniki. He graduated

from the Fine and Applied Arts School of the Aristotle University of Thessaloniki.

He has participated in numerous exhibitions, the most recent of which include:

Art Athina 11, TinT Gallery, Athens (2011), Conversation Piece, TinT Gallery, Thessaloniki
(2010), Opening, CONTAINER Gallery, Thessaloniki (2010), Aside, Gaia Gallery, Piraeus
(2009), Ana-Kata 221, IRIS Cultural Centre, Thessaloniki (2009), Hinterland, Action Field
Kodra, Thessaloniki (2009), Zosimades, Municipal Gallery of loannina (2006), Matter-Work,
Vafopouleio Cultural Centre, Thessaloniki (2001), Hope, Paratiritis Gallery, Thessaloniki
(2000), 6 Artists - group show, Paratiritis Gallery, Thessaloniki (2000), 10RooMS2000,
Hotel St. George Lycabettus, Kappatos Gallery, Athens (2000), Biennale of Young Artists
of Mediterranean Countries, Nice, France (1999).

Avepikd Apxeia (51-75)
2009 -201

ox€S10 Kal Keipevo,
HOAUBI OTNV ECWTEPIKT
nAgupd anod Ta

25 € dUAAa BIBAIwV
To KaBéva 30 X 21 €K.

Anemic Archives (51-75)
2009 - 2011

drawing and text,
pencil on inner side
of 25 book covers
each3ox21cm
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ANE€avSpog Tiwpkdting

Me Tnv TEXVN HOU Npoonabw va ekppacw cuvaicdrpata, oKEYEIG Kal
aioBnoeig yia d1ddopa BEpata nou adpopouv TNV avBpwnivn unapen.

KA&Be yAunTo Kal EykaTaoTacot XWPOou HNOPEi va XapakTnpioTei oav éva Bripa
1 )ia napgvBeon yia npoBANUaTIopd HIag GUYKEKPIPEVNG KATAGTAONG

TNG Unapéng Tou avBpwnou. H diadikaacia dnpioupyiag Tng TEXVNE Hou gival
€vag Tponog va £pbw npwTa o€ enagr LE Tov EauTd HOU, Npoonab®vTag

va KaTavorow Ta ouvaictrpaTd Hou, EPEUVMVTAG Kal avallovTag E0WTEPIKA
Kal eEWTEPIKA epeBiopaTta, anoBAaAlovTag Ta NePITTA TNV Npoondbeia
€Upeang Tou nupriva. H avtidpaon nou yivetal 5pdon kail 0,TI ANOPEVEI
OTEKETAl LOVO TOU, yiveTal STjAwon, pHia unevBupion Twv NoAAanA®v
npoowneiwv Kal TNG €€aIPETIKAG NOAUNAOKAOTNTAC TNG avBpwnivng Unapéng.
Mia eukaipia yia 81aAoyIopd Kal ev TEAEI yia E0pTACHO TNE LwNC.

O ANé€avdpog MNwpkATdng (vev. 1981) L&l ki epyaleTal oTnv MnoAdvia. MapakoAoubnoe
padrjpata otnv Akadnpia KaAwv Texvov otnv MepouTdia yia va ouveyioel apydTepa

otnv Akadnpia Kahwv Texvav otnv MnoAdvia. Eniong, ¢oitnoe yia €va xpévo aTnv
Akadnuia KaAov Texvwv TnG Maooaliag (FfaAAia) pe To npdypappa aviaAayng ¢oirnTov
(Erasmus). To 2008, képdioe To NpwTO KpaTiko Bpafeio Texvav T¢ ITahiag oTn yAUnTIKY.
‘EAafe H€POC O SIAPOPEG aTOUIKEC Kal opadIkéG ekBETeIC oTny ITalia kal Eupn).

To €pyo nou napouaciace TN SINAWHATIKY TOU TO PEBPOUAPIO 2011 ENIAEXTNKE

Kal oUPNEePIAPONKe oe napdAANAn ékBeom oTnv Mnigvale BeveTiag ( ApoevdAe),
eknpoownelwvtag TNV Akadnuia Kahov Texvwv Tng MnoAsdvia.

Alexandros Yiorkadjis

Through my art | try to express feelings, emotions and thoughts about Tpia
the different aspects of the human existence. Each sculpture and installation e
can be considered as a step or a pause for reflection on a specific state

of being. The process of creating my art is a way to personally get in touch

with myself, in search of a profound understanding of my own emotions,

exploring and analysing internal and external situations, breaking them 34
down and scraping off the excess, exploring to find the core. The reaction

that becomes action, and what remains stands alone, becomes a statement,

areminder and a manifestation of the multifaceted and extraordinary

complexity of human existence. An opportunity for meditation

and ultimately for the celebration of life.

Alexandros Yorkadjis (b. 1981) lives and works in Bologna. He first attended the
Academy of Fine Arts of Perugia before concluding his studies at the Fine Arts Academy
in Bologna. He also attended, for a year, the Fine Arts Academy in Marseille (France)
through the Erasmus programme. In 2008, he won the first prize in sculpture at the
National Arts Awards in Italy. He participated in various solo and group exhibitions
around Italy and Europe. The sculpture he presented in his degree show (2011),

was selected and exhibited in a parallel exhibition at the Venice Biennale (Arsenale)
where it represented the Academy of Fine Arts of Bologna.

Dietro le Palpebre
(Miow and Ta BAépapa)
2010

AaKPUAIKT] pNnTivn,
KaBpePTNG,

peTahikry Baon

170 X 62 X 42 €K.

Dietro le Palpebre
(Behind the Eyelashes)
2010

acrylic resin, mirror,
metal base

170X 62X 42 Cm




Peter Eramian

Fantasia

H aduvapia Twv Méowv Madikng Evnpuépwong va dlaxeipioTouv Ta yeyovoTa
™ 1ING ZenTeUPpiou anokdAuPe Ta dpla TNG NEPIYPAPIKNC TOUG IKavoTNTAC,
onwc¢ Kal TNV aArBela evog NOAITIoHOU 1I6€0A0YIKA KOPETHEVOU anod
HuBonAaoTikd peTaToniopd. « Htav akpIBO¢ 6Nwg oTIC TaIVIEG» jTav 1) NIo
b1a6edopgvn apriynon, n onoia avadeikvue Tn pavracia wg To povadiko
HNXaviopo anocagrviong Tng andAuTtng ducnioTiag kal Tou 00K nou Biwoe
0 KOOHOG 0TI HVWHEVEG MONITEIEC. 'EKTOTE, BEWPNTIKOI KAl OXOMACTEC EXOUV
enoTpatevoel 6poug dnwc auTdv Tou «avunéPBAnToU» KAl TOU «AVOIKEIOUN
yla va neplypayouv ekeivn T pépa. Eipwvikd, av avaloyloTei Kaveig nwg

TO OTPATIWTIKO SAYHA TOU «COK Kal HE0G» -|LE OKONO TNV napdAucn

Tou £xBpou pe BeapaTikeég emdei&eic unepBarioucag duvapng- eivar npoiov
Tou EBvikoU MavenioTnpiou Apuvag Tou apepIkavikou oTpaTou.

I6e0Aoyikd, auTr} N oTIyUr TNC andAuTNnC napdAuonc ¢ abwoTnTag

- éva enavahapPavopevo HoTiBo oTIC Talvieg Tou XOAIlyouvT pe Béua Tnv
kataoTpo®n €ival | cuvaloOnpaTikr angikovion aporénTwv abowv NONITwWY,
ol onoiol 6éxovTal eniBeon and e€wyr|ivoug i nEPTouv BUHATA PUTIKWY
KATaoTPOPWV, Xwpig 181aiTepn aITia 1) vonpa- €xel eKBECEI TOUG NOAITEG

TwV HvwpEvwv MONITEIOV OE pia akpaia avTi-IoAapikr| S1aAeKTIKT) EBvIKIopOU
Kal MONITIKIG pNTOPIKAG, Nou 0drynoav oTov NOAEPO TOU ApyavioTav

Kal Tou IpdK, oKOTWVOVTAC EKATOVTASEC XINASEC aBWoug NONITEC.

AR’ 0,71 paivetal, To aBwo BAéupa, nou kataypapeTal Tn OTIyUn

Mou NapakoAoUBE( TIC XOPEUTIKEC KIVIOEIC U0 OHOPP WV EPWBIWV

OTO PEYYAPOPWC, Sev ival TO00 aBwo 6o PaiveTal.

O Peter Eramian (yev. 1984) ival ek60TNC Kal KAANITEXVNG 0 onoiog (el kal pyadeTal
HeTagu Aovdivou kal Aeukwaoiag. Eival andgdoitog Tou Goldsmiths College (2004-2007)
Kal EXel OAOKANPWOEI TIG HETANTUXIAKEG TOU onoudég otn Pihocodia oTo Birkbeck
College, oTo Aovdivo (2007-20009). Eival cuviSpUTHG Twv NEPIOSIKWY Shoppinghour

Kal The Cyprus Dossier. To Mdio npoypappatideTal 1 npwTn TOU aTopIKn EkBEoN

otnv Omikron Gallery.

Peter Eramian

Fantasia

The popular media’s incapacity to deal with the events that took place

on 9/11 exposed the limits of its representational competence and the truth
of a culture ideologically saturated by fictional displacement.“It was just like
the movies” was the most widely assigned narrative, attaching fantasy

as the only available device for making sense of the sheer disbelief and shock
witnessed by the people of the United States. Since then, theorists and
commentators have employed terms such as“sublime” and“uncanny”

to describe that day. An irony considering that the military doctrine

of"shock and awe” - to paralyse adversaries using spectacular displays

of overwhelming power - is a product of the National Defence University

of the United States Army. Ideologically, this moment of complete paralysing
innocence - a frequent motif in Hollywood disaster films sentimentally
depicting helpless innocent civilians attacked by aliens or hit by natural
disasters with little cause or meaning - exposed the citizens of the United
States to extreme anti-Islamic discourses of Nationalism and political rhetoric
that led to the wars in Afghanistan and Iraq, killing hundreds of thousands
of innocent civilians. It seems that an innocent gaze, caught tracking two
beautiful egrets dancing their way towards the moonlight, isn't as innocent
asitseems.

Peter Eramian (b.1984) is a publisher and artist who lives and works between London
and Nicosia. He graduated from Goldsmiths College (2004-2007) and from Birkbeck
College, London (MA in Philosophy, 2007-20009). He co-founded the independent arts
publication Shoppinghour and the intellectual journal The Cyprus Dossier. His first solo
exhibition opens at Omikron Gallery in May.
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Fantasia ano Tn ogipa
Disaster

2009

4:3 HOVOKAVAAO HIE X0

5 AENTA 45 SeuTENOAENTA
Edition 3 +1AP;1/3

Fantasia from

the Disaster Series

2009

4:3 single-channel video
with sound

5 MinNs 45 secs

Edition 3 +1AP; 1/3



Elina Ioannou

A spiral staircase, designed as a ground plan, with architectural precision Tpia

andin actual size. Aspace, in which, the usual perspective and shadows e

are missing. The background and foreground become one, with the different

levels of the steps trapped in an infinitely small space, without a specific

focal point.

The scattered crystallizations of the marble are portrayed with realistic light 38 39
and shape patterns that recall the quests of Jackson Pollock, when hedripped
paint onto the canvas in a chaotic manner. A fractal structure that s,

however, completely controlled. The coupling of the abstract with the

extreme geometric carry the viewer to a transit space which separates

the apparent from the actual.

The Stair 8.85 m? belongs to a series of pencil drawings that represent

domestic spaces -a dining room, bathroom, living room, kitchen,

bedroom- with everyday objects as the protagonists.

The original drawing was destroyed in a fire. The second was done from

scratch, based on the architectural drawing that was used as a guide in

the first drawing. Recreating a lost piece of work was a laborious process

but also liberating.

Elina loannou (b. 1979) lives and works in Limassol. She studied at the Frederick
University of Cyprus and at the Ecole Superieure des Beaux-Arts de Montpellier,
France. She has exhibited her work in the following solo shows: Guilty as Charged,
Transmission(s) by Glassbox «hors-sol», La mairie du néme, Paris, France (2012),

39.2m?And | Have No Reason To Lie, Omikron Gallery, Nicosia (2010), Caught In The Act, SKdAa 8.85
Nicosia Municipal Art Centre, Nicosia (2009). She also participated in the following 2009
group exhibitions: Domino, 3" Thessaloniki Biennale of Contemporary Art, Thessaloniki HOAUPI O€ XapTi
(20m), OCC one (Original Certified Copy one), TinT Gallery, Thessaloniki and 5o-1 Gallery, TO KaBéva 295 X 150 €K.
Limassol (20m), Cyprislandia, Reykjavik Art Gallery, Reykjavik, Iceland (2011), Reveries Of
Will, Vamiali s Gallery, Athens (2011), Drawing Stories 2, lleana Tounta Contemporary Stairs 8.85
2009

Art Centre, Athens (2011), Between You And Me And TheWall, Omikron Gallery, Nicosia
(20m), Drawing Stories, 50-1 Gallery, Limassol (2010), Rooms 2010, Kappatos Gallery,
Athens (2010), Five Years Later, La Menuiserie, Rodez, France (2010), Our Creative Diversity:
Kairos, 13th Biennale of Young Artists from Europe and the Mediterranean, Puglia, Italy
(2008).

pencil drawing on paper
each 295 x150cm

EXiva Iwdvvov

Mia yupioTr] OKAAa, OXESIAOUEVN O€ KATOYT, ULE APXITEKTOVIKT) akpiBeia

Kal o€ npaypatikod péyebog. ‘Evag xwpog an’ énou anouaialel ) ouvning
NPOONTIKT] KAl 01 EPPIHHEVEG OKIEG. POVTO Kal NPWTO NAAVO yivovTal éva,

pe Ta diadopa enineda Twv okaAiwv va BpiokovTal eykAwPBIopEva

o€ éva aneIpoeNdXIOTO XWPO, XWPiC CUYKEKPILEVO ONUEIO E0TIAONC.

O1 81donapTeg anokpUOTAAAWOEIG TOU pappdpou aneikovidovtal
dwTOoPEANIOTIKA Kal Slapopdwvouv poTifa nou Bupidouv TIc avalnTroeig
Tou Jackson Pollock, étav éoT1ale, pe xaoTikd TpOMO, TNV HNoyid Navw

oaTov kapBa. Mia ¢pakTal dopr], n onoia OPWG EAEYXETAI NTANPWC.

H ouleuén Tou apnpnHEVOU LE TO akpaia YEWUETPIKO, HETAEPOUV TOV BeaTn)
o€ éva PETaBaTikO XWPOo nou diaxwpilel To PAIVOUEVIKO anod TO NPaypHaTiko.
H XkdAa 8,85 m? avrikel o€ pia oglpd and oxédia pe HoAUBI nou avanapioTouv
0IKIaKOUG Xwpou¢ — pia Tpanedapia, éva pnavio, caiovi, koudiva,
UNVOSWHATIO- LE NPWTAYWVIOTEG KABNUEPIVA avTIKEILEVA.

To npwToTUNO OXESIO £XEI KATAOTPAPEI O NUpKayld. To SeUTepo oxESIO
€yIve Eava anod Tnv apyr HE BAcn To apxITEKTOVIKO axESI0 To onoio
Xpnoiponoinenke, 6To NpwTo, WG 0dnyog. H diadikaacia eninovn aAd

Kal AUTPWTIKT yia TNV avdnAaon evog Xapévou €pyou.

H EAiva lmavvou (yev. 1979) (el kal epyadetal otn Aepead. noudaoe oo Frederick
University otnv KUnpo kai otrv Ecole Superieure des Beaux-Arts de Montpellier,

oTn FaAAia. Napouaciace TIG €€1G ATOUIKEG EKBETEIG: Guilty as Charged, Transmission(s)
by Glassbox « hors-sol», La mairie du 11éme, Mapiol, (2012), 39,2 m*And | Have No Reason
To Lie, Omikron Gallery, Aeukwaia (2010), Caught In The Act, AnpOTIKO KEVTPO TEXVAV,
NeUKwoia (2009). TUPHETEIXE OTIC OHAdIKEC EKBETEIC: Domino, 3" MnievAAe ZUyXpovng
Téxvng ©gooalovikng, @eooalovikn (2011), OCC one (Original Certified Copy one),

TinT Gallery, ©@eooalovikn kal 50-1 Gallery, Aepeadg, (20m1), Cyprislandia, Reykjavik
Art Gallery, Peikiafik, lohavdia (2011), Reveries Of Will, Vamiali~s Gallery, ABrjva (2011),
Drawing Stories 2, KévTpo ZUyxpovng Téxvng IAeava TouvTa, ABrjva (2011), Between You
And Me And TheWall, Omikron Gallery, Aeukwaia (2011), Drawing Stories, 501 Gallery,
NePEDOG (2010), Rooms 2010, AiBouoa Téxvng Kanndrtog, ABrjva (2010), Five Years Later,
La Menuiserie, Rodez, FaAAia (2010), Our Creative Diversity: Kairos, 13n MnievaAe Néwv
KaANiTexvaov Eupwnng kal Meooyeiou, Puglia, ITaAia (2008).




2wtnpng KaAing

O Ofwpavog

Eival 0 évatog ano pia ogipd SekaTeCoAPWY NOPTPETWVY HEYAAwY 51A0TACEWVY,
and Tnv ékBean O1 Aekatpeic AméaTodol...Mia onTikj emiBean atn Aoyikr (2012).
Méoa and auTd Ta NopTpETA, ol «auyxpovol ayyeAlagdpol» napa-6idouv
epebiopaTta yia Tn dnuioupyia piag nio uyloug kovwviag, O OBwpavig
OUYKEKPIPEVA LETAPEPEI TO HNVULA TNE EVOTNTAC TWV NOANITIOU®V.

AUTY 1 oUyxpovn onTikr EKSOXT] TOU €Pyou, LE QUTOVOUT) AloONTIKY,
npoBAMAel pia pavTaoTikr ouTonia nou gival dpeca ouvoedepEVN

HE KOIVWVIKEC, GEE0UANIKEG KAl MONITIOTIKEC CULNEPIPOPEG, €TOI WOTE

Va NPOKAAETEI TNV KPITIKH OKEYT).

Me TNV NpWTN enadr| Tou Beatr e TO £py0, TO NOOVIOTIKO BAEUHA Kal

N OHOPUAOPUAIKT) aIoBNTIKT) TOU NOPTPETOU, EV EPEI NAPANEUNOUV

oe kanoiou gidoug oegoualikn aneAeuBepwon. H avBpanivn nepiEpyeia
SigyeipeTal £xovTag wg adeTnpia TNV EVTOVn 0€EO0UAAIKT) YAWOOa nou
Xpnoigonolgi To nopTPETO. MapdAAnAa, Hia NoAITIKY YAOWOoa CUVUNApPXEl

HE Ta 0EE0UAAIKA UNOVOOUEVA NOU EVTUN®VOVTAl aTov Beatr.

H npokaBopiopévn TautdTNTA ToU OBWAVOU NPoKUNTEI ano pia Eevodofia
nou dnuioupyeitar and KOIVWVIKONOAITIKOUG NApAYOVTEG Kal EXEl WG
anoTEAECHA TNV APV O VA YVWPIOOUKE AYVwoTOUG MONITIGHOUG.

O oT6X0C¢ TOU €ival va EeIVIjoel £va S1AAoYo HE BEpa Toug XapakTnpIoHoug
nou kaBopidouv Tnv TAUTOTNTA TOU ATOHOU, va NUPOoSOTHOEl TNV avBpwnivn
nePIEPYEIA KAl va EEGKENATEI TN BNpI®dn dyvola Hiag cuvTnpenTIKAG KOIVwViac.
Mia 1I6eaNIOTIKT] VEO-EBVIKT TAUTOTNTA AvakUNTEl péoa and Hia GaynVeUTIKN
anoTunwaon evoTNTag Twv Aa®v.

AixpaAwTiovTag TN OTIYHT], O «ICTOPIKOG HAPTUPAG» AUTTIG TNG YEVIAG NAPEXEI
€unveuon Onwc eniong Kal dpapa yia Ta LeAAOVTIKA HOoTiBa CUPNEPIPOPAG
HETAYEVETTEPWV YEVEWV.

MapdAo nou 1 oTIYUATIOHEVT TAUTOTNTA TOU €ival npokaBopIouévn,

TO NOPTPETO evBappUvel Tov BeaTr] va BIKWCEI TO €pyo HEda and cupBoAika
OTOIXEIa MOU ToV 081NyoUV O€ NPOCWNIKOUC CUVEIPHOUG.

O OBwpavog anahhaypévog anod To napeABov, KpUBel TRV NeEpNToUGia

Tou Mapadeioou, evBappuvovTag Tn S1adopeTIKOTNTA KAl ENITPENOVTAG

NV €uduTn eniBupia TOu avBpWNOU yia ENIKOIVWVIA va avanTuxBei.

O ZwTpng KaAAng (yev. 1980) Lel kal epydletal oTnv KUNpo kal oTo EEWTEPIKO.
Ynoudaoe yia €va xpovo Ixedio Mddag oto Central St. Martins Tou Aovdivou.

ANO TO 2000 5pACTNPIONOIEITAl OTO XWPO TNE Hddac kepdifovTtag €Tol Epyaaciaxiy neipa.
Méxpi TO 2011 SOUAEYE w¢ oXedIAoTC LOSAC Kal SnpioupyikdS CURBOUAOC

yla 81donpoug oikoug o€ Eupwnn Kal APEpIKT 6nwg Erotokritos oTo Mapiol, Angelos
Frentzos otnv EAAAada, Emilio de la Morena oT1o Aovdivo, Dennis Basso kai Petrou/
Man otn Néa Yépkn). To 2010 €Aafe péPog oTnv opadikr) ékBean Young Collector Show,
otnv OCHI Gallery, Idiho SunValley, H.M.A. Mg Tnv enioTpodr} Tou 6Tnv KUnpo 1o 201
anoddoioe va apooiwBei oTnv €1KAOTIKK TOU SOUAEIA Kal oUVTOHA ApXIoE va AapBavel
HEPOC O€ OAdIKEC EKBETEIC ONWC PepBaopoi EmBupidv, otnv ykalepi Vamiali's, ABriva
(2011) ka1 Drawing Room, otnv Omikron Gallery, Aeukwaia (2011). To DeBpoudpio Tou 2012
napouciace TNV NPWTN ATOWIKY| Tou €KBean UE TiTAO O1 Aekatpeic AméaToAol...

Mia onTikij emi@ean atn Aoyikd, oTnv Omikron Gallery.

