
Hi'

D C PLACE
n CI SEARCH

SCULPTURAL INSTALLATION

IN THE INDUSTRIAL SPACE OF THE "KRONOS" FACTORY

SEPTEMBER - OCTOBER 2005

MUNICIPALITY OF ELEFSINA



AOZ MOI... TOnON

IV

ANA zht/Sh
rAYHTIKH ErKATAITAIH

ITOYI BIOMHXANIKOYI XQPOYI TOY EPrAITAIlOY "KPONOI"

lEniEMBPIGI - OKTOBPIOI 2005

AHMOI EAEYIINAI



fe 5

i

i 41
9

t ( I



5?

•f

I* . >•

1





H31U0A





3

ANA ZHTH^Vl
TAYnTIKH EFKATAITAZH

ITOYI BIOMHXANIKOYI XOPOYI TOY EPrAXTAIlOY "KPONOI"

lEniEMBPIGI - OKTOBPIGI 2005

AHMOI EAEYIINAI



/ / / k - /

UlVOMT

laoayviKdc K6\noc

Saroni

XapTTjq TTjq AwKqq, ps evocopoTCopevri rqv aepoq)coTOYpa(pta tou Atpavtou rpq EAsuoivoq,
onou ^piOKsrai o ^io(jqx '̂̂ "<oq X^poq tou naAtou epyoaraoiou noronotfaq KPONOI

Map of Attica, with the inserted aerial photography of the Elefsina port,
where the industrial area of the old factory KRONOS is located.



Ztq nAai'oia toov "AioxuAefcov" 2005, o Annoq EAeuoiVaq opvavcbvei |iia psydAri eK0eor] xou
YAutttti Oddcopou, evoq ano Touq ornjavriKOiepouq yAuTTreq nou avaSei'^ei p paq.
Ei'vai pia eK0ear| npoKAnori tooo yia iriv noAr) paq, 600 kqi yia tov i'5io, acpou epxeiai os
5tdAoyo pe evav xtJLlpo kqiTono nou o puOoq kqi r\ laropta tou efvai to 5iapKeq speOiopa yic
TTiv KoAAiTexviKfi Srjpioupyi'a.

H EKOsor] TOU yAumri Oddcopou6ev efvoi dAAr) pia 8K5f]Acjoori oro ouvoAo tcovnoAiTLoriKcov
SK5r)Aa)oecov nou yiVovrai oniv noAq q tcov KoAoKaipivcov cpeonpdA nou yiVovrai cnqv EAAdSa.
Eivai evG siKoariKO yeyovoq, eva poKpu to^i'Si nou o SioKSKpipevoq yAurnqq paq koAsi va
oupperdoxoupe, va ouvSppioupyqaoups, va "npopdAAoupe to opdpara paq", O yecoypacpiKof
opi'^ovrsq aurou tou to^iSiou ^enspvouv to dpia TTiq EAAddaq, Tnq Eupobnnq, tou nAavfiTq,
dnooq Aeei o i5ioq.

H EAsuoi'va eva oripei'o tou nAavqiri Aoindv, eva oqpefo tou Koopou.
Ta diKd paq uAiKd, tooo q apxafa icnopfa, 000 koi to piopqxaviKo nopeAOdv, oAAd kol to

napdv, o x^^poq koi o xpovoq, to ofdepo koi to pdppapo, oAa uAiKd duoKoAa orqv XPnop koi
orqv ewota, oAAd Tourdxpova onAd koi KOTovoqTd orouq "xsLpiopouq" tou aouppfpaorou
KoAAiTexvq nou xpovia Toopa Tipd xqv x^pa paq peto KoAAnexviKd koi ouyypacpiKo tou epyo.

©eAco idiaiTspa va euxapiorqoco tov [6io, nou oe e^aipexiKd SuoKoAeq ouv0qKeq 6ex0qKs
Tqv npdoKAqoq paq koi opydvcooe aurqv xqv eK0eoq, Ka0d)q Kai doeq Exaipeieq xqq noAqq
paq, oAAd kgi to npooconiKO tou Aqpou paq, nou pe xqv 5iKq Touq ^exoipiorq ouppexoxq
poqOqoav yia Tqv dpTia napouoi'aoq xqq.