Soteris Kallis

The Ottoman

He is the oth out of a series of 14 large-scale portraits, from the exhibition
“The Thirteen Disciples...a visual assault on logic”. These portraits are

“the modern messengers” of today’s stimulus in creating a healthier society.
“The Ottoman” transports a message of Union between cultures.

In this visual modern fantasy of aesthetic autonomy, an imaginary utopia

is interlinked with social, sexual and cultural behaviors, devised to provoke
critical thinking.

At first glance, the hedonistic and homoerotic face that looks directly at

the viewer, with his tongue being so evidently exposed, partially suggests
sexual liberation. Through his tension, layered under this context of sexual
communication, lies human curiosity.In addition to the obvious impression
of transmitting sexual signals, a political language also coexists,

while parallel meaning is not opposed to interpretation.

The Ottoman's“pre-determined” identity derives from a sociopolitical fear

of discovering and understanding an unknown culture. Its aim is to provoke
an essential debate on human“labeling”, indulge this human curiosity and
expose the savage ignorance of a rigid society.

Captured by a spellbound act of the union of cultures, an idealistic
“neo-ethnic” identity emerges. This capturer of the momentary is a “historical
witness” of this generation providing inspiration and vision for future
generational patterns.

Although stigmatized by his"pre-determined” identity, the image encourages
the viewer to personally interact with the drawing, through symbolic clues
that lead to mind associations, hidden conceptually behind evident image,
to flicker an emotional response.

The Ottoman unfolds the essence of a potential Paradise, free from

a referential past, encouraging the existence and acceptance of diversity thus
allowing the innate desire for human interaction to exist flourish and belong.

Soteris Kallis (b. 1980) lives and works in Cyprus and New York. He studied Women's
Wear Fashion at Central St. Martins in the UK for a year. In 2000 he decided to pursue
a career in fashion design in order to gain practical experience in the fashion world.
Until 2011 he worked as a creative designer and creative consultant for famous fashion
houses in Europe and the U.S.A. such as Erotokritos in Paris, Angelos Frentzos in Greece,
Emilio de la Morena in London, Dennis Basso and Petrou/Man in New York. In 2010

he exhibited at the Young Collector Show, at OCHI Gallery, Idiho Sun Valley, U.S.A.

With his return to Cyprus in 2011 he decided to concentrate on his work as an artist
and soon enough he started taking part in group shows such as Reveries of Will,
atVamiali's Gallery, Athens (2011) and Drawing Room at Omikron Gallery, Nicosia (201).
In February 2012 he had his first solo show entitled The Thirteen Disciples...A visual assault
on logic, at Omikron Gallery.

O OBwpavig

201

HOAUBI, KIHwAia,
papkaddpol, TEUnepa,
TUNWHa HoAuBiov

188 X 134 €K.

The Ottoman

20M

pencil, chalk, markers,
gouache, pencil print
188 X134 Cm




davog Kvprdxov

Ta yAunTa Statues In Crisis (2009) napouaidotnkav oTo Kunpiaké Mouaceio
oe ouvepyaoia e Tov AyyeAo Makpidn kal To KévTpo Texvav. EVowpaT®vouv
Hia uaoIKr) €€ENIEN TOU evBIaPEPOVTOC LOU yia TNV anodopnaon TN YAUNTIKTC
dOpHag kal TauToéxpova TNV avaliiTnaorn eVAAAAKTIK®OV HEBOO WY EVOAPKWONG
NG SIAAEKTIKAG OXEONG HETAEU YAUNTIKIAG Kal XWPOU.

KA&Be npoogyyion enixeipei pia d1aopeTIKN EPUNVEIQ TNG IOTOPIKTIG

pag pvnung, dnuioupywvrag éva nAdicio péca and To onoio eUSOKIUET

Hia B€on avTidpaong kal anopuBbonoinong Tng I0TOPIKNG Hag yV@ong.
MapakapnTovrag d1akpITIKA TO I0TOPIKO Kal NONITIONIKS BApog,

TO OMOi0 OTOIXEIWVEI €va XWPo aav To Kunpiakd Mouaeio, dnuiolpynoa

€va enipaveiako KEAUPOG Hipnong. To paivopevikd adlanépacTo KEAUDOG
nou avaduBnKke oTnv NPOKEILEVN NEPINTWOT, S1ATHAPNOE TIC I00pPONieg

Kal Snuioupynaoe TIG NpoUnoBéoeig Héow Twv onoiwv Bépara,

onw¢n Bia, Ta naryvidia e€ouaiag kal n KovwvIKr)/cwuaTikr Bia,

va unaiviooovtal S1aKpITIKA.

KaBopioTikdG napayovTag, oTnv anoTeAECUATIKT) SIEKNEPAiIWOT TOU NAAVOU
Hou, gixe n emAoyr Twv UAIKGV, aAAa kal n peBodikrn diadikacia napaywyr|g
TV €pywv. MNa va neTUxel 0 pOAOG Tou KEAUPOUC Ba €npene n anoTunwaon
™NC AenTopépelag oTnv avBpwnivn dplyoupa kai ol avaloyieg Tng va frav
6oov To Suvaro MNio KOVTA 0' AUTEC TwV EKBEUATWY TOU louaEeiou.

‘ETOI, WG Bdaon xpnoiponoinoa Ta y\unta-ocouBevip, Ta onoia Bpiokel kaveig
oTa karaoTrpara Tng «Aaikrng reiroviage. Kridovrag, npooappolovrtag

Kal adpalipwvTag npoconadnaoa va Snpioupynow TIG SUYXPOVEG EKOOXEG

TV KAAGIKOV QUTOV NPOCWNIKOTATWV. H €MNIAOYT] 0IKOSOHIKWOV UAIKGV YIa
TIC KATAOKEUEG UNOOTHPIENG TWV YAUNTWV OE XpWHATIOHOUG KOVTA O auTOoUG
TOU Pouadeiou jTav eniong éva péoo napanAdvnong Le oKono Tnv evioxuon
TNC PAIVOUEVIKNG appoviag Tou cuvolou, éva €idog KapoudAdl.
KaBopIoTikd poAo OPWC GTNV evvoloAoyia Tou NPOTIEKT Eixe TO evBlapépov
Kar o NPOPBANUATIoNAG HOU YIa TN «UETA-avaokadri» Kal TNV «JeTa-loTopiar
TV ekBepdTwV. Ta NAgioTa yAunTd nou ekTiBovTal oTa pouaceia kai
aneikoviouv To avBpwnivo o®pa, eival SiapeNiopéva. Anoé kanola Aeinouv
Ta dkpa, and aAAa To KepdAl Kal, o€ PEPIKA, N S1dBpwan gival TOoo €vtovn
Mou To oA Holalel va BpiokeTal o€ kataoTaon anoouvBeonc. MK QeI
oav napaTtnpnTéG avriAapfavopacTe kal avTIHeETwNI{oupe auTod To BEapa;
©a pnopoUcape va IoXUPIGTOUHE OTI T IOTOPIKT avadopd HAG eniBAANAEl NwG
va aVTIHETWNIOOUE -Kal TEAIKA va anodeKTOUE To Béapa- oav GuGIoAoyIKO
enakdAouBo TG TPIRNG HE To XpOvo. Akdpa €vag Adyog dpwe Ba pnopouce
va gival kal o kaBnpepivég pag BopBapdiopdc and Ta NAEKTPOVIKA Kal Un Héoa
HadIKAC ENIKOIVwViag, Ta onoia avanapdayouv eIKOVEC Kal NANPOPopiEC,

HE APETEG 1) ELPETEG avaPOoPEC 0TN ANy TNG avBpwnivng unapéng.

H Bia, og onoladrinoTe TNn¢ popdr, ival NAEoV €va GUOIKO PaIVOHEVO,

070 onoio avTi®poUpe NabnTIkA, apou 0To KATW-KATW, 6A0 KAl ané Kanou
Ba Aeinel éva xépi i €va nodi.

O ®avog Kupiakou (yev. 1977) Ll kal epyaleTtal oTo BepoAivo, Meppavia. Eivar anépoitog
Tou Middlesex School of Fine Arts kai Tou Goldsmiths University, Aovdivo. To 2003
dnuioupynaoe To Midget Factory oTnv naAid Acukwaia, dnou Kal napousciace apkeTa
nNpPOTLEKT TOU O€ 8IAAOYO HE TO aoTIKO TONio. AVAUETA TOUC Ol ATOUIKEC EKBETEIC:

Over The Hill (2009), The New Man Has Arrived (2008), Never Trust A Monster (2007)

Kal Beware Of The Sniper (2006). To 2009 ouvepydoTnKe e TNV Apotheke Contemporary
Arts, Aeukwaia, yia Tnv atopikr) TouékBeon Crash Helmets Must Be Removed kal To 2010
pe Tnv Omikron Gallery yia Tnv ékBeon It Was an Odd, Almost Unreal Landscape, Not Without
A Certain Beauty. To 2010-2011 TOU anovepridnke unotpogia anod To Ynoupyeio Naideiag
kal MoAiTiopou yia To Glogauair Residency Program aTo BepoAivo. Mo npéodaTtég Tou
eKBEoeIg nepIAapfavouv Tnv aTtopikr) oTo Salon Populaire Everyone Should Walk (2011),
oTo Kreuzberg Pavilion pe TiThAo On Handling Considered As One of the Fine Arts (2011)

Kal oto Altes Finanzamt I Am Going To Have To Disappoint You (2011). AuT6 To S1d0TnHa
OUHHETEXEI OTO two artists show Spending Dark Days in the Sun oTo Kinderhook &
Caracas, BepoAivo (2012).

Phanos Kyriacou

The sculptures Statues In Crisis (2009) were exhibited at the Cyprus Museum Tpia
in cooperation with Angelos Makrides and the Municipal Arts Centrein e
Nicosia. They incorporate the evolution of my interest on the deconstruction

of the sculptural form and at the same time, the search for alternative ways

of embodying dialogue between sculpture and space.

Every approach attempts a different interpretation of our historical memory, 42
creating a framework within which thrives a reaction and demystification
of our historical knowledge.

Discreetly bypassing the historical and cultural weight, which haunts

a place such as the Cyprus Museum, | created a superficial, imitation shell.

The apparently impenetrable shell which emerged in this particular instance,

retained the equilibrium and created the preconditions through which

subjects such as violence, power games and social/physical violence

are discreetly implied.

A decisive factor in the effective execution of my plan was the choice

of materials but also the methodological production process of the works.

For the role of the shell to succeed, it had to portray the details in the human

form and its dimensions to be as close as possible to those of the exhibits

in the museum. Therefore, | used the souvenir statues on sale in"“Laiki Yitonia”

as a base. By building, adapting and removing, | tried to create modern

versions of these classic personalities. The choice of building materials

for the support structures of the sculptures in colours close to those

of the museum was also a means to mislead, with the aim of strengthening

the apparent harmony of the whole, a type of camouflage.

Also playing a decisive role in the connotations of the project was my

interest in‘post-excavation’ and the ‘post-history’ of the exhibits. Most of the

figurative sculptures exhibited in museums which represent human forms,

are dismembered. Some have missing limbs, others the head and, in some,

erosion is so severe that the body appears to be in a state of decomposition.

How do we, as observers understand and deal with this spectacle? One could

argue that our historical reference imposes us to deal - and eventually accept

the spectacle as a natural consequence of time. Another reason, however,

could be our daily bombardment by the mass media, which reproduces

pictures and information, with direct and indirect references to the

decomposition of human existence. Violence, in whatever form, is henceforth

a natural phenomenon to which we react passively, since, either way,

there’s always a hand or a foot missing from somewhere.

Phanos Kyriacou (b. 1977) currently lives and works in Berlin. He graduated

from Middlesex School of Fine Arts and from Goldsmiths College, London. In 2003,
Kyriacou created Midget Factory, an artist's run space, in Old Nicosia from where he
carried out various projects that encouraged a dialogue between his work and the
urban landscape. That venue has hosted most of Kyriacou's solo exhibitions: Over The Hill
(2009), The New Man Has Arrived (2008), Never Trust A Monster (2007) and Beware Of The
Sniper (2006) amongst others. In 2009, he collaborated with Apotheke Contemporary
Arts, Nicosia, for the solo exhibition titled Crash Helmets Must Be Removed and in 2010
with Omikron Gallery for the solo exhibition It Was an Odd, Almost Unreal Landscape,
NotWithout A Certain Beauty. In 2010- 2011, he was awarded a grand by the Cyprus
Ministry of Education for the Glogauair Residency Program in Berlin. His most recent
solo shows in Berlin include: Everyone Should Walk (2011) at Salon Populaire, On Handling
Considered As One of the Fine Arts (2011) at Kreuzberg Pavilion and I Am Going To Have To
Disappoint You (2011) at Altes Finanzamt. He is currently taking part in the two artists
show titled, Spending Dark Days In The Sun with Anneli Schutz, at Kinderhook & Caracas,
Berlin (2012).

Statues in Crisis

2009

6 yhunTa

peTaBANTEG S1a0TACEIG

Statues in Crisis
2009

6 sculptures
variable dimensions







Kvpiaxn Kwota

To €pyo E-motions In Motion (2007-2008) €ival pia anoneipa (U BOANIKTG aAAd
KAl KUPIOAEKTIKNG) CUVEEDTC TWV OPWV «VTja» Kal «vonpar, n onoia

oTa ayyAika 8a pnopouoe o€ pia eEAeUBepn anddoaon va cuvioTd pia
avTinapaBoAr] Twv opopIwv dpwv «textilen kal «text». Méoa and auTrv
akpIBWC TN ouv-Kkivnaon vnuatwv/v(o)nuatwv, ouv-nAékovtal BEpaTa Kal
avTIBEoEIg, Onwe N wr| kal 0 BAvarog, n napouaia kai n anouaia, n euaon Kal
n TeExvoAoyia, n napadoan Kal ) KaivoTopia, n npaypaTikdéTnTa Kal ) ¢avracia,
TO «KaAdO» Kal TO «kKAKO», TO «OIKEION Kal TO «EEvon. Ev TéAEL, 1 Sladikacia aut
dia-ypddel kal nepi-ypddel Tov TpONo e Tov onoio avTiAapBdvopal eUpUTEPEC
€WVOIEC, agieg Kal OVTOAOYIKEC «OTABEPECH ONWC N «KOUATOUPAN, N «IaTOpIaN,
TO «NAPEABOVY, N «UVIIUN».

‘ExovTag emAEEel pia napadoaoiakr) npakTikn NAEEIHAToC, TO YVwoTO
«Behovaxin, diapoppwvw pia oeipa and eryoupeg (avBpwnwv, {Owv, PUTWY,
$avTaoTIKWv, aA\d Kal TN idlag TNg KUnpou), TIC Onoieg oTn CUVEXEID
OUV-HNAEK® KUPIOAEKTIKA aAAA Kal «peTadopIkd» (Léoa and Tn Siadikacia
¢ BIVTEOOKONNONG), £TC1 WOTE OTO TEAOG VA NPOKUNTEI Hia aprnynuaTikn
akoAouBia, pia ouvBrikn animated-story telling. To Bivreo enevbueTal
HOUGIKA and TOV HOUCIKOGUVBETN Mdapio Takkouan.

1. To prjHa ‘to weave', oTa AaTIvIKG, €ival texere, anod To onoio
-KaTA evoladEPOUCa oUYKUpia- NPOKUNTOUV Ol AEEEIC «textilen kal «textr.

H Kupiakn KooTa (yev. 1971) Zel kal epydleTal otn Acukwoia. Znoudace BulavTiv) TExvn
Kal Epappoopeveg Texveg oTnv EANAda kal oTo Hvwpevo Bacihelo, eve 0AOKATpwoe
TIG LETANTUXIAKEG TNG 0NoudEG oTo Kingston University. To 2006, GUPHETEIXE

oTnv MnievaAe Tn¢ noAnG Saint Etienne, dnou Tng anovepriBnke 1o Bpafeio kovou.
Tnv idia xpovid, eknpoownnoe Tnv Kunpo otnv MnievdAe Tou Kaipou pe To €pyo
Sweet Land - Kunpiakr) CUPHETOXT anéonace Tn S1akpIon Tou KaAUTepou nafiliov.
To 2008, TnG anoveuriBnke To naykunpio BpapBeio Ypdvoeic-Weavings-Dokuma, o€
Slaywviopo nou npaypartonoirinke and To Ynoupyeio Maideiag kai MoNITIopoU o€
ouvepyaoia pe To EKATE. Avapeoa oTI¢ nio NnpoopaTteg eKBETEIC TNG NepIAApBavovTal
ol €€N¢: Presence in Absence, KEvTpo ZUyxpovng Téxvng AldTonog, AEUKwaia (2009),
International Triennial of Tapestry, MoAwvia (2010), United States of Europe, USE (2011).

H Souleid Tng Presence In Absence anéonaoce To Bpapeio PAD International Award
oTtnv ITaNia oTo diaywviopd Mediterranean Between Present and Future.

Kyriaki Costa

The work E-motions In Motion (2007-2008) is an attempt (symbolic but also
literal) to link the terms“thread” and“"meaning” which, in a free English
translation, could constitute a comparison of the words “textile and

“text” which have the same roots'. Through this precise co-movement of
threads/meanings, themes and antithesis are knitted together, such as life
and death, presence and absence, nature and technology, tradition and
innovation, reality and imagination, the“good” and the“bad”, the“familiar”
and the"foreign”. In the end, this process sets out and describes the way we
understand wider meanings, values and notions such as“culture”, "history”,
the“past”and“memory.”

Having chosen a traditional knitting practice known as“needle point”,

| create a series of figures (of people, animals, plants, imaginary beings

and Cyprus itself), which I then knit literally and “metaphorically”

(through the process of videotaping) so that a narrative sequence emerges,
a state of animated-story telling. The music on the video is composed

by Marios Takoushis.

1. The verb'to weave', in Latin, is texere, from which — interestingly - are derived
the words ‘textile’ and “text”.

Kyriaki Costa (b. 1971) lives and works in Nicosia. She studied Byzantine and Applied
Arts in Greece and the United Kingdom. She received her Master’s degree in Art

from Kingston University, London. In 2006, she participated in the Saint Etienne
Biennale exhibition, France, where she received the public’s prize. In the same year,

she represented Cyprus at the Cairo Biennale with the piece Sweet Land; the Cyprus
delegation received the Best Pavilion Prize. In 2008, she received a Pancyprian prize

at Ygdvoeig-Weavings-Dokuma, a competition organised by the Ministry of Education
and Culture and the Cyprus Chamber of Fine Arts, for the European Year of Intercultural
Dialogue. Her more recent exhibitions include: Presence in Absence, Diatopos Centre

of Contemporary Art, Nicosia (2009), International Triennial of Tapestry, Poland (2010),
United States of Europe, USE, (2011). Her work Presence in Absence received the first prize
PAD International Award in Italy in the Mediterranean Between Present

and Future competition.

E-motions In Motion
2007-2008
HOVOKAvaAo pE X0
11 AenTa

E-motions In Motion
2007-2008
single-channel
with sound

11 mins



Liwpyog Aanmtag

To Zibepévio ImiTi TNG ZUAAOYNG MaTTixn NpogpXeTal and pia evoTNTa £pYWV

UE TiTAO Mappemonde —€va €i60¢ xapToypddnong Tou KOGHOU. «KaTolkieg kal
«KOIVOTNTEG» €ival Ta Suo aToIXEIa TwV EpywV. OI KOIVOTNTEC anoTeAouvTal and
OvTa-cUpBoAa 1) NepinAOKEC CUVBETEIC MOU OXESIAOTNKAV NAVW GTOUC TOIXOUG
KAl TN OTEYT TWV OIKIWV, KI €V GUVEXEIQ, PE TN Xprion TNE PAGyag Tou oEuyovou
VTE-KOUNapioTnkav, anokoAABnkav ano TG NiGAveIG Kal IoXuponoIrnkav
yla va ataBouv o€ HIKPEG BATelg. ZTEkovTal OpBIEC OE OPASECG, OE AUOTNPEG
PUBUIKEG NapaTa&elg nou Bupifouv cUYXPOVWE HOUCIKT Kal oTPaTo.

TTOXOC HoU O’ auTr} TNV evoTNTa 1{TAV Va NPOCEYYiow TN yévvnon Kal
yevealoyia Twv oXeSIAOUEVWV CUUPBOAWY HECW IAC OTPATNYIKNG NOU

va ouvdualel Tn dladikaacia TNG ENIKEVTPWOTG TOU HUAAOU Kal TNV EKPNEN

™C¢ Pavraciag.

O Nwpyog Aannag (yev. 1950) Zel kal epydletal oTnv ABrjva. noudaoce KAIVIKN
WuyoAoyia oTo KoAAéylo Reed (1970-1974), CUPHETEXOVTAC O€ WuyiaTpikd Mpoypdppara
oTI¢ KAIviKEG Tou Salem oTo ‘Opeykov, Lav Ppavaioko kal av NTIEyKo. QG undTpodog
Watson Ta&ideye otnv Ivdia CUANEYOVTAG VTOKOUKEVTA Yia TNV IVEIKT) YAUNTIKH

Kal apxITekTovikn (1970). ®oitnoe oTo Architectural Association, Aovdivo, yia Eva xpovo
(1970) K1 apydTEPA OTNV AvdTATN ZXOAN KaAwv Texvav TnG ABrivag (1977-1982), 6nou

and 101992 d16A0KEl. ‘EXEl Napoucidoel LEYAAo apIBUO aTopIK@V eKBETEwY, and TIC
onoieg ol nio NpdodaTeg eival: F’kalepi SEM, MovTe KapAo (2011), NkaAepi Xyppas, Mapio
(2007), I. Adnmag, EikaoTikd Kévrpo PeBUpvNg, Kpritn (2005), Muntd, Mkalepi Diaspro,
Neukwaia (2004), H Anédpaan Tou Aaokdovta, FkaAepi Bernier-Eliades, ABrjva (2001),
‘EAumo, FkaAepi Lehmann-Maupin, Néa Yopkn (1998) kal FkaAepi Bernier-Eliades, ABrjva
(1997), AvBpwrog kai Mapouoia @avracpdtwv, FTkaAepi Tanit, Movaxo (1997), wteivd Epya,
rkahepi Gentili, ®DAwpevTia (1997), Motapodddia, Anobrikn kai levi T¢api, @ecoalovikn
(1996). ‘EXEI CUPHETAOXEI ENIONG OE OHASIKEG EKBETEIG ano TIG ONOIEG Ol Mo NPOCPATES
eivai: Superload, FkaAepi AMP, ABrjva (2010), Nord City Park, Apoupyo (2008), Galerie
Gmurzyaneka, Zupixn (2007), Mvnueio ato Mapdv, LUNoyr Adkn lwdvvou (2008), ZuAtoyh
Mapaoxkeud, KTipio Euta&ia, ABriva (2004), EAAnveg KaAAiréxveg, MkaAepi Francoise Heitch,
Moévayo (2004), Giants, Opydvwon de Rooij, Xayn (2004), Breakthrough, Madpitn (2004),
Outlook, ABrjva (2003), ZulnTroeic: H auMoyrj Tou Van Abbe tn¢ OAAavéiag,

AZKT, ABrjva (2002).

George Lappas

The Iron House of the Pattichis collection comes from a group of works entitled
Mappemonde — a type of mapping of the world."Homes” and“communities”
are the two elements in the works. The communities are made up of symbolic
creatures or complicated compositions drawn on the walls and roofs

of houses, and then, using oxy-acetylene were cut out, removed from the
surface and reinforced so that they can balance on a small stand. They stand
uprightin groups, in regimented, rhythmical formations which recall music
and the army simultaneously.

My objective, in this series, is to approach the birth and genealogy of drawn
symbols through a strategy which combines the process of concentrating

the mind with the explosion of the imagination.

George Lappas (b.1950) lives and works in Athens. He studied Clinical Psychology

at the Reed College (1970-1974), and participated in psychiatric programs at the Salem
Clinics in Oregon, San Francisco and San Diego. He traveled to India with a Watson
scholarship, documenting Indian sculpture and architecture (1970). He studied at the
Architectural Association, London, for a year (1970) and later at the School of Fine Arts
in Athens (1977-1982), where he teaches on a regular basis since 1992. His most recent
solo exhibitions include: SEM Gallery, Monte Carlo (2011), Xyppas Gallery, Paris (2007),

G. Lappas, Rethymno Arts Centre, Crete (2005), Sculptures, Diaspro Gallery, Nicosia
(2004), Laocoon’s Escape, Bernier-Eliades Gallery, Athens (2001), Elbo, Lehmann-Maupin
Gallery, New York (1988) and Bernier-Eliades Gallery, Athens (1997), Man in the Presence of
Ghosts, Tanit Gallery, Munich (1997), Luminous Works, Paolo Gentili Gallery, Florence (1997),
Parafratellinalia, Port Warehouse and Yeni Tzami, Thessaloniki (1996). His most recent
group shows include: Superload AMP Gallery, Athens (2010), Nord City Park, Hamburg
(2008), Galerie Gmurzyaneka, Zurich (2007), Monument to Now, Dakis loannou'’s
Collection (2008), Paraskevas’ Collection, Eutaksias Building, Athens (2004), Greek Artists,
Francoise Heitch Gallery, Munich (2004), Giants, de Rooij (curator), Hague (2004),
Breakthrough, Madrid (2004), Outlook, Athens (2004), Conversation: The Van Abbe Museum
Collection, The Factory, School of Fine Arts, Athens (2002).

Z16epévio omiTi
(Mappemonde)

1987

yAunTé, HETAAAIKN
gykataoTaon
81a0TACEIC LETABANTEC

Iron House
(Mappemonde)

1987

sculpture, metalic
installation
dimensions variable




Mapia AoiCidov

To oxédio

To ox€d10 S€xETAI CUMNUKVWHEVT TNV EVEPYEIA TOU OyKOU. KATi oav palepa,
oav TpABnypa, n Kat' olkovopia Kivnor Tou XepIiou 0TO «KaTaokeualeIvy.

Mo KOVTA OTO XapakTrpa TN¢ ypadrig, Tng avaiuonc, Tng anotunwong

€VOG EPIAATN. M&oa and Tn YAUNTIKY UneIpia TNG pOpUAg, TO OXESIO yia péva
katapyei To op1 TNG SUvaung, To {Op1 Tou dapacpou Tou UAIKoU Kal

TNG HETOUGIWOTC TOU HEXPI TN HETAHOPDWON. To {Op1 neplopileTal 0TO KAvAA
NMou OUVOEEI TO XEPI LE TNV YUXT] Kal TO Vou. To EAAXIOTO TNE XEIPOVouiag

HE éva andTopo népacpa anod Tn Bia 1o Xasdl. H YPuxIkr ¢poOpTIoN HEYAADVEI
o€ avTiBeon e TO owpaTIké KAMo, Nou HEIWVETAI 0TO EAAXIOTO. MOVO KoIvo
OTOIXEIO HETAEY TNC KATAOKEUNC EVOG YAUNTOU Kal evog oxediou, népa and

T XapaKTNPIOTIKA TNG EIKACTIKIG QVTILET®MIONG, T ENAVAANNTIKT) Kivnon.

To népaopa otnv anodoon TG ev duvdpel poppag, anod XIAIoaTo o€ XIAI0OTO
HEXPI TNV OAOKANpwoT TNG, NpoUnoBEéTel TIC 161aiTEPEC TOUTEC OUVOTIKEG

¢ andAuTng apoaciwong. ZUYKEVTPWOT), 0TaBepdTNTA Kal NPONAvVTWY
npepia, ®oTe To KABE TI va gival SuvaTo va npokUYel LEoa O pia andAuTn
eheuBepia. O1 ouvONKeC pIag yevwalddwpng napadoang oTi¢ avaykeg nou Sev
unoyialépaote, ala npokunTouv. Apxidovtag To oxediaopa, avoiyel €vag
TEPACTIOC OPICOVTAG PE UNOOXETEIC. ©a MANCIACOUUE NEPICCOTEPO EKEIVN
TNV UNGOXEDT MOU EMNITPENOUV O CUYKUPIEC TNG OTIYHIG. MIag aldviag oTIyUnG
nou o npoadiopiopdg TNE didpkelag Sev peTpiéTal. Eival apxaia.

Aev avayvwpileTal N npogéAeuat| TNG Kal eV NICTONOIEITAl TO TEAOG.

Eival TEAIKA xad1 n Bupdc;

Living small, Moucgio Mnevdakn, A6rjva 2008

To épyo anoTeAeiTal ano 25 oxédia kal dIEpeUVA opIopéva anod Ta EpWTHHATa
nou kaTahapBAvouv KeVTpPIKO HEPOC TOU GUAAOYIKOU A AOUVEIST|TOU:

TO EPWTNHA TN OXEONG e To AN\ Kal TNV €TEPOTNTA, JeTaBaivovtag and

T0 0X€610 0TNV aKpIPr) avanapdacTacr] Tou. &' auTov Tov 1I81aiTepo
«EPYAOTNPIAKO XWPON, NPWTAYWVIOTIKO pOAo diadpapatidouv pia ogipd
apBpwTEG PIyoUpeg, €va €i60G HETA-AVOPWNIVWV «UNXAVIKWOV VEUPOOTACTWV».

The pattern of 4+1 asphyxiascapes, Aeukwaia 2011

ITa €pya TNG NPOTAONG, 01 POPHEG TWV YAUNTWV «yAioTprioavs 0TO XapTi Kal
SOUAEPEVEC LE TNV NUKVT ypadr] TOu paupou HoAUBIoU KaToiknoav OIKEioug
XWPOUC OTN OEIPA TWV OXESIWV LE TiTAO Asphyxiascapes. AUTO To apxaio
naixvidl Tou WTOG HE TO OKOTADI, TOU EOWTEPIKOU KOOHOU LLE TOV EEWTEPIKO,
NG ad1€€06NC ouVOT|KNG HEe TNV €ANida.

Trans Scapes, F/kaAepi Apy®, NEUKWOia 2011-2012

H enihoyr| o€ipdg oxediwv S1apopeTIKWV NePIGSWV O€ ia akpoBaTikn
ouvBeaon), dev anoTelei aBpoloTIKr NPA&N aAAd enISIWKEI va anoKaTaoTroEl
€K VEOU TNV auTovopia Toug, NpooBAENOVTAG O€ £vav ENGEVO MPOOPIOHO.
H enidoyr| Twv oxediwv yiveTal péoa andé Ta eni HEPOUG He TPOMNO Nou 6Aa
padi va ouvBETouv €va VEo €pyo.

H Mapia Noigidou (yev.1958) Lel kal epyaleTal 0Tn Agukwaoia. Inovdace MAACTIKEG
TEXVEG 0TN ZXOA) KaAwv Texvmv TNG Aucv. To 1986 ekNpoo®nnoe Tnv Kunpo atnv
MnigvdAe BeveTiag pe Tn video-gykataoTaon O puboc e Apiddvnc o€ Tpeic Mpdéeic.

‘EXEI NPAYLATONOIT|OEl ATOUIKEG EKBETEIC KAl £XEI CUMUETAOXEI O€ OPASIKEC, O MIO
npdodaTeg TwV onoiwv eivai: Blanche et les couleures, Passage Retz, Mapiol (2012),

¢ va gridéeic évav krimo, duTwpIio EikaoTikAG KaAAiépyelag, Acukwaia (2012), Privileged
Access, Kalfayan Gallery, ©@eooalovikn (2011), To potifo TG aouéiag 4+1 Tomiwv, yKalepi
AA, ABrjva (20m1), 12n MmievdAe Kaipou, Kaipo (2010), Islands Never Found, Musée de I'Art
Moderne Saint Etienne Métropole, Saint Etienne (2010), Métissage, LArt Contemporain En
Textile, Musée d’Art et d'Histoire, Rochefort (2010), MpoBrikec BaupdTwv, Zone D- FkaAepi
ZoupnouAdkn, ABriva (2010), Et si la quirlande de julie était en laine, Chateau National,
Rambouillet (2010), Portraits de Chaussures, Histoire de Pieds, Sungkok Museum, Seoul,
Portraits de chaussures, Histoires de Pieds, Musée Internationale de la Chaussure, Romans
Drome (2010), Alebvric MmievdAe Kepapikrc, Chateauroux (2009), Cartographies, F'kaAepi
AA, ABrjva (2009), 2n MmevdAe @eoaalovikng (2009), Living Small, Mouogio Mngvakn,
ABrjva (2008), Self Other, F'kaAepi Apy®, Aeukwaia (2007), Porus Borders, 10m MnigvdAe
APXITEKTOVIKIIC BeveTiag (2006), Rencontrer I'Europe, Apollonia ZTpacBoupyo (2006).
‘Epya Tn¢ BpiokovTtal og SnpocIoug XWPOUG Kal CUANOYEC, EVK TO 2007 OE GUVEPYADIA HE
Tov apyITékTova AAEEavopo Topndadn, NnpaypaTonoinoe Ty eykatacTtaon Lapparition des
anges, yia Tnv €i0060 NG ekkAnaiag TnG Ayiag Tpiddag otn daripa g MopTtoyaiag.
Ano T0 2006 €ival pEAOG TNG opadag AA+U For Architecture, Art and Urbanism.

Maria Loizidou

The drawing

The drawing accepts the condensed energy of volume. Something like

a gathering, a pull, an efficient movement of the hand in the process of
creation. Closer to the nature of writing, of analysis, of a nightmare’s imprint.
Through the sculptural experience of form, drawing for me abolishes

the force of strength, the difficulty of taming the material and denaturalizing
it to afinal transformation. The difficulty is restricted within the channel that
connects the hand to the soul and the mind. A slight gesture with a sudden
passage from violence to a caress. The emotional load grows in contrast to
the physical effort, which is reduced to a minimum. The only common feature
between the making of a sculpture and a drawing, beyond the characteristics
of the artist’s approach, is the repetitive movement.

The passage to the rendering of the form in the making, from one millimeter
to another, until its completion, presupposes these special conditions

of absolute devotion. Concentration, stability and, above all, calmness,

so that everything and anything can arise through a complete freedom.

The conditions of a generous tradition to the needs we do not suspect,

but nevertheless arise. By beginning to draw, an enormous horizon full

of promises opens up. We will move closer to that promise which the
circumstances of the moment permit. An eternal moment in which the
definition of its duration is not measured. Itis ancient. Its provenance cannot
be identified and its end cannot be certified. In the end, is it a caress or anger?

Living small, Benaki Museum, Athens 2008

The work is made up of 25 drawings and explores some of the questions

that occupy the centre of our collective unconsciousness: the question

of the relationship with the Other and otherness, moving from the drawing
toits exact recreation. In this particular“working space”, a series of articulate
human forms, a type of post-human“mechanical nevrospasta”

play a leading role.

The pattern of 4+1 asphyxiascapes, Nicosia 2011

In the works proposed, the forms of the sculptures“slipped” on to the paper
and are worked on with the thick writing of black pencil, taking residence
in familiar spaces, in the series of drawings entitled Asphyxiascapes.

An ancient game between light and darkness, internal world and external,
dead-ends and hope.

Trans Scapes, Argo Gallery, Nicosia 2011-2012

The choice of a series of drawings from different periods in an acrobatic
composition is not a cumulative operation, but seeks to restore their
autonomy once again, aiming at a new destination. The choice of drawings
is made through the individual details in a way that everything comes
together to compose a new work.

Maria Loizidou (b. 1958) lives and works in Nicosia. She studied plastic arts at the Ecole
Nationale des Beaux-Arts de Lyon. In 1986, she represented Cyprus in the Venice Biennial
with the video-installation The Myth of Ariadne in Three Acts. Selected solo exhibitions
and group shows featuring her work include: Blanche et les couleures, Passage Retz, Paris
(2012), How To Make A Garden, Nicosia, (2012), The Pattern of 4+1Asphyxiascapes, Gallery
AD, Athens (20m), Privileged Access, Gallery Kalfayan, Salonica (201m), 12th Biennale of Cairo,
Cairo (2010), Islands Never Found, Musée d’Art Moderne de Saint Etienne Métropole,
Saint Etienne (2010), Portraits Des Chaussures, Histoires de Pieds, Musée International

de la Chaussure, Cartographies, AD Gallery, Athens (2009), 2nd Thessalloniki Biennial
(2009), Living Small, Benaki Museum, Athens (2008), Self Other, Argo Gallery, Nicosia
(2007), Porus Borders, 10th International Venice Biennial of Architecture (2006),
Rencontrer I'Europe, Apollonia, Strasbourg (2006). Works by the artist are found in public
spaces and collections, while she has recently collaborated with architect Alexandros
Tombazis in creating Lapparition des anges, an installation at the entrance to the Church
of the Holy Trinity, in Fatima, Portugal. She has been a member of the collective AA+U
For Architecture, Art and Urbanism since 2006.

Living small

2008

oxédla eykardoTaong,
25 0x£61a 76 X 112 €K,
HOAUBI o€ XapTi,
pera&oTunia

400 X 800 X 80 €K.

Living small

2008

drawings installation,
25 drawings 76 x 112 cm

(five originals-20 prints),

all hand made cuts.
400 X 800 X80 Cm




Asphyxiascapes

20Mm

oxédla oe
gykaraotaon, EUAo,
12 oxédia (1978-2011),
1 pwToypadia

180X 80X 80 EK.

Asphyxiascapes

20m

drawings installation,
wood, 12 drawings
(1978-2011), 1 photo
180 x80x80 cm

Asphyxiascapes
201

OX€810 HE HOAUBI
180 X 110 €K.

Asphyxiascapes

201

drawing with pencil
180 x110CM




[oavaywwtng MixanA

To KUpIo EpeuVNTIKS Kal EIKACTIKG Hou evdiadépov eoTIdleTal yUpw anod Tnv
16€a TNG peTaBaTikic nepIddou we piag diadikaciag Sour¢ TNG TauToTNTAG:
01 Tponol Eca and Toug Onoioug n TauTodTNTA WG PEUCTT) diadikaacia
Slapopdwong kal avadiapopPwong LNopei va ouveloPepel o€ AANEG BETIKEG
aAAay£G 0TO KOIVWVIKOG pag nepIBAAAov, TIG EUNEIPIEG CUUNEPIPOPAG

TOU NAapeABOVTOC, TNG NOAITIKIG KAl ATOMIKNG NOIKNG K.TA.

H petapatikn nepiodog, n nepiodog TN aAAayrc anod pia katdotaon

o€ Hia aAAn, and éva oTad1o 0TO ENOUEVO - EITE AUTA ENEVEPYOUV OE ATOUIKO
€iTe 0€ KOIVWVIKO-NONITIKO eninedo -ival éva Bacikd BEpa Nou He EAKUEL.

Me anaoyxoAouUv ol avBpwniveg avTidpAcEIG Kal Ta cuvaiobrjpara nou
npokaAouvTal and pia aAAayr) oTo XWpPo, Tov Téno 1y Tov Tpono {wiig,

KaBw¢ Kal n npoondbeia NnpocappoyTG o€ €va Kalivoupio GuoIKo,
MVEUUATIKG ouvalobnuatiko, KoIvwviko, NoAITIKO 1} AAAO nepIBAAov.
MpoUnoBeon yia TNV opaAr cupBiwon -pHeTa&l Tou eauToU Kal TOU VEOU
nepIBAAAOVTOC- €ival n kaTavdnon Tou KWSIKa AEITOUpyiag Tou VoG aToIxEiou
ano 1o dAho. AuTo e€unakouel pia nepiodo eninovng npocappoyng,
YEHATNG GAEPT, Kaxunowia, OVEIPO KAl NEICHA. TXESIA KATAGTPWVOVTAI,
NPOTACEIG Kal avTINpoTAoelg unoBdAAovTal, oxedialovtal KaTeuBUVTTPIEG
YPappEg kal dpia Ta onoia AAOTE cuykpouovTal, epdanTovTal 1] TEPvovTal
HETAEU TOUC Kal AAAOTE AeIToupyoUV NnapdAAnAa, dSnuioupyovTag éva nAéypa
aBeBaiétTag, al\a kal eudopiac.

Stand-Home-Stand

«To 181WTIKO KAl TO NPOCWNIKG CUYXWVEUOVTAl HéOa O€E éva XWPo,

TOOO E0WTEPIKO OO0 Kal EEWTEPIKO, €yyiovTag aTa dpid Toug To EVOIAUETO.
Av TO «aniTI» €ival 0 XWPog 6rnou ¢pIAogeveital To puaikd owpa, gival
TauTOXPOVA KAl 0 TOMOC and TOV OMNoio NPENEI Kaveig va dpaneTeVoel yia

Va OVEIPOMOATOEl VEEC NMPOONTIKEG 1) akOKa va enavanpoadlopioel TNV aTopIKn
Tou unoaTaaon. ‘Ovrag Heoa Kal £€w anod TO CWUA, TO «CNiTI», TNV KOIVWVIa,
OTEKOPAOE O€ YOVIO £€6adog, HeTaToni{ovTag IBEMSN, HETAHOPDWVOVTAG
nenolBrjoei¢ kal avanapdyovTtag éveipa. Mnopei OvTwg auTd To «oniTin

va KaTolknBei; AnoTeAei Urnwg éva dVeIpo Nou HNOPOULE Vva GavTacToUE
EK VEOU;».

Mapia MeTpidn
andonagpa and 1o 6eATio Tumou Tng ekBeanc «Oupave, 6xi bev Ba mw To vain, 2010,
Kévtpo Suyxpovng Téxvng Aidtomoc.

Remember Me

«Mio apdionpo HaAAov gival TO UHVUHA HE TN HOPOT] KEILEVOU MOU GEPOUV
01 08IKEC NIvakideg Tou MavayldTn MixarjA, To 0noio PHNopei va eppnVveuTE|
TOOO O€ NPOCWNIKO OO0 Kal o€ NONITIKO eninedo. O1 Aé€elg «Na Me @updoam
epdavidovtal ypapUEVEG O€ TPEIC YAWOOEC, EANANVIKA, TOUPKIKA Kal ayyAIKd,
avTINPOoWNEVUOVTAC TIC TPEIG SUVAREIG LE TN LEYAAUTEPT) ENIPPOT] OTO VNOTi.
Av Kkal To €pyo naidel He TV apxeTunn nA&ov eAAnvokunpiakr drjAwon

«AEV ZeXvdn (TNV EICBOAT) TOU 1974) KAl TNV TOUPKOKUNPIAKT «Agv Ba
Zexdooupen (Tnv eBvoTIK Bia peTALY Twv SUO KOIVOTHTWVY KATA TNV NePiodo
1963-67) 01 A€€€I¢ Pnopouv va NpooAdouv S1adopeTIK onpaacia yia
S1adopeTIKOUC Adyouc, avdAoya LE TNV NPoowniKr) onTIKr Tou Beatr».

Katepiva lpéyou
Andanaopa and To «Mabaivovtag Toug Amévavrin, Leaps of Faith, 2005

O Navayi®d™g MixanA (yev. 1966) Lel ki epyaleTal oTn Agukwaia. Eival ouv-15puTri¢
NG KaANITEXVIKIC opddac Artrageous. ‘EAaBe Ta akdhouBa Bpafeia: 2005, 1° Bpaeio,
Alaywviopdg yia Snpoacio €pyo TEXvNG yia To Enapyxiako AikaoTiké Méyapo, Aepecdg:
1999, BpaBeio Kpitwv, Mnievaie AAeavdpeiag. Eknpoo®nnoe Tnv Kunpo otnv Mnigvaie
BeveTiag (2005), ouppeTeixe oTIg MnievaAe Rijeka, Kpoartia (1997), AAe€avdpeiag,
AiyunToc (1999) kai Limerick, IpAavdia (2006). Exel AdBel pépog o exBéoeig aTnv Kunpo
Kal TO EEWTEPIKG OTOUG akdAouBoug xwpoug: Sala Berlanga, Madpit, La Maison de la
Culture, Apiév, N.O. Gallery, MiAdvo, Novalis Contemporary Art, Topivo, Remap Show,
ABrjva, Galerie Christophe Gaillard, Napiol, Galerie Nikki Diana Marquardt, Mapiot, Art
Athina, ABrjva, Nedio Apaong Kodpa, @eocalovikn, Mouaoeio louvaponouiou, ABriva,
AnpoTikd Kevtpo Texvav Aeukwaiag, Art Conteporanea Moderna, Poun, Artour-o,
®AwpevTia, Allegra Ravizza Art Project, MiAdvo, Rena Bransten Gallery, Zav ®pavoioko,
Mati Ghar, Néo AeAxi, The Soap Factory, MiveanoAi¢. eoTIBAA Téxvng Miart, MiAdvo,
Eupwnaikod Mpageio Eupeaitexviag, Movayo, Notgallery, NdnoAn, Art Caucasus 2005,
TugAida, Pocheon Asian Art Festival: PAAF2005, Pocheon, The Artists Residence,
XeplAiyia, Casoria International Art Museum, Kaoopia, Contemporary Art Center,
NTIyiappnakip, Centre of Contemporary Art, Bpu&eAeg, Werk Hall 8 Siemens, Aeiyia,
Maxkedovikd Mouaoeio TUyxpovng Téxvng, ©@eoaatovikn, DRAC Ahoartiag, £TpacBoupyo,
FRAC Kopoikrg, Kunstlerwerkstatt Lothringer Strasse, Mévaxo, Postmasters Gallery,
Néa Yopkn.