0 Aqpapxoq

r'cbpyoq AjJuaT^oyAou



AepocpcoToypacpi'a rou naAiou epyoaiaoiou noTonoti'aq KPONOI,
onou napouoia^ejoi q eKdeoq -eyKaTdaroaq "ANA-TOnilH >ANA-ZHTHIH Ih-

Aerial photography of the old factory KRONOS,
where the exhibition-installation "RE-PLACE * •* RE-SEARCH ll» takes place.



In the frames of "Aeschyleia" 2005 the Municipality of Elefsina is organising a big exhibition
by the sculptor Theodoras, one of the most important sculptors of our country. I believe that
this is an exhibition which offers a challenge to our city, as well as for himself, after he came to
coexist in a space and place whose myth and history provide the permanent stimulus for artis
tic creation.

This exhibition by sculptor Theodoros is not just another event in the total of cultural events
that happens in the city, or the summer festivals that happen in Greece. It is an artistic event,
a long journey that the distinguished sculptor calls/invites us to participate with, to create in
common, to "project our visions".

As the sculptor says, geographic horizons of this journey exceed the borders of Greece,
Europe, the Planet..

Then, Elefsina a place of the planet, a place of the world.
Our materials, the ancient history, the industrial past and present, iron and marble, the place

and the time, all materials difficult to use and to conceive, but at the same time materials easy
to access and comprehend in the "manipulations" of the irreconcilable artist, who since many
years now honours our country with his artistic work and writings.

Iwould like in particular to thank him, because in exceptionally difficult conditions he accept
ed our invitation and organised thisexhibition, as well as the companies of our city, which gave
support, and also the personnel of our Municipality that their collaboration helped for the
achievement of the exhibition.

The Mayor

Georgios Abatzoglou
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Itivrofjo laropiKd

npiv SeKaewea xpovia, to ZerrTSfippio 1986, ora nAai'oia icov sKSn^cDoecov iriq ArmoTiKnq
nivoKoenKriq P650U, napouoi'aoa eK0eor|-8YKaTdcn:aor| orov npopaxcova Ayiou recDpyiou,
(JTO peoaiCDViKO Kdoipo, pe titAg «ANA-TOniZH ANA-ZHTHZH». Onou o TiiAoq SriAcovei
TTiv aevan ava^ninori lou dioAdyou icov epycov Texvn^^ lOiopiKd nepipdAAovia.

Zio nAai'oio auiou lou 5iaA6you aKoAou0r]oav to epya-eyKaraardoeiq;
• 1988, «Aov Kix(i>Tr]q» oroZupndoio Texyrjc;, Minos Beach, orov Ayio NikoAoo Kpniriq.
• 1990, «Senza-Assenza-Presenza, Omaggio a Bitonto», oio Bitonto iriq lioAiaq, orri 5ie0vq

8K0eor| 1J8 titAo «La Pietra e i Luoghi», «H fJsTpa kqi oi T6noi».
• 1992, «Avq-Msoq», oto Mouo8fo rAumiKnq kqi ZoypocpiKqq, arrjv KcovaravrivounoAr),

cnriv eK08ori |J8 titAo «Sanat-Tsxvr]», dnooq kqi oiriv riopToyaAi'a oro Museu Antonio
Duarte, iqq noAqq Caldas da Rainha, oro Zupnooio rAurmKqq, "Simppetra», pa to spyo
«Ava-Meoa ll».

• 1993, «Aco5€KQKrivoq Tpoxoq looppond>v osZuppoxooxoivo psAvri^opo ZcpafpQ» yio
TTiv eK08or| "EupcopoTpiKn", nou ai'xe napouoiaoTaf oro Euyavi'Saio pa 0epa to «M8Tpa
KQI ZTa0pd» orr|v loropi'a tou EupcondiKOU floAiTiopou.

Tcopo, opx^ louAi'ou TOU 2005, o Aqpoq EAauofvoq pou npoTaiva pio 8K08or|-6x5qAcoor|, orouq
piopqxciviKOuq x^^ipouq tou ttqAiou apyoorooiou noTonou'aq KPONOZ, oro nAaioio tcov AioxuAaicov .

Dopd TO ouvTopo xpoviKO Sidorripo yio Tr|v npoaToipooi'a uiq 8K08or]q, anoSexrriKQ vnp
npdoKAriori kqi avTipaTobnioa gutt) vnp aKdnAcooq CA)q npoKAnori yio evov dAAo SidAoyo pa to
loropiKO napi(3dAAov Tr|q vaoaAAqviKHq loropi'aq paq - to piopnXQViKO napi^dAAov.

Ham'oKaijjq yio aniTonio paAeiTi toov ouvOhkcov opydvcooqq piaq TaTOioq
KoAAiTaxviKqq aK5r|Aa)or|q pa oSnyqoav orriv onoSoxn "HP npoKAqoriq, KoOcbq oriq pepaq paq
0 SidAoyoq tcov apycov Zuyxpovriq Texvr|<^ p£ cpuoiKO, to loropiKo kgi to aoriKo napi(3aAAov
onoKTd iSiQiTaprj onpaoi'a.

H8K0aoq OTOuq piopnxciv '̂̂ ouq x^pouq tou noAiou apyocjraoi'ou KPONOZ napouoid^aToi
pa Tov titAo «ANA-TOniIH ^ ANA-ZHTHIH //>>, KoOcbq OacopaiTOi coq ouvexeia uiq SKdnAcoonq
TOU 1986, cjro Kdorpo uiq Pd5ou.

H updKArjorj
Zttiv npopiopnxciviKn napi'oSo oi ouyKpouipsvaq KOivcoviKeq opdSaq avapyouoov peoo oro

cpuoiKO Touq x^po cniAeyovraq kqi diapopcpcbvovroq ro Sopnpsvo napipciAAov rouq qkivtito
nKivriTO - paoG and paOiaq AairoupyiKeq kgi aniKOivcoviGKaq GvdyKaq rou aKdcjroTa napovroq
rouq, dAAoTa diGTripcovraq kgi dAAoTa KGrGorpecpovrGq naAiouq lorouq kgi KGTGOKauGopevG
apya, oa piG ouvaxn Gvanpooappoyq.

Tov KGipd aKaivo nouvrfjpnon UIP nopddoonq 5av qrov noAiriouKoq ourooKonoq, gAAg
^coTiKq aniAoyq, SnAoSn eniAoyq nou onappea and ^(ovroveq ovdyKaq. Aureq oi ovdyKaq tcov
^(ovrovcbv GvOpcbncov KoOdpi^ov to KOivcoviKO-aniKOivcovioKO nAoioio, crro 5r|p6oio niSicotiko
napipdAAov, peoo cuo onoi'o oi KoAAiTaxveq coq driMioupyoi'-TaxviTaq AaiTOupyouoGv
cpuoioAoyiKd pa to apyo Touq.
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EneiSn 6|Jooq Kd9e npoPoAn oro jjeAAov cpopTi'̂ eiai and Tiq npooconiKsq cpavraoicboeiq tou
Ka0evdq, and iiq ouveiSriTdq q aouv8i'5r|T8q avdYK8q, 8ni0upi'8q kqi dv8ipa, yi' chjto r\
napouoQ "ava-^frrjcfr]" 0(pe\Ke[ vo 8K(ppd^8Tai unoK8in8viKd, |J8to npooTO 8viKd tcdv pniJdTcav,
KOi Toijro yiQ Adyouq 8niK0iva)viaKnq oa(pnv8iaq, 5riAa5n KoivooviKqq 8U0uvnq.

'Etoi, 8y(jL) o yAumriq ©dScDpoq, coq ^covravdq QKopri opyaviapoq, 5riAa5f| napaycayiKoq
T8XviTriq-KaTaoK8uaarriq avriK8i|ieva3v yio KOivcoviKq A8iT0upyi'a, |J8 qutti vr\y eK08or]-
8K5nA(joar| ava-2;rTrd), npcoio, va yvoDpfoo) kqi |J8Td va npd^o), va dpdoco, vo 5ri|iioupyqoa)
spya 08 Koivd x^po-Tono - 8K8i' nou 0a 08Aouv va ouvavTri0ouv koi oi AAAOl (koi dxi pdvoq
OTOv Ka0p8(pTr| TCDV 8ni0u|Jia)v pou), 08 Kdnoia KOivq avdyKn, KOivq eni0upi'a, Koivd dv8ipa,
KOivd peAAov...