Panayiotis Michael

My main research and artistic interest focuses on the notion of transitional Tpia
periods as a process of identity construction. The ways in which identityas s
a fluid process of formation and re-formation can contribute to other positive

changes in our social environment, behavioural background, political

and personal ethics, etc.

The period of transition of change from one situation to another, 54
from one stage to the next - whether this acts at an individualor
a socio-political level - is a critical issue | am intrigued by. | am concerned

with our reactions or feelings generated by a change of space, place or

way of life and the efforts of adjusting to a new, natural, spiritual, emotional,

social, political or other environment. In these efforts of adjustment to new

situations, humans struggle to understand, adopt and assimilate a new set

of facts and to coexist within and with the new environment.

Imperative for a smooth coexistence -between the self and the new

environment- is the understanding of each other’s code of conduct.

This involves a period of arduous adjustment filled with flirtation, suspicion,

fantasy and obstinacy. Plans are made, proposals and counter-proposals

are suggested, directives and limits are set, which sometimes conflict,

sometimes adjoin or intersect each other, or work in a parallel way,

creating a plexus of uncertainty but also of euphoria.

Stand-Home-Stand

“The private and the personal merge in a space, both inside and out, verging
on thein-between. If a'house’ is also a space for one’s body to inhabit,

itis also the same place from which one must escape to re-create one’s
daydreams of new possibilities, and even one’s notion of the‘self". Being inside
and outside a body, a‘home’, a society is to stand on a fertile ground, shifting
ideals, transforming beliefs and regenerating dreams. Can this‘home’

be inhabited? Is the'home’ a dream which can be re-imagined?”

Maria Petrides, part of the press release for the show «Oupav, dx1 6ev Ba mw 1o vai»
(Hey Sky, No | Won't Say Yes), 2010, Centre of Contemporary Art Diatopos

Remember Me

“Panayiotis Michael's road signs offer a textual message which is much more
ambiguous and can be read both on a personal level as well as a political
one. The words'Remember Me' are inscribed in three languages: Greek,
Turkish and English representing the three most influential powers of the
island. While it plays on the archetypal Greek Cypriot'l don't forget’ (the

1974 invasion) and the Turkish Cypriot ‘We will not forget’ (the inter-ethnic
communal violence 1963-67), the words may acquire different significance
for different reasons, all depending on one’s own perspective.”

Katerina Gregos, «Getting to Know the Other Side», Leaps of Faith project 2005

Panayiotis Michael (b. 1966) lives and works in Nicosia. He co-founded Artrageous
group. He has received the following prizes and awards: 2005, Competition for public
art project for Limassol District Courthouse, Cyprus, 1% prize; 1999, The Jury Award,
Alexandria Biennial, Egypt. He represented Cyprus in the Venice Biennale (2005) and
participated in Rijeka Biennial, Croatia (1997), Alexandria Biennial, Egypt (1999) and
Limerick, Ireland (2006). He has participated in exhibitions in Cyprus and abroad in the
following spaces: Sala Berlanga, Madrid, La Maison de la Culture, Amien, N.O. Gallery,
Milan, Novalis Contemporary Art, Turin, Remap Show, Athens, Galerie Christophe
Gaillard, Paris, Galerie Nikki Diana Marquardt, Paris, Art Athina, Athens, Kodra,
Thessaloniki, Gounaropoulos Museum, Athens, NIMAC, Nicosia, Art Conteporanea
Moderna, Rome, Artour-o, Florence, Allegra Ravizza Art Project, Milan, Rena Bransten
Gallery, San Francisco, Mati Ghar, New Delhi, The Soap Factory, Minneapolis, Miart art
fair, Milan, The European Patent Office, Munich, Notgallery, Naples, Art Caucasus 2005,
Tbilisi, Pocheon Asian Art Festival: PAAF2005, Pocheon, The Artists Residence, Herzliya,
Casoria International Art Museum, Cassoria, Contemporary Art Center, Diyarbakir,
Centre of Contemporary Art, Brussels, Werk Hall 8 Siemens, Leipzig, Macedonian
Museum of Contemporary Art, Thessaloniki, DRACAlsace, Strasburg, FRAC, Corse,
Kunstlerwerkstatt Lothringer Strasse, Munich, Postmasters Gallery, New York.

Remember Me
2005

onfjpavon dpopou
420 X168 €K.
Edition of 2; 2/2

Remember Me
2005

Street sign

420 X168 cm
Edition of 2; 2/2

NA ME OYMAZAI

HATIRLA BENI
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Anuntpng NeokAéovg

‘Ocol yevwwnOrkape otnv KUnpo Tou ‘70 (kal aképa nepIocoTePO

o1 naAaidTePOI), HEyaA@woape o' €va évTova NoNITIKO 1] KAAUTEPA NOAEUIKS
nepiBAAAov. Ano Tn lia, fTav Ta yeyovota Tng €I6B0ANG nou Ta eixape,

HE TOV €va 1) Tov AAAo Tpdno, BI®oel HEXPI Ta Lnouvia. And Tnv dAAn,
SlavUape TNV enoxr Tou Yuxpou NOAELOU, MOU HTav 0Ta POPTE TNG Kal EiXAUE
TNV €yvola Pnnwg kal Eapvika Eekviioel o Tpitog MNaykoopiog MOAepog

Kar éva Kaho npwi e€adpavioToUpEe and NPpoownou yne. EUTUXWE eixape

TOV KIvnpaToypddo Tng Kupiakng, Le Talvieg kapdTe, Kaoupnondeg kal mad
max yla anédpaacn. Av avaloyioToUE To orjlepa, Ta npdypata ¢pavralouv
va £X0UV MOAAEC OPOIOTNTEC WE TO Naldikd pag napeAbov. MiAoUpe akdpa
yla Tnv Katoxr| kal Yaxvou e TOUC «KaAoUE» Kal TOUG «kKakoug» yia va
OUHNOPEUTOUE NPOG TO NETPEAATKO pag LéAoV. Méoa og OAa auTa undapyel
Karn ayann npog Tnv £vvola Tng TEXVNG, Nou {nTa TIG SIKEG pag anavTroeig.

‘Onwc ypdger n Mapia Metpidn

Ta TeAeuTaia xpdvia o AnpnTpng NeokAEoug e€epeuva diapopa {nTrpara:

TI ONHAivel va NapapéVOURE KIVITOMOINUEVOI O€ [ia NEPIOSO OIKOVOUIKNAG
KaTaoTPoYNg, NWE To va avalnToue evaAAGKTIKA KaTaduyla aneAeUBEPQVEI
TNV €VTAOT) — AEKTIKT] 1] {N — TNG NONITIKIG KATAGTAGTG MOU NEPIBAAAEI

TNV Kunpo; Av 0 KOIVWVIKOG ENOUXaoHOG oTnv UAN opilel Tnv kabnuepivr) {wn
Kal evioxUel Tnv andBeia, n dnuioupyia ePripepwv KaTaduyiwv NPOoPEPEI
evd aA\o, avalwoyovnTikd XWPO Yia eVAANAKTIKEC AQVayVWOOEIG IGTOPIOV

Kal apnyroewv, TOG0 NPOCWNIKWY 0G0 KAl NONITIK®WV, EEKIVOVTAC and auTEC
nou KouBaAoUpe pEoa pag kal aveEapTnta anod £pag.

To €pyo Tou NeokA&oug, Palimpolis - The Railway Station (MaAipmoAic-

O Z16npodpopikdc ZTabpdc) 2010, OUTOMIKO KAl Jr), 0av pia EIKkovoypadnpévn
aoTIKr avTi-noAIG Nou eKXUVEI NEPicoIa Pnoyld avTikaTonTpilel pe 1d1aiTepo
Tpdno Ta 81kA Tou Héaa Kal vorjpata. AKpUAIKO kal KapBAag pag napacépvouy
HE TNV Kivnon, To XpwHa, TN AENTOEPEIQ KAl TIG AVARIKTEC LETADOPEC.

Y10 acnpopaupo eovTo diapaiveTal pia cuvVTETAyYHEVT NOAN, AEITOUPYIKT,
aodalng kal uyine. ‘Ooo NnAncialoupe oTn AeNTOPEPEIQ TNG SOUNG TNG,

TO0O Nio EekdBapa diakpivoupe Tov oxeddv TpIoSIAoTaTo TOMO TNG
KaToiknong. Ki 6pw¢, autdg AeiToupyei oav pia aAAn Yeudaiobnon-

N oUAANYN HIag oTIYUAG Hayeiag. H okonipa andAuTa eninedn enipavela,
oav TUNWEVN elIKovoypapnaon, avtinapaTiBeTal o’ auTr) TNV AAAN onTIKN
81aoTacon nou Napapével UNavIKTIKY. ZTNv aloBnTIKA AOYIKN TNE TEXVIKIC
TwV KOUIK, TO avalwoyovnTiko EEanacpa piag nalyviwdoug dévnong Gepvel
0T0 PWC dUVATOTNTEG NOU GUVAVT®VTAI OE XWPOUC, OMOU UNOOXOHEVEC
EOPTAOTIKEG OTIYHEG KABNUEPIVIG EUTUXIAC NPOBAANNOUY AVTIHETWNEG

OTIC OKOTEIVEC, AONPOPAUPEC avanapacTATEIC TNG LETALOVTEPVAC

Kkal Bropnxavikig {wnic.

O AnunRTpng NeokA&oug (vev. 1973) Zel Kal epydleTal 0Tn Acukwaia. Znoudaoe

0T ZX0A) KaAwv Texvwv Tou ApioToTeAEiou MavenioTnpiou oTn @€ccalovikn (1991-1996)
Kal 01N ZXoAr) KaAwv Texvov Wenhua Da Xue oTo Mekivo (2000 — 2001). Eival éva

an’ Ta 16puTIKA PEAN Tou Cyprus Noise of Coincidence Art Project (2001-), dnw¢ Kai

Tou Stoa Aeschylou Association (2007-). ‘ExEl NapOUCIACEI TIG EENG ATOUIKEG EKBETEIG:
MaAipmoAig (2011), MoAITIoTIKS KévTpo BAadipunpog Kaukapidng, Snails (Escape Equipments),
YKaAepi Apyw (2006) kai Hi-Lite 5 (2004), Archimede Staffolini Gallery otn Aeukwaia.
AvApEDa OTIG OpadIKEG EKBETEIC MOU CUHHETEIXE NepIAapBavovTal ol €1¢: Drawing Room
(2011), Omikron Gallery, Aeukwaia, Cyprislandia (2011), Reykjavik Art Gallery, P€ikiafik,
Dialogues with the Marchine (2010), Sala Berlanga MADATAC, Madpitn, A Change of Air
(2009), the Laden Parkhaus, ApoTepvTay, The Beehive Project (2009), Artists with
Attitude, ApoTepvtay, Landscapes of Body Memories (2008), the Art Lab, Aeukwoaia,
Mpo-Tdoeig (2008), Action Field Kodra, ©ecoalovikn, Where Do We Go From Here?

(2008), AnpoTIKS KévTpo Texvav, Aeukwaoia, kai Mepipéva Néa Sou (2008), Mouaoeio
FouvaponouAou, ABrjva. To 2005, EKNPOCMNNGCE TNV KUNpo aTnv 1M TpievdAe Iviav,

070 N€Oo AgAyi.

Demetris Neokleous

Those of us who were born in Cyprus in the 70s (and those who were

born before that, even more so) grew up in an intense political or, better

said, warlike environment. On the one hand, we were faced with the
consequences of the invasion that we experienced in their entirety, while on
the other, we were going through the cold war which was at its peak, and we
were preoccupied with the possibility of a third world war suddenly breaking
out, which could mean our disappearing off the face of the earth altogether.
Fortunately, we had the Sunday movies, with karate films, cowboys and

Mad Max as an escape. If we contemplate the present, things may appear

to have many similarities to our childhood. We speak about the occupation
and we seek for the“good” and the"bad” in order to catch up to our 'wonderful'
petrol future. In between all of this, there is also love towards the significance
of art, which demands our own answers.

As writes Maria Petrides

These past years, Demetris Neokleous' work has addressed various issues:
what it means to be mobile in an age of economic disaster; how might
seeking for alternative refuges release the tension - vocal and not -

of the political environment that surrounds Cyprus? If social and material
complacency dictates daily life and festers apathy, creating passing
sanctuaries offers another breathing space for alternative readings

of our histories and stories, personal and political, beginning with

the ones we each carry within and without us.

Neokleous' painting, titled, Palimpolis - The Railway Station, 2010, utopian
and not, spurts exorbitant paint -(reflective, in some way, of its own medium
and meanings)-, and depicts a sort of urban anti-polis imagined almost in
illustration. Acrylic and canvas tease us with motion, colour, detail,

and mixed metaphors. In the black and white backdrop looms what looks
like a requlated city, functional, safe and sound. The closer we get to the
detail of the city structures, the clearer our vision seems of this almost

third dimensional place of inhabitance. But this works as anotherillusion;

a moment of magic captured. Its intentional super flat surface, resembling
anillustration print, juxtaposes this other optical dimension, which remains
suggestive only, as there is no third dimension. In the sensible mood of a
graphicimage, the animated outburst of a vibrant playfulness brings to light
possibilities encountered in spaces where celebrative moments of everyday
happiness are promised in the face of dark, black and white representations
of post-modern and industrial life.

Demetris Neokleous (b. 1973) lives and works in Nicosia. He studied at the Academy

of Fine Arts at the Aristotelian University of Salonica (1991-1996) and at the Academy

of Fine Arts of Wenhua Da Xue in Beijing (2000 — 2001). He was one of the founding
members of Cyprus Noise of Coincidence Art Project (2001-) as well as of the Stoa
Aeschylou Association (2007-). His solo exhibitions include: Palimpolis (2011) at the
Vladimiros Kafkarides Cultural Centre, Snails (Escape Equipments) at Gallery Argo (2006)
and Hi-Lite 5 (2004) at the Archimede Staffolini Gallery. He has participated in numerous
group exhibitions including: Drawing Room (2011), Omikron Gallery, Nicosia, Cyprislandia
(20m), Reykjavik Art Gallery, Dialogues with the Marchine (2010), Sala Berlanga MADATAC,
Madrid, A Change of Air (2009), Laden Parkhaus, Amsterdam, The Beehive Project (2009),
Artists with Attitude, Amsterdam, Landscapes of Body Memories (2008), Art Lab, Nicosia,
Pro-Taseis (2008), Action Field Kodra, Thessalonica, Where Do We Go From Here? (2008),
NIMAC, Nicosia and Perimeno Nea Sou (2008), Gounaropoulos Museum, Athens.

In 2005, he represented Cyprus in the 11th Triennial of India, New Delhi.

MaAipmoAig -

O %16npobpopikoG ETabpdg
2010

aKpUAIKO o€ KapPa

180 X 300 €K.

Palimpolis -

The Railway Station
2010

acrylicon canvas
180x300CmM



Eleni Economou

My sculptural work Archetypes (2010), though presented and functioning Tpia
asaflatflooring expansion within the provided space, can simultaneously, s
with the same sculptural elements with which it is built, be presented as

a perforated cube. In my work, | aspire that values such as the aesthetics of

austerity, the fineness of lines and forms, the order of measure, of powerful

impression-gestalt, but above all of concealed geometry, exist. Thedense _5.5_3_ 59
sculptural composition of archetypal repeated patterns creates the powerful

impression of balance and harmony, while the insistent placement of

repeated sculptural elements in the space renders the process almost

aritual action. The recurrent sculptural elements indicate the presence

of wisdom, harmony, balance and of justice in the shape of the world on

a universal and individual level that constantly coexists and transforms.

The repetition of sculptural elements and the focalisation of the mind on

an archetypal pattern, can link the creator with the intellectual cradle in

which it belongs and reveal the origins of the Archetype. The archetypes are

ideas eternally present in the universe that we imprint by using materials

to give them shape. | give form to archetypal eternal ideas with sensitive

building materials such as plaster, in order to give emphasis to the contrast

of eternal archetypal ideas with a destructible material. The whole work

of artis based on the logic of the unit of the cube. The cube as a unit

is multiplied, added, removed and divided, creating a flooring expansion

in the space.

Eleni Economou (b. 19871) lives and works in Nicosia. She studied sculpture at the Athens
School of Fine Arts in Greece. Between 2002 and 2003, she obtained a grant from S.S.F.
and attended the Slade School of Fine Arts, University College London, UK, achieving
the highest grade (A). Her first solo show Archetypes was held at Argo Gallery, Nicosia,

in 2010. Her most recent group shows include: Group show, Lola Nikolaou Gallery,
Thessaloniki (2012), Encounters: Eclectic Affinities with the Art of Phaedon Anastasiadis,
Teloglion Foundation of Arts, Aristotle University of Thessaloniki (2012) and at Melina

EAévn Okovopov

To £py0 HOU pE TITAO ApYETUTa (2010) NAPOTI NAPOUCIAZETAI KAl AEITOUPYEI Merkouri Municipal Hall, Athens (2011), Young Artists, University of loannina Awards
WC ENIBAnESIo avanTuypa oTo XWPOo TauToxpova e Ta idia yAunTika of the Cultural Centre of Peristeras Monastery, loannina Municipal Art Gallery, loannina Apxétuna
oToIXEla Mou To BopoUY, £Xel T SUVATHTNTA Va NApPOUCIACTES Kal WC (20m), 15th Biennale for Young Artists from Europe and the Mediterranean, Thessaloniki, 2010 ) )
S1ATPNTOC KUPBOC. £TO YAUNTIKO OU £pY0 EMISIOK va UNAPXOUV a&ieg Cyprus participation (2011), Memory Patterns with Giannis Diamantis, Famagusta Gate, :{g;ll)l(v:lo\g::";gsKOTo'XE'a
6nWE N aIedNTIKY TNS AITATATAC, TNE KABAPATNTAC TWV YPAHHGOV Kal Nicosia (2010), Artistic Competition for Young Artists, loanina University, Cultural Centre ’
TV OXNHAT@Y, TNC TAENC, TOU HETPOU, TNC IOXUPC EvTUNwanc-gestalt, of Peristera DQurouti Monfalstery (awarded), 2010, World Cup 3? Countries-160 Artists, Archetypes

Fifa Art Collection, South Africa (2010), 13th Biennale for Young Artists from Europe and the 2010

aAAa ndvw anod 6Aa TNG KPUOTIG YEWHETPIAg. H yAunTIKr nukvr) ouvBeon

3 i i X i Mediterranean, Puglia, Italy, Greek participation, (2008). From 2008-2010 she was
TWV apXETUNIK®WV enavaiapBavopevewv HoTiBwv dnuioupyei Tnv 1oxupn

plaster sculpural elements

. ) ) i X ! awarded a full-time financial grant from the S.S.F. of Greece to pursue her artistic work 108 X 108 X 108 cm
gvTunwan Tng icopponiag kai Tng appoviag, v n enipovn TonoBetnon Twv Studies in the Embroidery of Cyprus. In 2008 she participated in the sculpture workshop
enavaAapBavopEVwV YAUNTIK®V OTOIXEIWV 0TO XWPo KabioTd tn Siadikaoia on theisland of Susac, in Croatia, which was organised by the Museum of Contemporary
oxedov TeEAeTOUPYIKT) NpaA&n. Ta enavaAapBavopeva YAUNTIKA OToIXEIQ Artin Rijeka.

unodnAWVOUV TIG CUHHETOXEG TNG oodiag, TNG appoviag, TnG iIocopponiag

Kal TG 81kaloouvng TOU OXNUATIOHOU TOU KOGLOU O€ GUUMNAVTIKO Kal ATOHIKO
€ninedo, Nou oUVEXWG oUVUNAPXOUV Kal HeETAAAACoOVTAl. H enavainym Twv
YAUNTIK®V OTOIXEIWV Kal 1) E0TIAOT) TOU VOU O€ €va apxeTuniké HoTifo, pnopei
va EVWOEI TOV SNUIOUPYO E TNV NVEURATIKT] ECTIA GTNV ONOia GvrKEl Kal ano
Tnv onoia nnyaZel To ApxeTuno. Ta ApxeTuna givar 1I8€G nou Bpiokovtal aimvia
0TO oupnav Kal eQEiG HEOW TNG UANG Ta anoTUNWVOUUE SivovTag Toug Hopor).
Aivw popdr] O apxXETUNIKEG AIOVIEG IGEEC PE €éva euaioBnTo 0IKOSOUIKS

UNIKO, 6nw¢ 0 yUyoc, yia va 800w EUdaacn oTnv avTifeon Twv al@vIiwy
APXETUMNIKWV IBEQV UE TN $OapTOTNTA TNG UANC. To YAUNTIKG HOU £pYO OTO
oUvoAG Tou BaacileTal oTn Aoyikn TN¢ povadag Tou kUBou. O KUPBOC we povada
noA\anAaciaetal, npoaTiBeTal, apaipeital, diaipeital, SnuioupywvTag
€ndanédieg YAUNTIKEC CUVBETEIC OTO XWPO.

H EAévn Oikovépou (yev. 1981) Lel kal epyddeTal oTn AeUKwaoia. noudace yAUNTIKY OTNV
AvwTaTn ZxoAr] KaAov Texvmv, ABriva kal ot ZxoAr] KaAwv Texvwv Slade Tou University
College, Aovdivo. To 2010 NpaypaTonoince TNV NPWTN TNG aTopIKN EKBEON HE TITAO
Apxétuma oTnv I'kahepi Apyw, Aeukwaoia. ‘EAaBe PEPOG O€ OLadIKEG EKBECEIG avapeoa
OTIC OMOIEC 01 Mo NPOoPATeC ival: Opadikr ékBean yAUNTIKIC Kal {wypadikAc, yKAaAepi AOAa
NikoAdou, ©eccalovikn (2012), ZuvavTrioeig EKAEKTIKEG SUyyEveleg pe Tnv Téxvn Tou @aibwva
AvaoTaoidédn, TENNOYAeIo 16pupa Texvwv A.M.0, @eacalovikn (2012) kal MONITIOTIKO
Kévtpo Tou Afjpou ABnvaiwv Mehiva Mepkoupn (2011), Néor KaAAiréxveg (Bpafeia
MavenioTrpiou lwavvivwv Tou Kévtpou MoAiTiopoU Movnig NepioTepag AoupouTn),
AnpoTikr MivakoBnkn loavvivev, lwadvviva (201), 151 MmevdAe Néwv Anpioupywv Eup@mng
Kai Meagoyeiou, @ecoalovikn, KUNplakr) CUPUETOXT] (2011), Memory Patterns pe Tov MNdvvn
Alapdvn, NMUAN ARRoX®WoTou, AeUkwaia (2010), EikaoTikoc Alaywviopdg Néwv KaAAireyvav
Tou MavemaTrpiou lwavvivwy, Kévtpo MoAiTiopou Movr|g MepioTepdg AoupouTn- BpaBeio,
(2010), World Cup 32 countries-160 Artists Fifa Art Collection, South Africa (2010), 13n MmievdAe
NEwv Anpioupyav Eupamnng kai Meaoyeiou, MouUAia, ITalia (EAANVIKY) CUPHETOXT), 2008.