R' auTO dA8q oi napandvco 8niAoy8q-npopoAeq - ore nap8A0dv, arc napdv, oto peAAov -
0eTOuv ouyK8Kpipeva 8pa)Tf|paTa:

a. rioia (pnop8{ va) 8ivai q KOivcoviKn-sniKOivooviaKn oxeoq Kai A8iToupyi'aTa)v naAaicbv spycov-
KTipi'oov p8 TT) ouyxpovri Texvr), vr\ ouyxpovri rAumiKn:
p. Yndpxei onp8pa 5ia0soipoq X^J^PO^ XPO^OP KOivdq (8KTdq and to Mouo8i'o)^ yia
dqpdoia A8iToupyi'a iriq ouyxpovnq yAumiKqq eKcppaonq;

y. noi8q K0iv(jL)viK8q-8niK0iva)viaKeq avdyK8q pnop8i' vo 8KnAr|pcbv8i q Zuyxpovq rAunriKq:"
ZqiouvTOi anavTqo8iq oro8p(joTqpaTa ouidandlouq AAAOYI y8viKd, Kai mo ouyK8Kpipeva

and Touq appdSiouq cpop8i'q nou diopopcpoavouv q Sioxsipi^ovrai to n8pipdAAov poq, dncoq;
• cDiAoodcpouq, 08CL)pqTiKOuq koi 8Knai58LmK0uq, TOuq loropiKOuq koi KpiTiKOuq Texvqq, (oq

Xeipicneq Tqq 8^ouoi'aq tou Adyou - Tqq y8viKqq q 8i5iKqq yvcboqq nou 5iapopcpa)V8i Tiq
noAiTiopiKsq o^ieq.

• l58oAdyouq, noAiTiKOuq koi dAAouq Siaxsipicnsq Tqq ouAAoyiKqq KOivcoviKqq 8ni0upi'aq.
• Yn8u0uvouq tcdv opydvcov tou KpdTOuq, tcdv unoupy8i'a)v noAmopou, nai58i'aq, Ep8uvaq

K.o. dncDq Tqq ToniKqq AuTodioiKqoqq koi TOuq dAAouq diopopcpcDTsq anocpdo8CDV, nou
KOToAqyouv oe uAiKeq 8ninTCD08iq oto cpuoiKO koi T8XvqTd n8pipdAAov.

• KOI Touq 8niOKenT8q auTqq Tqq 8K5qAa)oqq, nou q cpuoiKq TOuq nopouoi'a koi oi avTi5pdo8iq
Touq pnopouv vo 8V8pyonoiqoouv tov koivo x^po-xpovo.

XcDpi'q Tqv 8uaio0qoi'a, Tq 08TiKq q opvqTiKq avTi'dpooq-andvrqoq tcdv AAAQN, q Zuyxpovq
rAurrriKq 58v 8ivai Suvotov va Pp8i un8U0uvq A8iT0Upyi'a cjto dqpdoio n8pipdAAov, orov
KOIVCDVIKO XODpO-TOnO.

Ava^ffiqcfq and jrjv nepicpdpsia
rii'ocD and Ta napandvcD npopAqpaTa-8pcDTqpaTa ava5u8Tai to kouto ^qTqpa Tqq

anoK8VTpcDoqq tcdv noAiTicjriKCDV SpacrrqpioTqTCDV - ^qTqpa nou cpaiv8Tai ouxvd anAd peoa
OTqv 8UKoAq diOKi'vqoq Tqq unoKOuATOUpaq, nou SioxsTSUOUV to Sidcpopa KevTpa npoq Tqv
n8picpep8ia, yia KOTovdAcDoq STOipcDv npoidvrcDV koi noAiTioriKCDV npoTuncDv, KaAAi8py(DVTaq
Tqv i|J8u5a(o0qoq Tqq oupp8Toxqq Ka0CDq avaoreAAouv Tq yvqoio SqpioupyiKq SKcppaoq nou
8ivai q pa0id lOTOpiKq ouv+8i'5qoq.

r10 va anoKTqo8i q anoKevrpcooq Kdnoio ouoiaoriKO n8pi8xdpevo 0a npen8i q n8picpep8ia
Kd08 cpopd va ouv8i5qTonoi8( Tq oxeoq Tqq p8 to Sidcpopa KSVTpa (n.X- q enapxia p8 Tqv
A0qva, qA0qva Tq oxscjq Tqq p8 Tqv EupcDnq, koi 8upuT8pa p8 to npopAqpoTO tou nAavqTq.. .)