Tn xpovikr nepiodo 2008-2010 €Aafe unotpodia and 1o (I.K.Y) EAAadog yia Tnv
€KNOVNOT KAANITEXVIKOU €pyou pe BEpa MeAéTeg aTa Kevrripata Tng Kumpou. To 2008
OUMMETEIXE 0TO Zupndaoio MUNTIKAC 0To vnai Susac Tng Kpoartiag pe Tnv unootpién
Tou Mouaeiou LUyxpovng Téxvng TG Rijeka.




XpLot6dovlog Iavayiwtov

AMNARBe1a kal loXupIoGHOG

H duodopia nou évinbe, evioTe NOAU évTova - Kal nou kanola Bpddia,

HETA anod pia oAOKANpN Hépa adiakonng ypadprig, avayotav oxedov

o€ pOPo - nrjyale and Tnv aioBnon 611 napriyaye éva d1nAd Adyo, éva Adyo

TOU onoiou n pop®dr) unookEAIZe To aTOX0: SIOTI EVW 0 GTOXOG TOU AGyoU

Tou dev gival | aAriBela, napdAa auta o Adyog epdavideTal KaTnyopnUaTikog.
(Apxiog va viwBel autr] Tnv avnouyia noAU vwpi¢. AywvioTnKe va Tnv Eenepaccel
- Kabw¢ diadopeTikd Ba oTapaTouoe va ypddel - Bupiovtag oTov eauTd

Tou OTI €ival N YA@ooa katnyopnuarikr, oxi o id1o¢. @a cupdpwvouae Aoindv

0 KaBévag nwe gival napdAoyo To ylaTpikd TOU va NpooBETEIC oe kKABe npdTAoN
pPNTPEC apePaidtnTag, nioTelovTag Nwe KATI MOU NPoEPXETal and Tn yA\wooa
Ba pnopouace va Tapakouvnoel Tnv idia Tn yAwooa).

(Mg pia T€Tola aioBnon, kabe popa nou ypadel, pavraleTtal nwg Ba NANywaoel
Kanolov ano Touc ¢pidoug Tou — MoTé Tov i610, 0 pido¢ aANalel kKABe popa).

H npéTaon

H npdTtaon avakolveveTtal oav I6E0A0YIKSO aVvTIKEILEVO Kal napayeTal

oav anéiauon (MPOKEITAl yia Tn HEIwEVN oudia Tou AMocnacparog).
MnopoUE £Tal, €iTE va xapakTnpicoupe To BEpa wg avTiaTiko, eiTe va
ouvaydyoupe and auTtrv Tnv avtipaon pia €KnAnEn. 1owg TeAIKA Kal pia
KPITIKY anopia avTidpaon: TI kI av undpxel Aoindv pia deUtepn diacTpod,
pia anéAauan tne 16eoAoyiac;

Roland Barthes par Roland Barthes, Seuil. 1975.

MeTadpaaon Tou KAANITEXVT anod Ta YaAAIKA.

O Xp1oTa6oulog MavayiwTou (yev. 1978) el kI pydleTal oTo Mapiol (FaAAia) kal

oTn Agpeod (KUnpog). Avapeoa oTig NpOohaTeg ATOHIKEG TOU eKBETEIG nepIAapBdvovTal
o1 €€1G: One Thousand and One Days, Museum of Contemporary Art, St. Louis, HMA
(2012), Christodoulos Panayiotou, Museum of Contemporary Art, Aciyiia, l'eppavia (2011),
Christodoulos Panayiotou, Kunsthalle Ziirich, Zupixn, EABeTia, Christodoulos Panayiotou,
Cubitt, Aovdivo, BpeTtavia (kal o1 Suo To 2010), The End, Klinstlerhaus Bethanien,
BepoAivo (2009). Avdpeoa oTIG NpoodaTeC OpadIKEG TOU ekBETEIC nepIAapBdvovTal

ol €€1G: Demonstrations, Making Normative Orders, Frankfurter Kunstverein,
dpavkpoupTn, Feppavia (2012). Incongru, Quand I'Art Fait Rire, Musée Cantonal des Beaux-
Art, Awlavn, EABeTia. Beyond, KUMU Art Museum of Estonia, TaAiv, EcBovia. The Hand,
The Eye & The Heart, Queensland Gallery of Modern Art, KouivoAavTt, AucTpalia.

You are not alone, Joan Miro Foundation, BapkeAwvn lonavia. Based in Berlin, Neuer
Berliner Kunstverein, BepoAivo, leppavia. The End of Money, Witte de With, PoTepvTtay,
OMAavbia. I Know Something About Love, Parasol Unit, Aovdivo, BpeTtavia (6Aeg TO

2011). Scene Shifts, Bonniers Konsthall, ZTokx6Aun, £oundia. Live Cinema / In the round,
Philadelphia Museum of Art, ®1IAadéAgia, HIMA. Let’s Dance, MAC/VAL, Vitry-sur-Sein,
FaAAia. Trust, The 6t Seoul International Biennale of Media Art, SeoUA, NOTIo¢ Kopéa. The
Living Currency, 6t Berlin Biennale, Hebbel am Ufer, BepoAivo, leppavia. Morality, Act VI:
Remember Humanity, Witte de With, Pétepvtap, ONavdia. Emporte-Moi/Sweep Me Off
My Feet, MAC/VAL, Vitry-sur-Sein, FaAAia. Catastrophe, The Quebec City Biennial, TKepNEK,
Kavadag. HomeWorks 5, Ashkal Alwan for Contemporary Arts, BnpuTtag, Aiavog. Fantasy
& Island, FRAC Corse, Corte, Kopoikr] (OAeG TO 2010). Tou €xel anovepnBei To Bpafeio
AESTE (2005) 6nw¢ kal To Future of Europe Prize (201). ‘Exel diateAéoel artist-in-
residence oto CAPACETE o710 Pio vte T¢avéipo (2011), 0T0 IASPIS aTnv ZToKXOAUN (2009)
Kal oTo Kiinstlerhaus Bethanien oTo BepoAivo (2008).

Christodoulos Panayiotou

Vérité et assertion - Truth and assertion

His (sometimes acute) discomfort-mounting some evenings, after writing
the whole day, to a kind of fear-was generated by his sense of producing

a double discourse, whose mode overreached its aim, somehow: for the aim
of his discourse is not truth, and yet this discourse is assertive.

(This kind of embarrassment started, for him, very early; he strives to master
it—for otherwise he would have to stop writing— by reminding himself that
itis language which is assertive, not he. An absurd remedy, everyone would
surely agree, to add to each sentence some little phrase of uncertainty,

as if anything that came out of language could make language tremble.)
(By much the same sense, he imagines, each time he writes something,
that he will hurt one of his friends—never the same one: it changes.)

La phrase - The sentence

The sentence is denounced as an ideological object produced as pleasure
(areduced essence of the Fragment). One can, then, either accuse the subject
of contradiction or else induce from this contradiction an astonishment,

even a critical return: and what if there were, as a second perversion,

a pleasure of ideology?

Roland Barhes by Roland Barthes, University of California Press, 1994
Translation Richard Howard

Christodoulos Panayiotou ( b. 1978) lives and works in Paris (France) and Limassol
(Cyprus). Recent solo exhibitions include: One Thousand and One Days, Museum

of Contemporary Art, St. Louis, USA (2012), Christodoulos Panayiotou, Museum of
Contemporary Art, Leipzig, Germany (2011), Christodoulos Panayiotou, Kunsthalle

ZUrich, zZlrich, Switzerland and Christodoulos Panayiotou, Cubitt, London, UK (both
2010), The End, Kunstlerhaus Bethanien, Berlin (2009). Recent group exhibitions
include: Demonstrations, Making Normative Orders, Frankfurter Kunstverein, Frankfurt,
Germany (2012); Incongru, Quand I'Art Fait Rire, Musée Cantonal des Beaux-Art, Lausanne,
Switzerland; Beyond, KUMU Art Museum of Estonia, Tallin, Estonia; The Hand, The Eye &
The Heart, Queensland Gallery of Modern Art, Queensland, Australia; You are not alone,
Joan Miro Foundation, Barcelona, Spain; Based in Berlin, Neuer Berliner Kunstverein,
Berlin, Germany; The End of Money, Witte de With, Rotterdam, The Netherlands and

| Know Something About Love, Parasol Unit, London, UK (all 2011); Scene Shifts, Bonniers
Konsthall, Stockholm, Sweden; Live Cinema / In the round, Philadelphia Museum of

Art, Philadelphia, USA; Let’s Dance, MAC/VAL, Vitry-sur-Sein, France; Trust, The 6" Seoul
International Biennale of Media Art, Seoul, South Korea; The Living Currency, 6% Berlin
Biennale, Hebbel am Ufer, Berlin, Germany; Morality, Act VI: Remember Humanity, Witte
de With, Rotterdam, The Netherlands; Emporte-Moi/Sweep Me Off My Feet, MAC/VAL,
Vitry-sur-Sein, France; Catastrophe, The Quebec City Biennial, Quebec City, Canada; Home
Works 5, Ashkal Alwan for Contemporary Arts, Beirut, Lebanon and Fantasy & Island, FRAC
Corse, Corte, Corsica (all 2010). He was awarded the DESTE Prize (2005) and The Future
of Europe Prize (2011). He has been an artist-in-residence at CAPACETE in Rio de Janeiro
(20m), IASPIS in Stockholm (2009) and at the Kiinstlerhaus Bethanien in Berlin (2008).

Untitled

Act I: The Departure

Act Il: The Island

Act llI: The Glorious Return
2007-2008

3 8InAwpéva

oKnvikd BedTpou,

3 pwToypadieg o€ KASPO
peTaBAnTéC SlaoTAoElg

Untitled

Act I: The Departure

Act Il: The Island

Act Ill: The Glorious Return
2007-2008

3 folded theatre
backdrops,

3 framed photos
dimensions variable




Bikv ITepikAéovg

To €pyo0 41 XAp and TNV akTr (2011) NPOKUNTEI and TN XPrion S1aPOoPETIKWV
XPOVIKOTNTWV KI eNIoTpaTeVel UAIKS and pwToypadikd pou apxeia anod
0AOKANpPN TNV KUnpo, onwg eniong kai KoAAZ, oxed10 Kal eM{wypadIoUEVES
€NIPAVEIEG, YIa VA avaKATACKEUATEI €va XWPO NOU HoIAlel V' avakaAei Tnv
Tonoypadia Kal Tn YEWNOAITIKY oUvBeon Tou vnaiou. To anoTéAeOpd Tou
napanépnel o’ éva nepiBariov To onoio Holdlel oikeio aAAd kal E€vo, o€ Hia
€1KOVA €KTOC Xpbvou, érou Ta 6pia TNE NpaypaTikeTnTag kal Tng puboniaaciag
eival akaBopioTa. O Beatnig EpXETAl QVTILETWNOC LE Eva Népacpa TOo0

O€ KUPIOAEKTIKO €Ninedo, 0g ox€on HE TNV EIKovoypadia Tou Toniou, 600 Kal
o€ HETAPOPIKO, UMO TNV EVWOIA TWV S1IaPOPETIK®V ENICTPWOEWV TOU GTO XPOVO
Kal oTnv Tonoypadia- éva onpeio deiENg 1y SlacTalpwaong, To onoio dianvéeTai
an’ Tnv npoopovr} autou nou cupPaivel 1y npdkeITal va cupfBei. Mévo kal

HOVO yia va avakaAlyel, kabwg eaTialel, évav KOO0 o€ «simulacrumn,
KATAKEPHATIOWEVO KAl OE LETATOMIOT), AVTAVAKADVTAG OE EVVOIEG HVIHNG

Kal MONITIKEG TOU XWPOU.

O1 enavalapBavOpeveg ENICTPWOEIG TOU £pyou aTNV idla Tou TNy enipavela,

0l AOUVEXEIEC KAl OI ENIHOVEG ENAVANAWEIC TNG YPARKNAC, TNS GOPHAG Kal

TWV XWPwV, Nou e€acBevolv yUpw Kal péoa oTo 616 Toug nepIBAaiiov, povo
Kal Lévo yia va enavepdavioTouv, unovoouyv Tnv nibavéTnTa piag IoTopiag
nou Ba pnopouaoe va ava-napaxBei kal va ava-opyavwBei Eava kal Eava:
npoteivovTag KABe popa pia S1aPpopeTIKT) avayvwaor Kal pia -véa-

niBavn) ékBaon.

H Biku MepikAéoug (yev. 1976) Lel kI epydleTal 0N Acukwaia. AIGAoKel 0TO MavenIoTHHIO
Frederick, Aeukwaia, 010 Tprpa Epappoopévwy Texvwv. Znoudace Kalég TEXVeG

oTo Maveniotrpio Tou Manchester Metropolitan kal ékave peTantTuyiakd

oTn Zknvoypadia/EikaoTiki FPAOooa Tou Performance oto Wimbledon School of Art,
Aovdivo. H 60UAEId TNG KIVEITAl avapeoa o€ S1aOPETIKOUG TOUEIG KAl xapakTnpileTal
and noikiha péoa. MepiAapBavel eykaTaoTAoelc, Spdoei¢ kal nEpPOPUAvE.

‘EXEl OUHHETAOXEI OE OHASIKEG EKBETEIG 0TV KUNPO Kal TO eEWTEPIKO, ONwG: Uncovered:
Nicosia International Airport (2010-2013), Movdédpopog, 3n MmievdAe ABrvag (2010), H Téxvn
o€ mapdvra xpovo, Mapiol kal Between You and Me and theWall, Omikron Gallery (2010).
‘EXEI NapouaIdoel TN SOUAEIA TNG WG ENICKENTNG-KAANITEXVNG OE CEUIVAPIA, OUVESPIA

Kal opINieG. H aTopikr} TnG ékBeon Moubevd kai AAAou Ba npaypatonoinBei otnv Omikron
Gallery Tov AnpiAio Tou 2012.

Vicky Pericleous

41 km from the Sea Shore employs diverse time-lines, multiple photographic
archival materials from all around Cyprus, collage, drawing and re-painting s
techniques to reconstruct a Space that seems to recall on the island’s

topographic and geopolitical synthesis. It results to an Environment that

looks familiar yet, alien, an image which seems to have fallen out of time,

where reality and fiction are altogether vague. The viewer comes across a 62
passage both literally, within the landscape iconography, and metaphorically,
in the sense of its layering of time-lines and topographies; a point to reach

or cross over, infused with anticipation of what is happening or is about to.

Only to discover once zooming in, a world of simulation, fragmentation and

displacement that hit back on notions of memory and politics of space.

The work’s layering with in its own body, its physical discontinuities and

persisting repetitions in terms of line, forms and spaces that fade out and

into the blank space only to reappear again, suggest the possibility of a hi-

story that could be re-produced and re-arranged again and again; every time

suggesting a different reading and a —new - possible finalé.

Vicky Pericleous (b. 1976) lives and works in Nicosia. She is a visual artist and lecturer
at Frederick University, Nicosia, Department of Applied Arts. She holds a B.A (Hons) Fine
Art from Manchester Metropolitan University and M.A in Theatre Design / Scenography
from Wimbledon School of Art, London. Her work moves within interdisciplinary areas
and diverse media. It includes site-specific installations, happenings and performances
in off gallery venues. She has taken part in solo and group shows in Cyprus and abroad,
such as Uncovered: Nicosia International Airport, 2010-2013, (member of the project’s
development team), Monodrome, 3rd Athens Biennale (2010), Lart au Present, Paris and
Between You and Me and theWall, Omikron Gallery (2010). She has presented work as

an invited artist in seminars, conferences and organised talks. Her solo show Nowhere
and Elsewhere will be presented at Omikron Gallery in April 2012.

41 XAy and Tnv akTh
20M

c-print, pwToypadia,
KoAaZ, (wypadikn
270 X 380 €K.

41 km From the Sea Shore
20M

c-print, photography,
collage, drawing

270 X380 Cm




[ToAvc [leoikag

MpokeiTal yia pia vekpry puaon, n onoia KAvel avadpopad oTIG VEKPEG GUTEIG " Utopia
TOU 170U KA1 180U ai®va TNG eUpwnaikic Lwypadikig. Ta QVTIKEIHEVA - e
0TI GUYKEKPIKEVN NepinTwon Ta {wa Kal Ta ¢pouTa- BpiokovTal

TonoBeTnpéva KaTd UKo Tou nivaka, o onoiog HeTaTpéneTal, e€aitiag

TOU PEYEBOUC Tou, O€ éva Tpanéd yia opadikd payonoTi. ‘Eva onpeio

ouvavtnong, cudrtnong, dlackédaong 1 kal AfyPng anopacewy. 64 65

70 Mpodoaia Tou TKUAOU (2010), 0 MIOTAC GIAOC TOU QVBPONOU AMOUCIAZEI ANd T
Ta opayTd. I auto To HUOTIKO Seinvo €xel néael dn n okid Tng npodoaoiag.

T autd To TPANEQ TV ouNTHOEWV TO KIAO €ival povdda HETPNoNG TwV agi®v
Kal 0 OKUAOC anAwg yAgidel To kKOKAAO KATW and Ta nédia Tou oikodeondTn.
Mepika {wa poidlouv va XapoyeAoUv, AAAa KOITOUV HE UYpO UATI, VEKPA TOV
Beatn), Tov onoio unodéxeTal Evag anokePaAiopéVOg KAOOUV, EV® OTO NAAI Hia
AUEPIKAVIKT OTpaia, Tpapnypévn oav KoupTiva, TOU EMNITPENEI va NAPATNPTIOEI
TO OKNVIKO TOu Tpanediou avevoxAnTa.

ITnvouaia, 6Aa auTtd ival pia pikpry npddacn, éva Xaidepa oTa KoIVwVIKA Kal
NOAITIKA yeyovoTa Tou kalpoU pac. Tinota neEPIoCOOTEPO and TO HIKPOATTIKO
BAEéppa Tou {wypddou anévavTi o€ Hia npaypaTikotnTa SUcKoAN va
anokwdikonoinBei. To evdiapEpov, aAAG Kal 1 povadikr| Hou IkavoTnTa, nou
TAUTOXPOVA LETATPENETAI OE AVIKAVOTNTA, BPIOKETAI TN XPT)ON TOU UAIKOU
kal Tou oxebiou oUvBeoNC, Hia Icopponia Nou WoTOCO XAvel To onpEio BApoug
TNC. MNoyId 0TO XpWHa TOU aiflatog, n onoia €Xel oTEYVWOEI TNV ENIPAVEIQ
TOU KapBa. Add1 kai pnoyid yia navra va pipgouvral 7o 6€ppa kal Ta uypa Twv
{wvTavav opyaviopwv. Mia yAwooa naiid kal 6yl véa yia pia igTopia nou
yvwpiCoupe, al\a oTn por} TOU XPOVOU XAVOULLE ToV TPOMNo adriynor|g Tne.

O MéAug MeoAikag (yev. 1973) el kal epyaleral otn Aepeao. rnovdace otnyv Ecole

des Beaux Arts de Montpellier, oTn FaAAia. ‘EXel NapouUCIACEl TIG EENC ATOUIKEC EKBETEIC:
To dveipo Tou yaidoupioU Tng lepouaaAiy, Omikron Gallery, Aeukwaoia (2010), MéAug MeoAikag,
I'kaAepi Archimede Staffolini, Aeukwaoia (2005), MéAug Meaikag, Lab Art Projects, ABrjva
(2003), MéAug MeoAikag, Archimede Staffolini (2003), Impatient Youths of the Sun, Carré

St Anne, Movnelié (2002), Youth Dreams and Fairies, Archimede Staffolini, Acukwaia
(1999). ZUHHETEIXE € MOAMEC opadIKEC EKBETEIC an’ TIC OMOIEG 01 Mo NPOCPATEC Eival:

Polys Peslikas

Mwg va ¢Tideic évav krimo, UTOPIO EiKaoTIkr¢ KaANEpyelag, Aeukwaia (2012), Mevradoyia, Itis about a still life, which refers to the still lives of 17t and 18" century
Omikron Gallery, Acukwoia (20m), Art Athina, Booth C2, Omikron Gallery, ABrjva (2011), European painting. The objects, in this specific case the animals and fruit,
Where Do We Go From Here?, AnpoTIKO KEvTpo Texvav Aeukwaoiag, Aeukwaia (2008), are placed lengthwise on the painting, which is converted due to its size
Reworks, ©@eooahovikn (2008), RoomsToLet, Medio Apdong Kodpa, @aoahovikn (2008), into a table for a group meal, a meeting point for discussion or even decision

The Sane, The flat gallery, MiAavo (2005), Ritorni D'imagine, Villa Noris, Bepéva (2005),
Expanded Painting, 2n MnievaAe Npdyag, Toexia (2005), Anthropography 111, Mouaogio
®dpuacipa, ABriva (2005), Accidemtal Meetings, AnpoTikd KévTpo Texvav, Aeukwaia
(2005), 60 Xpdvia EAAnvikAG Zwypagikrc, Mouaeio ®puaipa, ABrjva (2004), Summertime
in the City, F'kaAepi Archimede Staffolini, Aeukwaia (2004), Bodyworks, AnpoTik6 Keévtpo

making. In Betrayal of the Dog (2010), man’s faithful friend is absent from the

slaughter. On the table of the last supper, the shadow of betrayal has already
fallen. On this discussion table, the kilo is the unit to measure values and the
dog just licks the bone at the feet of the host. Some animals appear to smile,

Texvwv AeUKwaoia (2004), Scope Art Fair, New York Discombobulator, Néa Yopkn (2004), others look with a wet eye, dead, at the spectator, who is received
Contemporary European Painting Award Exhibition, Mouagio ®puaipa, ABriva (2003), by a decapitated clown, while on the side an American flag, drawn
Disturb, MpwTo AnpoTikd IxoAeio Y&pacg, 'Ydpa (2002), Silicon Valley, Tkaepi Archimede as a curtain, allows him to observe the scene of the table undisturbed.
Staffolini, Acukwaia (2002), MnievaAe Néwv KaAhiTexvav TnG Eupdnng kal Essentially, all these constitute a small pretext, a caress of the social and
™G Megoyeiou (FaMikr ZuppeToxn), Poun (1999). political events of our time. Nothing more than the bourgeois glance

of the painter, face to face with a reality, which is difficult to decode.
My interest, and my only ability, which is simultaneously converted into

aninability, is found in the use of material and the composition plan, Mpodoaia Tou ZkiAou
a balance which nevertheless loses its point of gravity. Paint in the colour 2010
of blood, which has dried on the surface of the canvas. Oil and paint, forever Ad&1 oe kappa
imitating the skin and the fluids of living organisms. An old, not a new 185X 300 £K.
language, for a story that we already know, but in the flow of time lost Betrayal of the Dog
the ability to narrate it. 2010

oil on canvas

185X 300 CM

Polys Peslikas (b. 1973) lives and works in Limassol. He studied at the Ecole des Beaux
Arts de Montpellier, in France. He has presented six solo exhibitions: The dream of the
donkey of Jerusalem, Omikron Gallery, Nicosia (2010), Polys Peslikas, Archimede Staffolini
Gallery, Nicosia (2005), Polys Peslikas, Lab Art Projects, Athens (2003), Polys Peslikas,
Archimede Staffolini Gallery, Nicosia (2003), Impatient Youths of the Sun, Carré St Anne,
Montpellier (2002), Youth Dreams and Fairies, Archimede Staffolini Gallery, Nicosia (1999).
He has taken part in a number of group exhibitions. Among the most recent are:

How To Make A Garden, Phytorio, Nicosia (2012), Pentalogia, Omikron Gallery, Nicosia
(20m), Art Athina, Omikron Gallery Booth C2, Athens (2011), Where Do We Go From Here?,
Nicosia Municipal Arts Centre, Nicosia (2008), Reworks, Thessaloniki (2008), RoomsToLet,
Action Field Kodra, Thessaloniki (2008), The Sane, The Flat Gallery, Milan (2005),

Ritorni D"imagine, Villa Noris, Verona (2005), Expanded Painting, || Prague Biennale,
Czech Republic (2005), Anthropography Ill, Frysiras Museum, Athens (2005), Chance
Encounters, Municipal Arts Centre Nicosia (2005), 60 Years of Greek Painting, Frysiras
Museum, Athens, (2004), Summertime In The City, Archimede Staffolini Gallery, Nicosia
(2004), Bodyworks, Municipal Arts Centre, Nicosia (2004), Scope Art Fair, New York
Discombobulator, New York (2004), Contemporary European Painting Award Exhibition,
Frysiras Museum, Athens (2003), Disturb, 1st Public School, Hydra (2002), Silicon Valley,
Archimede Staffolini Gallery, Nicosia (2002), Biennale of Young Artists of Europe

and the Mediterranean (French participation), Rome (1999).



2WKPATNG 2WKPATOVG

210 £pyo Tou Maketa AaTikou Tomiou (2011), ONWG Kal o€ NAAAIOTEPECG EVOTNTEG
SOUAEIAC, 0 ZWKPATOUC NpayHaTeveTal TNV KATAGTPOPT TOU ACTIKOU
nepiBariovTog anod puaoikad kal avBpwniva aitia, aAAd kai Tov TpOno nou

0 AvBpwnog¢ TN Biwvel. H v AOyw KaTaoTpodr| ekppddleTal Héaa anod To UAIKO
nou 0 KAANITEXVNG ENIAEYEI va Xproilonoiroel. MéTaAAa, SlapopeTikoU
UNIKOU, peyeBoug, Bapoug, xpwpaTog kal upng, oTpePAwéva og nAnBwpa
OXNHATWV, NOU Eival AppnKTa cUVUPACHEVA HE TNV APXITEKTOVIKT) Kal SOUN 0N
NG NOANG, yivovtal oTn S0UAEId TOU PHETO €KPpacnC Kal NpoBAnuaTiopou.
Ta péraAlha nou anotehouv Tn Makéra AaTikou Tomiou eival Ta idia pétaAia
nou ouXvd BAEnoupE va yivovTal, avd To naykOopIo, To HECO EKSAWONC TNG
0pYNG, ayavakTnong, anoyonTeuong, akopa kal poBou Tou NoAITN Kal TOAAEC
dOpEG gival auTd nou Tov wBoUV WOTE va Yivel 0 aUTOUPYOG TETOIWV EIKOVWV.
Ta €Toipa (ready made) peTaAAikda oTolxgia nou NEPICUAANEXBTKAV ETCI WOTE
va npayparonoinei n ogipd oknVoBEeTNHEVWOV GWTOYPAPIKWOV EPYWV

HE TITAO ApxITekTOVIKH ZTpatnyIkr (2011) anoTEAOUV HEPOC TWV OTOIXEIWV

TNC apXITEKTOVIKNG SOUNC TOU aoTikoU nepIBAAAoVTOC. Me TV EKTOEEUDT
TOUG OTOV a€pa yla TIG avayKeg TNG VONKATIKNG KAl EIKOVIKNC anoTUNwaong
TOU €pyou MakéTa AaTikou Tomiou Kal apou 6Aa Ta oToixeia peTapepBouv o
€pYacTripio, peuatonoinBouv kai popponoinBouv oe UPNAEG Beppokpaaieg
NPOKUNTEI N GUYKEKPIUEVN YAUNTIKH EykaTdoTaon nou TonobeTeiTal

OTO NATWHA.

To €pyo TOU KAANITEXVN PAVEPWVEI Hia TAON NPOG TN aUyXPOVN KAIVOTOMIKN
yAUNTIKH. H oUvBeor| Tou npoUndpxel oTo apxXITEKTOVIKG nePIBAAOV

TN NOANG, 0Ta XEPIA TOU OWC avanAadeTal kal avacynuarideTal

HE TETOIO TPOMO ETCI WOTE VA EMNIKOIVWVE( PLE TOV BEATT) EVvoIOAOYIKA.

O ZwKpATNG ZWKPATOUG (YeV. 1971) L€l Kal epydleTal oTnv ABrjva.

ACYOA€EiTAI KUPIWG PE dwTOoypadia Kal ykaTaoTAoelC. H SOUAEIA TOU €XEI NAPOUCIACTEN
OE ATOMIKEG Kal OpadIKEG EKBETEIG ONwG: AmapdBato AcuAo aTnv Omikron Gallery,
Neukwaia, Uncovered: Nicosia International Airport 6Tn Nekpr) Zaovn), Aeukwaia, 0To
EMZT, oto Kunsthalle Athena, oTo Mouoceio KukAadikng Téxvng, oTo 16pupa AEXTE,
oT1o Mouagio Mngvakn, oto ®eoTIBAA ABnvV Kal Enidaupou. To 2009 EKNPOCMNNCE
Tnv Kunpo otn Mnievaie BeveTiag pe To €pyo SQKPATHE SQKPATOYS/PHMES kal Tnv
EANGSa oTnv MnievdAe Tipdvwv To 2001. SUHHETEIXE 0TNV MnievdAe ©@ecoalovikng 3
Kal oTo e-flux - EvexupodaveioTripio/Pawnshop, ot Nuit Blanche kai Les Recontres d’Arles,
Photographie. 'HTav o €nionpog @wWTOyPAPOG TWV NPOETOILACIAV YIa TNV €vapén Twv
OAupNIaK®V AYOVWV ABTvag 2004. Ixediace TIG BITPIVEG TWV KATACTNUATWY TOU 0iKOU
Hermés-Paris oTo NToupndl, oto Mnaxpéiv kal oTn BeveTia. To 2012 AapBdvel pépog
oT0 Restless: Adelaide International 2012 oTnv AucTpaAia kai oTnv opadIkr] ékBeon

The Newspaper Show oTnv ykaAepi The Breeder, ABrjva.

Socratis Socratous

In his work Module of Urban Landscape (2011), Socratous tangibly “discusses”
the destruction of the urban environment due to natural and human causes,
but also the way humans experience and comprehend this destruction.

This is a subject that the artist has revisited many times in his career.
Destruction is expressed through the material he uses - his expressive tool:
metal pieces of different type, size, weight, colour and texture, twisted and
bentin a variety of shapes, remind us of the architecture and town planning

and become instruments and instigators for examination and contemplation.

The metal pieces that make up the Module of Urban Landscape are the same
as those used globally by citizens to show their feelings of anger, frustration,
disappointment, even fear and are used by protesters as a reaction towards
the images of destruction they face daily. Often, however, in the hands

of their holders these materials create images similar to the ones they

are protesting against.

In order to create a series of photographic artworks called Architectural
Strategy (2011), the artist gathered ready-made metallic elements.

These are part of the elements comprising the architectural structure of the
urban landscape. The sculptural installation Module of Urban Landscape derives
by mentally and visually capturing the elements that have been catapulted
into the air. The metallic elements are then transferred into the studio,
liquefied and shaped in high temperatures in order to finally install the final
piece on the floor.

The artist’s artwork displays inclinations towards contemporary, innovative
and progressive sculpture. His composition pre-exists in the architectural
environment of the city, but when shaped, he modifies and reconstructs

in such a way as to develop communication and conceptual understanding
between it and the viewer.

Socratis Socratous (b. 1971) lives and works in Athens. He works mainly with
photography and installations. He took part in various group and solo shows such as:
Inviolable Refuge at Omikron Gallery, Nicosia, Uncovered: Nicosia International Airport in
the Nicosia buffer zone, at EMST, at the Kunsthalle Athena, at the Athens Museum

of Cycladic Art, at DESTE Foundation, at the Benaki Museum and at the Athens' and
Epidavros Festival. In 2009, he represented Cyprus at the Venice Biennale with his work
SOCRATIS SOCRATOUS/RUMOURS while, in 2001, he represented Greece at the Tirana
Biennial. He took part in the 3¢ Thessaloniki Biennale and e-flux - Pawnshop,

at Nuit Blanche and Les Recontres d’Arles, Photographie. He was the official photographer
for the preparations for the opening ceremony of the 2004 Athens Olympics. Socratous
undertook a commissioned project with Hermés-Paris in Dubai, Bahrain and Venice.

In 2012 he is taking part in Restless: Adelaide International 2012 in Australia and the group
show The Newspaper Show at The Breeder Gallery, in Athens.

Makéra AaTikoU Tomiou
20M

Nwpévo aloupivio,
HnpouvTlog
HeTaBANTEC SlaoTACEIC

Module of Urban Landscape
20M

melted aluminum, bronze
dimensions variable




Kwvotavtivog Taliwtng

H dwToypadikn o€ipd You can be a cop, a criminal or a lawyer. When you

are facing a loaded gun, what's the difference? (2011) anoTeAeiTal ané okT®
Kivnpatoypagika tableaux vivants nou enikevTpwvovTal ota Bepatikd
XAPAKTNPIOTIKA TWV YKAVYKOTEPIKWV TAIVIOV Kal TaIVIQOV B’ SiaAoynic.
AivovTag Eudaon oTIG KpioIa apnynHaTIKEG OTIVUEG, oTa onpEia KopUPWang
NG Evtaong, ol pwToypadieg ixynAatouv Tnv nopeia Tou SAKTUAOU NPog

TN oKkavdaAn kai xaptoypadouv peca and Tn xpovikn S10ykwan Tng Kivnong
TNV nopeia Tou kpuou 1I6pwTa. Me Baacikd evdiadépov Tnv nayonoinon
€navarapBavopevmv apnynUaTik®v oxnUAatwy, 6nwc n avralhayn
XaPTOPUAAKWVY, O KATASIWEEIC, OI OKNVEC opnpiag, Ta LNAGKa, Ta Kappwpara,
NV €1I0BOAT E€wyNIVWV, TIG NPoS0Gieg Kal Ta MiownAara paxalpouaTra,

01 AENTOHEPWG OKNVOBETNHEVEC PWTOYpadieg AcIToupyoUV WG anoonacpara
Hiag anouoag oAokAnpwpevng difynong kai diadpapariovTal npiv Tnv
€KBaon Twv Nio Navw povopaxiov («duels»). H Xpovikr TOUG ENIPKUVON
HEOW TOU HEOOU TNC dwToypadiag, anokpuoTaAwVeEl e yAadupoTnTa

OAa ekeiva Ta aTolxeia Nou KAVOUV TNV KAILAKWOT TNE KIvnaTtoypadikig
dpdong va kéBel TNV avdoa o€ anéoTacn avanvorig kal anokpuntoypadouv
N dnuioupyia Tou caonéve. O1 pwToypadieg Bad timing, but, thank god,

no casualties yet kal The superlative invasion of the villainous outré nou
napouacidlovTal oTnv €kBeon Utopia, npaypatelovTal Tn ¢pavtacpayopikr
€UpOVH TNC PUXPOMOAELIKNG NEPIOSOU PE TNV Unapén €Wy IVWV Kal
AyvwoTng TauTéTNTAC anef@y Kal Tnv eUAdBEIa Kal Tov TPORO TNG avapovrg
yla v kaBodo6 Toug, aToIXEIa NOU cUVavTOUE O pia NAnBwpa Taviev
€NIOTNHOVIKNAC pavTaciag B’ Siahoyr|g Tou 1950 Kai 1960.

O KwvoTavTivog TaAidTnG (Yev.1983) el kal pyaleTal oTo BEpOAivo. To epeuvnTIKS

ToU evdladpépov e0TIALETAl OTIC APNYNHATIKEG Kal AloBNTIKEC 1610HopdieC Nou
kaBopilouv Ta kivnpatoypadika €idn (genres) wg TETola. MEow TNG OXOAAOTIKAG HEAETNG
TwV ENavalapBavopevmv HoTiBwV Kal IBIWUATWV KIVIHATOYPAPIK®OV E1I6MV, KUPIWG

and Tnv YuxponoAepikr) nepiodo, o TANIWTNG ENavaTtonoBbeTel Ta XAPAKTNPIOTIKA

TOUC OTOoIXEia o€ S1aPOPETIKA HECA KaTaoKeuAlovTag Kavoupleg apnyroeiq.

‘Epya Tou TAAIDTN £XOUV NAPOUCIACTEI OE ATOUIKEG KAl OLABIKEC EKBETEIC 0TN AEUKWTIa
(APOTHEKE Contemporary Arts, Nicosia Municipal Art Centre), oto Aovdivo (Fold
Gallery, The London Art Fair), otTnv ABrjva (Art Athina, Kappatos Gallery), oTo BepoAivo
(Art Forum Berlin), otn BeveTia (11" Venice Architecture Biennial, Arte Laguna Art
Prize), oTn BaoiAeia (Art Basel) kal otnv KwvoTavTivounoAn (AKBANK Cultural Centre).
O KwvoTavTivog TaNiwTng €ival o cuyypadeag Tou BiBAiou Under the fridge’s light, VDM
Publishing House, Feppavia, 2011. AuTd To SidoTnpa (2012), €ival artist-in-residence

oTo Kiinstlerhaus Bethanien oTo BepoAivo.

Constantinos Taliotis

You can be a cop, a criminal or a lawyer. When you are facing a loaded gun,

what's the difference? (2011) is a series comprising eight cinematic tableaux
vivants photographs negotiating the thematic traits unique to the B-movie
and the gangster genre. Focusing on the critical narratological moments

of these films, the photographs trace the trajectory of the finger to the trigger
and, through temporal elongation, map the production of fear and suspense.
By paying primary attention to freezing recurring narrative tropes as they
come across in the aforementioned film genre, such as briefcase swaps,

car chases, hostage situations, roadblocks, extraterrestrial invasions, betrayal
and back stabbings, the meticulously constructed photographs function

as fragments of absent grand narratives, alluding to what might have
preceded or succeed the constructed duels. The temporal dilation of the
cinematic scenes, frozen by the medium of still photography, present with
clarity all the elements that create those breathtaking moments of filmic
suspense. The photographs Bad timing, but, thank god, no casualties yet and

The superlative invasion of the villainous outré, presented at the exhibition Utopia,
manifest the cold war phantasmagoric obsession of humanity with

an extraterrestrial and unidentified peril and the anticipation of its advent

in a mixture of awe and dread, found in a plethora of sci-fi B-movies

in the1950s and 1960s.

Constantinos Taliotis (b. 1983) is a visual artist from Cyprus, who lives and works

in Berlin. His research-based artistic practice focuses on the particular narratological
and aesthetic attributes that define the cinematic genre as such. Closely examining
the recurring motifs and idioms of cinema genres, especially from the Cold War era,
Taliotis' objective is to re-assemble those components in different mediums thus
fabricating new narratives. Taliotis has exhibited his work in solo and group shows in
Nicosia (APOTHEKE Contemporary Arts, Nicosia Municipal Art Centre), London,

(Fold Gallery, The London Art Fair), Athens (Art Athena, Kappatos Gallery), Berlin

(Art Forum Berlin, Metro-Gallery), Venice (11*"Venice Architecture Biennial, Arte Laguna
Art Prize) Basel (Art Basel) and Istanbul (AKBANK Cultural Centre). Constantinos Taliotis
is the author of Under the Fridge’s Light, VDM Publishing House, Germany, 2011.

He is currently (2012) an artist-in-residence at the Kiinstlerhaus Bethanien, Berlin.

Bad timing, but, thank god,
no casualties yet
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Aevtépng Tamag

Tuxvd, otn 6oUA€Id Hou, Le anacXoAoUv ol U0 NdACI GTOUC 0noioug
avagépeTal | aAnyopia TNG onnAiag Tou MAdTwva: To okoTddl TNG onnAiag
Kal TO WG TOU £€W KOGHOU NOU AVTIGTOIXOUV OTN OXEOT) LETAEU TOU KOOHOU
TWV EYNEIPIOV KAl TOU KOGHOU TwV I8€®V. TOU KOGLOU TOU OVEIpOU Kal

TOU KOGHOU TNG NPAaypaTtikdtnTac. Tou ouveldnTou Kal TOU acUveidnTou.

T10 €pyo KaAeibookdmio (2011), auTo nou PAENOUE neplopileTal oTo NAaicio
HIag KUKAIKNG ouvBeonc. Mpokeital yia éva €pyo pTiaypévo and KO EVO
XapTi Kal PETA, NEPACHEVO E Niooa. To ENAEINTIKG TOU oXMKa, dnpioupyei
TNV aioBnon 0TI naparnpoUpe peoa ano Eva KAAEIBOoKOMIo 1 HEca ano

€va pako Tov KOOUO TwV OKIWV evog ddacoug. To dacog Ba pnopouce

va oULBOAIZEI TO HUGTIPIO KOG TOU avBp®nivou puaioU. Mia cUPBOAIKN
nepinéteia oTiC {OVEG EVOC OKOTEIVOU 6Aaooug Ba pnopouace va napaAAnAioTei
HE HIa €€EPEUVNOT OTO XaWdN KOGHO TOU VOU.

Tuxvd, oTa €pya Hou, XpPNOILonoI® YPapEC WG oUvopa 1] OpIoBETEC LETAEU
TOU YVOTOU Kal TOU AyvwaTou, HETAEU TOU KpUPOU Kal EKEIVOU Nou
anokaAunTeTal. Ol ypaUHEG AUTEG EVAOVOUV TO GUVEISTTO LLE TO UNOCUVEISNTO.
To péoa e 7o €€w. AMWOTE 1] SINOAIKOTNTA €ival NOAU XapakTnpIoTIKO
oTolIxeio aTn 6ouAeld pou. O1 §Uo avTiBeTol KOGHOI Mo TNV KaBodnyouv,
poiddouv pe Toug dUo kdapoug TNG napafBoAng Tng onnAidg, énou ekeivo

nou BAENOULE gival N eNiPpAveIa TWV NPAYHATWY, EVK N NPAYHATIKOTNTA
NAaPAaUEVEI KPUUHEVT). EKEIVO, wOTOCO, MOU pE EVOIAPEPEI NEPIOCOTEPO

bev gival TOoo Ta 6UO Akpa, 0G0 1 YPAUUT] Nou Ta evevel. O XWPOog nou
dnuioupyeital avdapeoa oToug SUo KOOHOUG. AuToU TNG pavtaciag

KI EKEIVOU TNG NPAyHaTikdTNTAC.

Ta neplypappara Twv nouliv oTo €pyo Aviary (2011), ouvBETOUV éva NAEyUa
nou Ba pnopouoe va polddel He paxTn, Le diddavo Toixo 1| e ouvopo HeTagu
¢ Yewypadiag Twv SU0 KOGHWV. TOU KPUUHEVOU Kal EKEIVOU

nou anokaAunTeTal. Me evbiadpépel NOAU va TonoBeTriow Tov Beatn peca

o€ €va naividl, oTo onoio o1 B€0EIG TOU PECA KAl TOU £€w peTaTonidovTal.
KéBovTag 10 xapTi kal dnpioupywvtag diodidoTara oav oINOUETEC €pya,
adalp® KoppaTia and xapTiyia va eniTpéYPw oTo 810 To Pw¢ va Snuioupyroel
TNV avTtiBeon peTagu Tng enipaveiag kal Tou pévTou.

E&epeuvavTag To BETIKO KAl apyvnTIKO XWPO eMIdIWKW, divovTag oxnpa

OTO KEVO, va ayyi§w T AENTT] ypappr| mou eVwvel Toug U0 KOGHOUG.
AvTikaBioTwvTag To HOAUPI pe T Aenida kal axedialovTag PE To Paxalpdkl,
oToXeUw va npoBdAw Tnv U0 81a0TACEWV YpAU T TOU HOAUBIoU NAvw

oTO XapTi o€ pia Tpitn didoTaon.

O NeuTépng Tanag (yev. 1974) {e1 kal epyaletal oTn Aepecd. Znoudace Kaheg TEXVEG

oTo Kent Institute of Art & Design kai €kave TO METaNTuxIaKO TOU OTIG KaAEG TEXVEG

oTo MavenioTrpio Tou Kent. ‘EXEl CURHETAOXEI O€ OpadIKEG EKBETEIC aTNV KUNpo Kal

0T0 €EWTEPIKS, ONWG oTNV Chaos & Communication oTnv MnievdAe Néwv KAANITEXVQOV OTO
Zapayiepo (2001), otnv Young Art Europe oTn Biévn (2006), otnv Where do We Go from Here?
OTO ANHOTIKO KEévTpo Texvwv Aeukwaiag (2008). To 2011 NapOUGCiacE TNV ATOUIKN

Tou ekBeon HETITAO KALEID OSCO PE otnv Omikron Gallery, Acukwaoia kal é\afe
UEPOC OTIC opadIKEG eKBETEIC The Location of Culture, Pulchri Gallery, Xayn, OCC one
(Original Certified Copy one), TinT Gallery, @eooalovikn kal 50 nAnv 1 Gallery, Aepeaog.

Lefteris Tapas

In my work, | often deal with the two poles cited in the allegory of Plato’s Tpia
cave: The darkness of the cave and the light of the outsideworld, e
which correspond to the relationship between the empirical world

and the world of ideas. The world of dreams and the world of reality.

The conscious and the unconscious.

In the work Kaleidoscope (2011), what we see is contained within the 70
framework of a cyclical composition. It isa work made of paper that hasbeen
cutand dipped in tar. Its elliptical shape creates the impression that we are

looking at a world of shadows within a forest that we can identify through

a kaleidoscope or a lens. The forest could symbolize the mysterious world

of the human mind. A symbolic adventure in the depths of a dark forest

can be paralleled with an exploration in the chaotic world of the mind.

Often in my work, | use lines as limits or boundaries, between the known

and the unknown, between the secret and that which is being revealed.

These lines link the conscious with the unconscious. The inside with the

outside. After all, bipolarity is a very characteristic element in my work.

The two opposite worlds that drive it, resemble the two worlds in the parable

of the cave, where what we see is only the surface of things, while reality

remains hidden. What interests me most however, is not the two extremes

but the lines that unite them. The space that is created between the two

worlds. That of the imagination and that of reality.

The outlines of the birds in the work Aviary (2011), compose a mesh which

resembles a fence, a see-through wall or a border between the geography

of the two worlds. Between that which is hidden and that which is being

revealed. | am very interested in placing the viewer in a game in which

his location between the inside and the outside shift.

Cutting the paper and creating silhouette-like two-dimensional works,

| remove the pieces of paper to allow the light itself to create the contrast

between the surface and the background.

By exploring positive and negative space, | aspire, by giving shape to vacuum,

to touch the fine line that links the two worlds. By replacing the pencil

with a razor blade and drawing with a little knife, | aim to project the two

dimensional pencil line on paperinto a third dimension.

Lefteris Tapas (b. 1974) lives and works in Limassol. He studied Fine Arts at the Kent
Institute of Art & Design, UK. After completing his Bachelor's degree, he continued
with his Master's in Fine Arts at the University of Kent, UK. He has taken partin group
exhibitions in Cyprus and abroad such as Chaos & Communication at the Young Artists
Biennale in Sarajevo (2001), Young Art Europe in Vienna (2006) and Where do We Go from
Here? at the Nicosia Municipal Arts Centre, Nicosia (2008). In 201, he exhibited his
new work entitled KALEIDOSCO PE at Omikron Gallery, Nicosia and took part

in the group exhibitions The Location of Culture at Pulchri Gallery, The Hague, OCC one
(Original Certified Copy one), TinT Gallery, Thessaloniki and 5o -1 Gallery, Limassol.

KaAeiboakomio
20M

akpuAIko, nicoa
O€ KOUEVO XapTi
SIAUETPOC 270 EK.

Kaleidoscope
20M

acrylic, taron
cut paper
diameter 270 cm

Starpool

20m

aKkpuAIko, nicoa
O€ KO EVO XapTi
SIAPETPOC 270 EK.

Starpool

20M

acrylic, taron
cut paper
diameter 270 cm
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Iavikog Teumpuwtng

O Zkigp (2010) ival pépog TNG €kBeang Tribus Hyba (YRpISikry DUAR),

n onoia anoteAeitar and éva capkaoTIKO KUKAO €pywV, MOU SNUIOUPYE TIG
npoUnoB£ceig yia pia euxapioTn katdduon oTo acuveidnTo Tou aUyXpovou
avBpwnou. fupva cwpata avBpwnoeldwv noldpouv oe S1IAPoPEeC OTATEIC,
nou Bupidouv kivrioeig and S1apopeTika gidoug {wa. O1 PpryoUpeC auTEC,
davTalouv w¢ avTiIKaTonTpIoHoi ToOu YuxiopoU Tou aUyxpovou avepwnou,

0 0M0iog ayvowvTag TNV NVeUpaTikr) di1acTacn TnG Unap&r Tou, avalwveral
O€ NOIKIAEC SPaoTNPIOTNTEC, ACUVEISNTA KIVOULEVOC anod pia opuri yia
dnuioupyia vorjpaTtog. Mapadodoéwe, To anoTéAeopa eival €€i00U KWUIKO —Kal
€V TENEI 0apKAOTIKO- apou Ta AUyepOKOpHa auTd uPpidia, oTnv npoondbeld
TOUG va SNAWOOUV TNV avwTePAOTNTA TOUG O€ OxEoN e Ta {wa, ABeAd Toug,
anokaAUNTouv NTUXEC TNG UNapérg Toug, ol 0OMNoieg KaTadeIKVUoUV, ELPavAC,
TN OUYYEVEIA TOUG LE QUTA. ZUYYEVEIQ, TNV onoia AAAOTE ayvoouv KI dANAOTE
npoonaBouv pe enipéleia va anokpUPouv. TEAIKA, EKEIVO NOU anopEVEl HEV
eival Tinota Ao, napd n nxner anouaia vénuartog otnv Unapér Toug, Onwc,
iow¢ kal Tou oUyxpPovou avlpwnou.

Oa pnopoucape va «Ta&gidéPoupen padi Ue To, ELdaviciakd eEwyrivo/
POUNOT-HaUpo YAUNTO LE Ta pol KEPATA Kal Tr) 6novoUAIKT] OTHAN, Nou
daiveral va dnpioupyeital anod duo paTwpEVeG woeldeig kapdIEG. MIoOg oKIEP
Kal HIo0¢ KOAUPBNTNAG, Onw¢ unodnAwvel To Batpaxonedio Tou dUTN

rnou €ival popepEVO 0TO aploTePS NOdI.

H «uBp1Sikr} pUAr» Sev eival évag ouTonikdG XWPOoC, aAAd évag npaypaTikdg
TONOC PUAWY, {OwV, avBpwnwv kal avBpwnoeldwv, oTov onoio (oUpe

0ol pag aAAnAévdeTa. EipaoTe uBpidia otnv TAUTOTNTA GTOV TPOMO NOU
OUUNEPIPENPOUATTE KAl SPOUNE. Me KABE AAAO ATOHO, KOIVOTNTA, XWPA,

nou epXOpacTE a€ enadr, Héoa and autn Tn dlacTaupwaon NOAITIGHIKOU
epebiopaToc €xoupe va SOOOUUE, aAAd Kal va NAPOUKE KATI. H «ufBpIdikn
U yiopTalel TN UOIKT Kal oUVeEISNTY LETAANAEN o€ évav KOGO Nou
avantuooeTal OAo Kal nio NoAU peoa ano évav TpiodiacTaTo XWpPo.

O Mavikog TepnpIOTNG (YeV. 1963) Lel KI epyaleTal oTn Acukwaia. noudace oTnv
Akadnpia KaAov Texvov TG POUNG, ITalia (1985-87), oTnv Akadnpia Kahwv TEXVOV TNG
Perugia, ITaAia (1987-89) kal oTo MavenioTripio MoAITiopoU Tou Mekivou, Kiva (1993-94).
EpydoTnke oto Ynoupyeio Naideiag kal MoAITIOpoU wG oknvoypadog kai oknvoBETNG

yla TNV Napaywyr] EKNaiSEUTIK®V NPOYPapHAT®V (2001-2008). Eival ouvidpuTrig Tou
MoAITIoTIKoU Opyaviopou XT1od AloXUAoU (2007). H nio npdodatr) Tou aTouikr EkBeon
napoucidoTnKe oTn £10d AloXUAOU WE TIiTAO YBpi1dikr OUAr (2010). ‘Exel A\ABEI OHaBIKEG
ekBéoeIg, avapeoa oTIG onoigg ol nio npdadaTteg ival: Change of Air, NTioeAvTOp®,
Feppavia (2009), Installation-Performance, My wife threw me out.., AnpoTIKO PeoTIBAA
AyAavTtliag (2009), Where do we go from here?, AnpoTIkO KévTpo Texvwv Aeukwaiag (2009),
Rolling frame, £104 AloxUAou (2008), Space walk 1 (artist initiative), £T0d AloxUAou (2007),
Space walk 2, AnpoTikd Kévtpo Texvav, Adpvaka (2007), Accidental Meetings, AnpoTIKO
Kévtpo Texvav, Aeukwaia (2007), The Crossroads Project, AnpoTikr) Mivakodrikn Adpvakag
(2005), Noise of Coincidence, Tupndaio Téxvng Noise Crossings, AeUkwaia (2003).

Panikos Tembriotis

The Skier (2010) is part of Tribus Hyba exhibition, a sarcastic body of work,
which creates the conditions for a pleasurable lunge into the modern
human’s unconsciousness. Naked humanistic bodies pose in various muscular
positions, resembling motions of another type of animal. These figures
appear as reflections of a modern human'’s psyche, which, having ignored the
intellectual dimension of his/her existence, is consumed by various activities,
unconsciously incited by an impulse to search for meaning. Paradoxically,

the resultis equally humorous, as it is sarcastic, since, in an attempt to affirm
their superiority over the animal species, these hybrid bodies disclose aspects
of their being, which demonstrate their apparent relationship to animals.
Arelationship they sometimes ignore, and at other times, try significantly

to conceal. In the end, what remains is nothing but an echoing absence of
existential meaning, as might be the case for the contemporary individual.
We could ski along with the alien/robotic-looking black mannequin with pink
horns, and a spinal cord formed by, what looks like, two bloody egg-shaped
hearts. Half skiing and half swimming, as the diver's fin worn on the

left foot suggests.

The hybrid tribe is not a utopian space, be it imaginary or three-dimensional,
but a real topos of clans, animal, human and humanoid, in which we all live
interdependently. We are hybrid in our identities and in the ways we think,
behave and perform. For every other individual, community, country, that
we come across, we give and take something from this cross-ing of civilizing
stimulus. Tribus Hyba celebrates physical and conscious alter ties in a world
growing more and more out of a three-dimensional space.

Panikos Tembriotis (b.1963) lives and works in Nicosia. He studied at the Academy of
Fine Arts, Rome, Italy (1985 — 87), at the Academy of Fine Arts of Perugia(1987-89) and at
the Beijing Culture University, China (1993-94). He worked at the Ministry of Education
and Culture as a production designer and director for the production of educational films
(2001-2008). He is the co-founder of the"STOA AESCHYLOU" Cultural Association (2007).
His most recent solo show under the title Tribus Hyba was exhibited at Stoa Aescylou,
Nicosia, 2010. He has participated in numerous group exhibitions, of which the most
recent include: Change of Air, Dusseldorf, Germany (2009), Installation-Performance:

My wife threw me out.., Municipal Festival Aglantzia (2009), Where do we go from here?,
NIMAC, Nicosia (20009), Rolling frame, Stoa Aeschylou (2008), Space walk 1 (artist
initiative), Stoa Aeschylou, 2007, Space walk 2, Municipal Art Centre, Larnaka (2007),
Accidental Meetings, NIMAC, Nicosia (2007), The Crossroads Project, Municipal Gallery,
Larnaka (2005), Noise Crossings Art Symposium, Noise of Coincidence, Nicosia (2003).

O Zkiép

(amé T oeipd
Tribus Hyba)
2010

HIKTA UAIKA

130 X 220 X 40 €K.

The Skier

(from the series
Tribus Hyba)
2010

mixed media

130 X220 X 40 CM




Mapia Tovpalov

H S0oUAeId pou 0To NapeABOV ENIKEVTPWVOTAV OTNV ATAKTT) KaTedAdIon
ONUAVTIKQOV ApXITEKTOVIKOV SNUIoUpYNHATWV. XT0 €pyo Animal Patterns
(2011-2012) avTAw avadopEg and ouyxpova HoTifa nou epdavidovral

(oTn B€on 1} o ouvduacopd e Ta OTIAICTIKA OTOIXEIQ TWV KATESAPIOUEVWY
KTIpiwV), OTIHEPQA OTO APXITEKTOVIKO TONIO. ..

n:

O.MN.: EvTd&el, naidid, ag apxiooupe (o€ €va oTouvTIO dwToypadiag
HE HOVTEAA £TOIMA YIa dwToypadnan)... Ok, gical éva {Owwo

(ota povtéha)! Nai! Na 'to! Eioar pia Tinypng.... MoAUuuu kaAa!

To AaTpelw! Twpa gioal évag KepKonidNnKog...

-OoTv Mdouepg (Mépog 20), wToypdpnon
http://www.youtube.com/watch?=g_ylw4dgAD8

Me €ibg, EyIVe KITpIVOC, HETA NPACIVOG, HETA KOKKIVOG.
'HTQv KOUHOUVIOTNG.

-TitAog €pyou -éva Bddo pTiaypévo and kapmoudl e KOKKIva yapipala.

(H ¢pdon-itAog eival and Tn ouvévteuén Tne K. AvBouAac Delehaye-EAsuBepiou
yla TNV anotporr TG wToypadikrc EKBeanc Tou NTEVKTAG

oto LeMans, faAAia).

«H Euyevia (N1apyxou) pag 8upioe nwg autd Ta {wa (o1 avTIAGNEC,

01 EAEPAVTEC, OI INNONOTAKOI, AKOHA Kal PEPIKA TEUMENIKA AloVTAPIA), EKTOG
and 1o 6T cuvioTouoav unépoxo BEapa, €xouv va naigouv onUavTikd poAo
oTn poéda: MivovTal €AIPETIKEG EKTUNWOEIG Kal HoTia. «Eva npivt ZéRpag KAvel
TENEIO oakdki!» kal «ol aTpouBokaunAol eival Toooao Givenchy!', avapwvnoenr.

-Vogue (Apepikavikn ékdoan, Zentépfpiog n, oeA. 460, TNT Elisabeth von Thurn
und Taxis takes to Africa for Dasha Zhukova's thirtieth birthday )

H Mapia ToupaZou (yev. 1989) onoudace oto Goldsmiths, University of London (2008-
2011). MEXp1 oTIYUNC €XEI Napoucidcel T SOUAEIA TNG o€ SUO ATOUIKEG EKBETEIG: Animal
Patterns, APOTHEKE Contemporary Arts, Aeukwaia (2012) kal AreWe Going to Live With
The Mountains? (2010), eniong oTnv APOTHEKE. ‘Exel A\aBel HEPOG OTIC £€11C OHABIKEC
exBéoeig: Goldsmiths 20m Undergraduate Degree Exhibition, AovSivo, Art Athina, Booth G6,
APOTHEKE, ABrjva (2010), This is not a Gateway, Hanbury Hall, Aov&ivo, Don't Take Advice-
Take Risks, APOTHEKE, Aeukwaoia (2009), A3, Goldsmiths, University of London, Aovdivo.

Maria Toumazou

My work in the past focused on the continuous demolition of important
architectural creations. In Animal Patterns (2011-2012), | used references
from contemporary patterns which appear (in the place or in combination
with the demolished stylistic elements) today at the architectural scape...

or:
A.P- Ok everyone, let's get started [in photographic studio with models
ready for photo shoot]....Ok you're an aaanimal[to the models]!Yes!
there we golYou're a tiiiger.. Verrry good!Lovin it!INow you're a lemur...

-Austin Powers (part 2) Photo Shoot
http://www.youtube.com/watch?=g_ylw4dgAD8

He saw me, he went yellow, then green, then red. He was a communist.

-Title of work -a watermelon vase with red carnations- (Extracted from Ms. Anthoula
Delehaye-Eleftheriou’s interview on stopping Denktash’s photographic exhibition
in Le Mans, France)

“Eugenie(Niarchos) reminded us that these animals (antelopes, elephants,
hippos, and even a couple of lazy lions), aside from being stunning sights,
have themselves an important role to play on the fashion circuit: They make
fora hell of a lot of great prints and patterns. ‘Zebra print would make

a great coat!"and’ Ostriches are sooo Givenchy!, she cried”

-Vogue (U.S. Sept ‘n, pg. 460, TNT Elisabeth von Thurn und Taxis takes to Africa
for Dasha Zhukova's thirtieth birthday)

Maria Toumazou (b. 1989) graduated from Goldsmiths, University of London (2008-
2011). Her solo shows include: Animal Patterns, APOTHEKE Contemporary Arts, Nicosia
(2012) and AreWe Going to Live With The Mountains? (2010), also at APOTHEKE. She

has participated in the following group shows: Goldsmiths 2011 Undergraduate Degree
Exhibition, London, Art Athina, Booth G6, APOTHEKE, Athens (2010), This is not a Gateway,
Hanbury Hall, London, Don't Take Advice-Take Risks!, APOTHEKE, Nicosia (2009),

A3, Goldsmiths, University of London, London.

Animal Patterns

201

KePapkd NAaKAaki, appog,
Hwaoalkd, pnpouTlog,
dwTOoYPaAdIKO XapTi,
yuahi, EUAo

250 X 250 €K

Animal Patterns

201

ceramic tile, joint, mosaic,
bronze, photo paper,
glass, wood

250 X250 CM




Nikog Xapalaumnidng

(...) H akTIBioTikr, noNITIKA 61A0TACT TOU €pyou TOU Xapaiaunion,
NPWTOYEVNAC Kal KaBopIoTIKA em&paaTikr|, anoTeAei onpeio avadopdgyia Tnv
EAANvIKN 10TOpia TNG TEXVNG. Z€ €va €1kaaTIkG nedio, Gnou n NOAITIKONoinaon
ouvdedTav e TOUG avanapacTaTikoug Nivakeg Tng diktartopiag, Ta XapakTika
Tou Tdooou kal TnNG Katpakn rj ekppaldtav Heoa o€ £va 1nBIKoNnAaoTIKO
€NANVOKEVTPIKO MAAidlo, o XapaAapnidng eioaydyel Eva avaTpenTiko,
PNE&IKEAEUBO AEEIAOYIO, EMPOPTIOUEVO EYPANUATIKA, LE AKOUT) MIO EVTOVA
€NNVIKA OTOIXEIa, Ta onoia ouvdiaAéyovTal e NPOoWIKA yeyovoTa Kal
SlaoTaupwvovTal Pe auyxpova KoIvwvika dpaivopeva, yia va anodeixbouyv,

€v TéAel, avikava va atabouv oTo UPog evog NPWwIKoU Kal Aapnpou
napeA8ovToc. Kabwg n ntwon npodiaypadeTal avanddeukTn, N ZoUAIWTIOOA
AAAOTE oUPBOAO Hiag ayépwyng kal acupBifacTtng Yuxnc, nepidiapaivel
TOUG EUNOPIKOUG OPOHOUG TwV HeyahoundAewv, emdeikvuovtag Ta abAnTika
nanouTaola NIKE, kKdTw and Tnv napadoaiakr} TnG oToAr. £T0 €pyo Tou,

N «NTWON TV ayaALATwv» ekppaleTal kapvaBalikd, HE Hia «voBeupévny

Kal «BAAcPn N ENNVIKOTNTA» MOU anoSeIkVUETAl EK TWV UCTEPWV SISAKTIKT,
KpoUOVTag TOV KOdwva Tou KIVBUVOU O€ ia Kolvwvia nou avaykaleTal Topa
va unoaoTei aipvISIaopEVT), TIG OIKOVOUIKEC ENINTWOEIC KAl Ta anoTeAéopaTa
HIaG NVEUHATIKNG NTWXEUOTG KAl EVOG NBIKOU KaTakEPHATIOHOU.

TTO XapaKTNPIoTIKO €pyo TNG GUANOYNC MaTTiXn, HEPOG HIag EUPUTEPNG
€YKATAOTAONC NOU NAPOUCIACTNKE OKOMIHWE «SIAUENICHEVY OE EMPEPOUC
Sdwpdria (La Casa Curva, MnievdAe Bevetiag 2003) o Kurt Schwitters,
KAANITEXVNC OUVOESENEVOC LLE TNV OIKOVOUIKT] KATAPPEUON TNG Feppaviag
TOU NapeABOVTOC Kal eNvonTi¢ Twv Merz, Twv anocnacpaTik®y
VTavTaioTIKOV KOAAZ anod TEPAXIoHEVA avTIKEIPEva, gival 6yl Tuxaia,
npwTaywvioTAC. O KATAKEPHATIOHOG €ival pia apXITEKTOVIKY peBodoAoyia
nou akohouBei o XapaAapnidng ouveldnTd, cuvudacpévn e Ta Biopara
piag Siapehiopévng natpidag. ‘EAKEI TNV KATAYWYT) TNG OTOUG TEUAXIOUEVOUG
XApTeC TwV Situationists International kal npokUnTel péca and To NPWIHO
€vdIadEPOV TOU yIa TNV OUTONIKT) apXITEKTOVIKT], MOU TOV O8NYEi NpIv akoun
KAEio€I Ta €iKOOI TOU XpOvia, OTIG KEPKIGEG TwV apPIBeaTpwy Tou Superstudio
kai Tou Adolfo Natalini ot ®AwpevTia, 6Tav 01 UNOGAOINOI CUUPOITNTEC

ToU, 6Nw¢ KI ey e€AANoU, akohouBoUoape CUPPBATIKG, TO CUVTNPNTIKO
npoypappa ¢ akadnuiag. Evronidovrag autr TNV NpwTapxIkr IKavoTnTa
OTn GUVEIGNTONOINON TWV OTOXWV Tou, N NavTia ApyuponoUAou, oTo nAaioio
€vOG ouvedpiou aTnv npdodatn Mnievale TG ABrjvag, XapakTrpioe TovV
XapaAapnién Hyper-Curator, oxoAialovtag Ti¢ 181AITEPEG YVWOOEIG TOU KAl THV
TakTIKA EYPABUVONG Nou akoAouBei, o€ BEparta nou anTovTal TnG IoTopiag
NG I0TOPIag TNG TEXVNG. AivovTag 0TOo €pyo TOU pia eKNAISEUTIKT, SI6AKTIKN
S1doTaon, nou ouxvd adonAilel To pOAO Kal TIG YVWOEIG TwV ENIPEANTAOV T
TWV IOTOPIKWV TEXVNG. 10WC yI' auTO, N Napouaia KEPKIdwY aTo €pyo TNG
OUANOYTC, ONWG Kal o€ MOANG AAAa €pya Tou, va Unopouae va ekAndOei

Kal WG NPOOKANGCN, O€ €va akoun Habnua avopBodoéng natpidoyvwaiag.

Ap Aonacia MaaoTpoyidvvn,
Kabnyntpia loTopiag Tng Téxvng oTo MavenioTrpio Tou Alyaiou

O Nikog XapaAapnidng (y.1967) L&l kal epydletal oTnv ABrjva. Znoudaoce

oTnv Akadnuia Kahov Texvav PAwpevTiag kal oTn IxoAr) KaAov Texvov ABrivag.

‘EXEI NAPOUCIACEl ATOUIKEG EKBETEIC an’ TIC Onoieg o1 Nio NpOodaTeC gival: KapvaBaAikr
Mavon, 3n MnigvdAe Tng ABrjvac (2011), Art Athina, nepintepo ISET (2010), To Adeio
Mouaeio, yrkahepi Kanndtog ABrjva (2010), Hollow Airport Museum, ykaAepi Ad6Aa
NikoAdou, ©@eaoalovikn (2010), Tpixeg Kataapéc, ykaepi Kannartog, ABrjva (2009), Prayer
Carpets, Athens International Fair, ykaAepi AdAa NikoAdou (2009), Innocent Peasants
Missing Their Chance to Modernity, ykaAepi AdAa Nikohdou, ©@ecoalovikn (2009), Ledra
Barricade, Centre Georges Pompidou, Mapiol, FaAAia (2008), Living Together, 271 Mnigvaie
Tou Zdo MaoAo, Bpalihia (2006), Nochelia - The C.I.A. project, The Turner Contemporary,
Novdivo, Hvwpévo Baailelo (2006), The Tupperware Show, o€ipd vOaSIK®OV EKBECEWVY Kal
epyaoTnpinv (2005), The Egnatia Project, ykaAepi La Circuit Lausanne, AwZavr), EABeTia
(2004), Good Walls Make Good Neighbors, £niTi TnG KUnpou, ABrjva (2004), Athenian Works-
Real Estates, ykaAepi AdAa NikoAdou, @eacahovikn (2004), La Casa Curva, 51 Mmigvaie
BeveTiag, Palazzo Querini Stampalia, BeveTia, ITahia (2003), King Kong left for Hong

Kong, Négg Mopdég, ABrjva (2002), Social Gym, The Rumbling Museum, F'kaAepi Michael
Oess, PpavkpoupTn, Feppavia (2002), Sorry | Raised My Voice, ykaAepi AdAa NikoAdou,
©eogoalovikn (2000). O1 Mo NPOoPaTeG OHASIKEG EKBETEIG TOU NEPIAAUBAVOUV TIG

€&N¢: Design Your House and Furniture In aWay That Could Serve the Revolution, MoAUX®POG
Beton (20m), H Koudiva Tng ®pavkgoiptne, ykahepi AOAa NikoAdou, @eocalovikn (2011),
M'apéael va atoAidopal, TniTi TNG Kunpou, ABrjva (2010), EikaoTiké Mavopapa, KpaTikd
Mouoeio ZUyxpovng Téxvng @eooahovikn (2008), Athens International Fair, ABrjva
(2008), K6dpa Medio Apaong, ©@eaoahovikn (2008), Tourist Guide, Mapiol Eupwnaikm
Mpoedpeia Tng EOK, Mapiol (2008), Transexperiences Greece, EBvikd Mouaogio LUyxpovng
Téxvng Mekivo (2008), Where Do We Go From Here?, AnpOTIKO KEvTPo Texviv Agukwaiag
(2008), Athensville, Athens International Art-Fair, ABrjva (2008), Mate in Greece, Mnigvahe
©eaaalovikng (2007), kal Give(a)way, EV+A 2006 MnigvdAe IpAavdiac, Aipepik (2006).

Nicos Charalambides

The activist, political, dimension of Nicos Charalambides’ work was decisively
influential, constituting a reference point for Greek art history. In an artistic
world where politicisation was linked with the representational paintings

of the dictatorship, the engravings of Tassos and Katraki or were expressed
through an edifying Grecocentric framework, Charalambides introduces a
subversive, enterprising vocabulary, steeped in symbols with even stronger
Greek elements, which come to grips with personal events and are imbued
with contemporary social phenoma, to prove, in the event, unable to rise

to the occasion of a heroic and bold past. As the fall appears inevitable, the
Sioulitissa, once a symbol of a haughty and uncompromising soul, wanders
the shopping streets of the large towns, showing off her sports NIKE shoes
underneath her traditional costume. In his work"“the fall of the statues”,

is expressed in a carnivalistic way with a“doctored” and “sacrilegious
Hellenism” which proves in hindsight to be didactic, sounding the warning
bellin a society which is taken by surprise when now forced to suffer the
economic consequences and the results of a spiritual bankruptcy and of

a moral destruction.

The emblematic work belonging to the Pattichis collection, part of a bigger
installation that was deliberately presented as“dismembered” in different
rooms (La Casa Curva, 2003 Venice Biennale) Kurt Schwitters, an artist linked
with the economic collapse of Germany of the past and the inventor of Merz,
the fragmentary dadaesque collage of cut up objects, is not by chance, the
protagonist. Fragmentation is an architectural method deliberately followed
by Charalambides, tied in with experiences of a divided country. It draws

its origins from the fragmented maps of the Situationists International and
arises through his early interest in utopian architecture, which led him, before
he was 20 years old, to the stands of the amphitheatres of Superstudio and
Adolfo Natalini in Florence, when the rest of his fellow students, including
me, conventionally followed the academy’s conservative programme.
Locating this primary ability in realising his objectives, Nadja Argyropoulou
at a conference held as part of the recent Athens Biennale, described Nicos
Charalambides as a Hyper-Curator, commenting on his particular knowledge
and deepening strategy that he pursues in issues relating to history or history
of art, giving his work an educational, didactic dimension which often
disarms the role and the knowledge of curators or art historians. Perhaps this
is why the presence of the stands in the work of this collection, as in many
other of his works, could be interpreted as an invitation, yet another lesson in
unorthodox knowledge of one's country.

Dr Aspasia Mastroyianni
Professor of History of Art at the University of the Aegean

Nicos Charalambides (b 1967) lives and works in Athens. He studied at the Academy
of Fine Arts, Florence, and the School of Fine Arts, Athens. He has held a number of solo
exhibitions, among the most recent of which are: Carnavaliki Pavsi, 3¢ Athens Biennale,
Art Athina ISET pavilion (2010), The Hollow Museum, Kappatos Gallery Athens (2010),
Hollow Airport Museum, Lola Nicolaou Gallery, Thessaloniki (2010), Triches Katsares,
Kappatos Gallery, Athens (20009), Prayer Carpets, Athens International Fair, Lola Nicolaou
Gallery (20009), Innocent Peasants Missing Their Chance to Modernity, Lola Nicolaou Gallery,
Thessaloniki (2009), Ledra Barricade, Centre Georges Pompidou, Paris, France (2008),
Living together, 27" Sao Paolo Biennale, Brazil (2006), Nochelia - The C.I.A. project,

The Turner Contemporary, London, United Kingdom (2006), The Tupperware Show, series
of nomadic exhibitions and workshops (2005), The Egnatia Project, La Circuit Lausanne
Gallery, Switzerland (2004), Good Walls Make Good Neighbors, To Spiti tis Kyprou, Athens
(2004), Athenian Works-Real Estates, Lola Nicolaou Gallery, Thessaloniki (2004), La Casa
Curva, 515t Venice Bienale, Palazzo Querini Stampalia, Venice, Italy (2003), King Kong left
for Hong Kong, Nees Morphes Gallery, Athens (2002), Social Gym, The Rumbling Museum,
Michael Oess Gallery, Frankfurt, Germany (2002), Sorry | Raised My Voice, Lola Nicolaou
Gallery, Thessaloniki (2000). His most recent group shows include: Design Your House
and Furniture In aWay That Could Serve the Revolution, Beton (2011), The Frankfurt Kitchen,
Lola Nicolaou Gallery, Thessaloniki (2011), Mou Aresei Na Stolizomai, Spiti tis Kyprou,
Athens (2010), Artistic Panorama, State Museum of Contemporary Art, Thessaloniki
(2008), Athens International Fair, Athens (2008), Action Field Kodra, Thessaloniki (2008),
Tourist Guide, European Union Presidency, Paris (2008), Transexperiences Greece, National
Museum of Modern Art, Beijing (2008), Where Do We go From Here?, Nicosia Municipal
Arts Centre, Nicosia (2008), Athensville, Athens International Art-Fair, Athens (2008),
Mate in Greece, Thessaloniki Bienale (2007), Give(a)way, EV+A 2006 Ireland Biennale,
Limerick (2006).

La Casa Curva

2003
site specific, HIKTA UAIKA,
video

SlaoTdoelg peTapAnTEC

La Casa Curva

2003

site specific, mixed media,
video

dimensions variable



2Zafpag XptotodovAidng

O avBpwnog paxeral avékabev va opicel TNV NAPOUGCia TOU GTOV «TPUYTHEVO»
XWPO Mou Tov NEPIBAAAEI LIE XEIPOVOUIEC 1) SpATEIC oUVTBWS EUAOYOPAVEIC.

H aywvia evToUToIq yIa €va nepaitépw drAwpa Tou, £€w and cupBACEI]

1} ouUVBriKeC ouykaTaBaong Tov 0dnyei oTnv enivonon HeBOdwv 1 pEowv
KATEUVAOTIKWV C' auTm).

To €pyo Just Married (2009) oxoAIAlel TO eNIKOIVOVIAKS abl€€0d0 piag oxEonC.
Enixeipei, oTnv oucia, Tn diatunwon 1Tn¢ 16€a¢ Tou adIAAAAKTOU.
dIyoUpeg-pooxeupara o yugivn eniotpwon Sokipdlouv éva ouPo
aAdpyepa. Me yupiopéveg nAATeG kal BAéppaTa xwpig eAnida yia avtikpiopa,
ol Npwideg onkwvouv AdBapo avdoeg Toug NayISEUPEVEG O LNAAOVI.
YNAKOUEC O€ A KIVNOloAoyia KaTonTpIoHoU, ENIXEIPOUV aBETNOM TNG
TauTIoNG, KaTdpynon TN HUxiag opoiwong. ‘Eva pnaidvi ypdedel napouasia
OTO KEVO. H eKnvor| piag 0XEONG BIOVETAl WG EKMVOT] - KOIVO EEPUona -
avBpwnwv o€ aBapéc kal ebnAacTo doxeio, To Lnalovi. ‘O, T opBwveTal gival
yla va ypayel napoucia. ‘O, TI avaTeiveTal, HoIdlel He EayKioTpwpa, oav apon
piag eniyelag ouvBrkng. Moiddel To pnaidvi He NAAOHATIKA NPOEKTAON

TOU AUTpwWHEVOU eauToU, oav (eidwpn avaykn Hovwong.

To €pyo dev €ival TO NPWTO NOU AKOUKNA TNV ev Adyw Beplatoloyia. To é1aluyio,
€pyo ano EUAo Kkal Ta diadlyia avliCouv and nopoeAavn kal HETAANO, TOU 2008,
anoteAoUv oxoAIaopod TNG NEPi GUVTPOPIKOTNTAG CUVOTIKNG Kal 0noiag nNoIkrg
dlanpaypdTeuong auTr cuvendyeTal.

O Zappag Xp1oToSouAidng (yev. 1961) Lel kal epyaleTal 0Tn Agukwaia. novdace

oTn IX0A) KaAov Texvwv TnG TouAoudng. doitnoe oTnv AvwTatn IXoAr) KaAov
Texvwv, 6nwg eniong oTnv Avotarn LXoAr) AlakoopnTik®y Texvav Tou Mapiciou.
‘ETuxe 816aKTOpIKOU TITAOU 0TOV KAAS0 AoyoTeyviag kai Texvav and To NavenioTripio
MpoBnykiag. ZuppeTeixe o€ peydaho apiBpd opadikav ekBéoewv T600 0NV KUnpo 6co
Kal 070 €EWTEPIKG. MEPIKEC ano TIG Mo NPOodaTeC ival: Tuxaie Suvavtioeic, ANHOTIKO
KévTpo Texvwv Aeukwaoiag (2005), Metapgiéacig: OnAukdTnTa, avéponpémeia Kai dAAeG
BeBaidtnteg, KpaTikd Mouaoeio Zuyxpovng TExvng, @ecoalovikn (2006), Recreation - Mate
in Greece, 1" MnievaAe Uyxpovng Téxvng ©ecoalovikng (2007), Heaven, 2" Mnievaie
ABrjvag, 2009 kai Kimpog 2010, H Téxvn ae mapdvTa xpévo, oTo Espace Commines, Napiol
(2010). To 2011 cUpHETEIXE OTNV OpadIKr) ékBean The Location of Culture atnv Pulchri
Gallery, Xdyn, ONAavdia, NTépti Humanism otnv I'kaAepi Faggionato oTto Aovdivo,

oTIC loTopieg Exediwv (2) oTnv lleana Tounta Contemporary Art Centre, ABrjva k.d.
Kdnoleg ano TIG aTopIKEG EKBETEIG TOU nepIAapBavouv: OnTikd AvTikeipeva, Tkalepi
Bodo Niemman, BepoAivo (1996), oTo Tsatsis Projects / ArtForum, @eooalovikn, 2002
Kal 2009, VK N Nio Npéadat rrav 1o 2010 otnv Omikron Gallery, Aeukwaia pe TiTAO
SToIxEI06N Texvdopara.

Savvas Christodoulides

From the very beginning, man has struggled to define his presence Tpia
in the"harvested” fields that surrounds him, using gestures oractionsthat s
are usually plausible. The concern, nevertheless for a further statement,

beyond convention or conditions of compliance, leads him to come up

with methods or means that appease it.

The work Just Married (2009) comments on the communicative deadlock 80
of a relationship. It attempts, in essence, to formulate the idea of the

intransigent. Figure—transplants with a plaster surface attempt

a mute farewell.

With turned backs and hopeless gazes, the heroines raise their breaths,

trapped in balloons, as banners. In obedience to a kinesiology of mirroring,

they attempt to reject identification, to abolish intimate imagery.

A balloon registers its presence in the vacuum. The end of a relationship is

lived as an exhalation —a common breathing out — of people in a weightless

and manageable vessel, the balloon. When it rises, it is to make its presence

felt. Whatever is raised upwards resembles an unmooring, like the end of an

earthly state. The balloon looks like a fictional extension of the emancipated

self, like a fertile necessity for isolation.

The work is not the first to touch this theme. The Divorce, a work made

from wood and Divorces Are Blooming, a porcelain-and-metal piece of 2008,

serve asa commentary on the state of companionship and whatever

ethical negotiation this may entail.

Savvas Christodoulides (b. 1961) lives and works in Nicosia. He studied at the School
of Fine Arts in Toulouse, as well as the National School of Fine Arts and the National
School of Decorative Arts in Paris. He received his PhD in Lettres et Arts from the
University of Provence. He has taken partin a large number of group exhibitions in
Cyprus and abroad. Some of the most recent are: Accidental Meetings, Municipal Art
Centre, Nicosia (2005), Masquerades: Femininity, Masculinity and Other Such Certainties,
State Museum of Contemporary Art, Thessaloniki (2006), Recreation - Mate in Greece at
the 1%t Biennale of Contemporary Art in Thessaloniki (2007), Heaven, 2" Athens Biennale,
2009 and Cyprus 2010, Art in Present Tense at the Espace Commines, Paris (2010). In 201
he took part in the group exhibition The Location of Culture at the Pulchri Gallery, The
Hague, Netherlands, NTépti Humanism at Faggionato Fine Art, London, Drawing Stories
(2) at lleana Tounta Contemporary Art Centre, Athens etc. Some of the artist’s solo
shows were: Visual Objects at BodoNiemann Gallery, Berlin (1996), at Tsatsis Projects

/ ArtForum, Thessaloniki, 2002 and 2009 and, most recently, Elementary Devices, at
Omikron Gallery in Nicosia in 2010.

MOAIG MeTd To dpo

2009

EUAIVO TpanEQ), HOKETa,
YUWIVEG PIYOUPEC, HNaAdvI
300 X 270 X130 €K.

Just Married

2009

wooden table, carpet,
plaster figurines, balloon
300 X270 X130 CM




CYPRUS Nautitat chart -
Es s ; . ¥ . .

! B e R NN v R TR
) T

] 3 = t
. -
W
- i
. -
~
v - - -
N - L =
] L SR
NEKEG
E
2010 % o
XapTtng TG Kunpou, o - ik
HeAAvI E 1 :
85 X 116 EK. O : :
-~
|-t~ : -
Stain t i AT
S (I S .
2010 r ol
. - -
Cyprus map, ink
85X 116 cM 2
B s
- i e
- il -“ ) I
N
: S Ty
s : - -
ki e S
- I' T
- o — -
- ~ "‘ ¥
- ho - =
¢ = e
2 - —
. | - i) =
- | . - -
I'._- - + B
- - -
b [ = - A - - g { . SEe N e -
- =1 o z - - e - T ___. e '_'. ._"-'-.- .".-'H it -
o . 2 - . e * e 2 B - ;"--‘N---"-t‘
gt ] i . 2 =t e TNOEFRITLEAN 0 .
= 2 ——, e e i g™ i =
2 i . ; 7L
b - -
: ez
& = = = T
- “ gy o
= 2 £ =
- - . - 7 B :q =
- o - * i

- W= . 2
l'.. it e = e
- .
- - - -
. R
- " A e, Tn
- o -
Y - -
" - = -
s ’
- - S +
- - r} J-_,.f -
" o, z ; &
d N .. -
N R
L - £ e,

=
e | s o RS -
- = .'
: -
¥ -, -
-
L . o
.. L
4 = "
g . Erli e

o * ..|"- 3
= EFIZER] JFAT %
Z WA

- L — - ot s £ R i . N o R _ - . 3 & i : e B “ o ey i - l - % i ¥ AT AT B TR S IS AL W .
e * g T . . . i Ll 2 y R L T aaliy . : ' Yoru YR o B s R, TR ) : = £ e proatimg oy et e uls Swniirgs moean pm 0 g
i k o =L . L . 3 . = s T Liww i e

. . ! - L N 4 o = 4 - -t ST A g PRRC .y L . A it . gt h L TR i T— A . a ot o 3 - 2 ~\:"'--r|.l:ill¢ Blati s, _
- ! -~ : T L . ) = i : £ . ’ e aw " - Ll ; (gt : = . rd oL F FHG \ : A . b T 5 . S L 3 s L i | b | LM ™, - 3=

-~
i = ‘.‘..-' .1 - - a . 3 .._ . - i U - o LR ] o : A 34 ':'-\". X _.'_..- " & ® ¥ i L o 5, i P 5 [ ” " 1 T e 7 By L]

By
- e . - - Y » & TR ' 4 O y o

v oo K p r N Syl e e = 3 o 7. o IR 3 d " S "r' J-arnats 'u':‘ft.-d
APy

. = R g : Pt e L - J i -

| S s ‘r,'!‘ P ':__'_'L = R B ' o5 s, e _:' .:m“\;__\'.‘?*..‘“\% LS ‘
...p;.,.,...t.r.,,'.r,.-..:. 'i,.« ,Lw‘?-.'n ol I T ' T W N - BERIESTOLS 26

" by
‘_Il’"_; '_.f. J" _I|I v S5 I SR

-

NN



Utopia

Néa anokTrjpara ané Tn cuAoyn
Nikou Xp. MaTTixn kai TNg epnuepidag
«O DIAeAEUBEPOGH

KévTtpo Euayopa Aavitn |
XapoundpulAog AaviTtn, AEpESOS
22 MapTiou —17 Maiou 2012

TUHHETEXOVTEG KAAAITEXVEG

KAiToa Avtwviou, KwoTrg BeEAwvng,

XprioTog Bevétng, ANéEavopoc Mwpkatdng,
Peter Eramian, EAiva lwdvvou, ZwTtripng KaAAnc,
davocg Kupiakou, Kuplakn Kowota, MNopyog Aannag,
Mapia AoiZidou, Mavayi®wtng MixanA,
AnunTpng NeokAgoug, EAgvn Oikovopou,
XpioTodouhog MavayiwTtou, Biku MepikAgoug,
MoOAuUG MeoAikag, ZWKPATNC TWKPATOUC,
KwvoTavTtivog¢ TaANIdTNG, AguTépng TAnag,
Mavikog Tepnpiwtng, Mapia Toupadou,

Niko¢ XapaAapniéng, appag XpioTodouAidng

EmipéAeia ékBeong
‘EAeva Ndpna | Mapia £T1adn

EKS0TNG

«O DINeAEUBEPOCH
www.phileleftheros.com

EnipéAela kataAdyou

‘EAeva Mdpna | EAévn =€évou | Mapia £1aén
KaAAITexvikn enipéAeia kataAdyou
diAinnog BaoiAelddng

dwTroypadnon ékOeong

XpioTog XaTnxpiotou

hadjichristou.com

MeTadpaoceig and EAAnvika ota AyyAika
Bouli Hadjioannou, Melissa Hekkers, Martyn Henry
A16pBwON KEIHEVROV

Mapia Kandtan

Mapia ZepBou

AlaXWPICHOI XpPWHATWV KAl EKTUNWOT)
PROTEAS PRESS LTD

EuxapIoTieg

Kévtpo Euaydpa Aavitn: Mavayi®tng Nandg,
EUn MixanA, Kupidkog ZneToi®ng,
EAeuBépiog EAeuBepiou, AnpoTikd KEvTpo
Texvav Agukwaiag.

Utopia

New acquisitions from the collection

of Nicos Chr. Pattichis and“Phileleftheros”
newspaper

Evagoras Lanitis Centre |
Carobmill Lanitis, Limassol
22 March —17 May 2012

Participating Artists

Klitsa Antoniou, Nicos Charalambides,

Savvas Christodoulides, Kyriaki Costa,

Eleni Economou, Peter Eramian, Elina loannou,
Soteris Kallis, Phanos Kyriacou, George Lappas,
Maria Loizidou, Panayiotis Michael,

Demetris Neokleous, Christodoulos Panayiotou,
Vicky Pericleous, Polys Peslikas,

Socratis Socratous, Constantinos Taliotis,
Lefteris Tapas, Panikos Tembriotis,

Maria Toumazou, Kostis Velonis, Christos VVenetis,
Alexandros Yiorkadjis

Curators
Elena Parpa | Maria Stathi

Publisher

Phileleftheros

www.phileleftheros.com

Catalogue editors

Elena Parpa | Eleni Xenou | Maria Stathi
Catalogue art director

Philippos Vassiliades

Installation photography

Christos Hadjichristou

hadjichristou.com

Translations from Greek to English

Bouli Hadjioannou, Melissa Hekkers, Martyn Henry
Copy editors

Maria Zervou

Maria Kapatai
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PROTEAS PRESS LTD

Special thanks to

Evagoras Lanitis Centre: Panayiotis Papas,
Evie Michael, Kiriakos Spetsiotis, Eleftherios Eleftheriou,
Nicosia Municipal Art Centre.
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