KQi ouYXpovcoq va exeieniYvcoori tcov Sikcov iriq napaYcjoyiKcov kqi SrnJioupyiKtov SuvaTOxfiToov
08 av0pd)nivo SuvapiKO kqi uAiKoiexviKn unoSoMn.

Toie n nspicpepeia, Geiovraq loniKd npo|3An|jaTa 0a npoonaOei va xa \uvsi ouppeiexo^ci^

OTQ eupdrepQ lou x^j^pou koi tou xpovou, KoOcop 0a ^ecpeuyei and iriv KaiavoAGOTiKin
unoieAsia orriv unoKouATOupa.

'Eioi QLnfi n SKSnAcoori cpiAoSo^ei' va evepyonoinost in auv+si'Snor), ansuBuvovrop-
eKnepnovTQp, and xoup piOnnXQViKoup xtjopoup inp EAsuoi'vap npop xa didcpopa Kevrpa, xpv
noAiTiOTiKfi npoKAnop yia [odpponri Kai (Bicboipp avdnxu^p xou aoxiKou nepipdAAovrop, pe

OToxo ipv noidxnxa ^copp.

18 louAiou 2005

Qodojpoq, yAumriP

Iqfjsicdaetq:
Hapano^neq gto jBifSAio ZTIFMATA nOPElAI - iXNHITHN AMMO TON AEEEON. CKdooq EZTIA. 1984.
1. Ynodsoeiq y/a Mouoeio luyxpovqq Tex^qq-YnoOeorj npcoTq, Mouoefo Mqxoviopdq luvrqpqoqq rqq Tsxyqq
(lavoudpioq 1977), oeA. 107-109.
2. riapaTqpqoq 1978 kqi 1983. IsA. 38-39.
3. BAsne oqpsicDoq 1. YnoOeoetq yia Mouoeio luyxpovqq Texyqq, (lavouaptoq-louvtoq 1977). oeA. 104-112.
4. Avrfyta Epyo rAurmKqq, (Ism. 1971). osA. 40-51.

Acpiepcopa flsvdipo otovAypo-BiopqxoviKO rioAmopd, 1977-1997.
Hommage Funebrea la Civilisation Agro-lndustrielle. 1977-1997.
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A short historical survey

Nineteen years ago, in September 1986, within the programme of the Municipal Art Gallery
of Rhodes, I presented an exhibition-installation in St George's Ramparts, in the medieval Cas

tle, under the title «RE-PLACE RESEARCH^.

This title indicates the endless research into the dialogue between the works of Art and their
historical environments.

The following sculpture-installations have continued this dialogue:
• 1988 "Don Quixote» in the Art Symposium, Minos Beach, in Agios Nikolaos, Crete.
• 1990 "Senza -Assenza - Presenza, Omaggio a Bitonto», in Bitonto, Italy, in the internation

al exhibition under the title 'The Stone and the Places".

• 1992 "IN-BET\/VEEN», in the MSU Istanbul Painting and Sculpture Museum, in the exhibition
"SANAT- TEXNH», as well as in Portugal at theAntonio Duarte Museum, in Caldas da Rain-
ha, in the Sculpture Symposium "Simppetra», with the installation "IN-BETWEEN!!».

• 1993 "Twelve Ray/spoked Wheel on Cables Counterbalanced bya Sphere»^or the European
Gxhibition "Eurometrics" which was presented at Evgenideio related to the "Measures and
Weights" in the history of European Civilisation.

Now, at the beginning of July, 2005, the Municipality of Elefsina invited me to hold an exhi
bition- installation in the industrial area of the old distillery KRONOS, within the framework of
the "Aeschyleia".

In spite of the short period of time for the preparation of the exhibition, Iaccepted the invita
tion and Iconfronted this exhibition as a challenge for another dialogue with the historical envi
ronment of our contemporary history - the industrial environment.

The visit to the KRONOS factory for an on-the-spot assessment of the space and of the con
ditions for organising such an artistic exhibition, led me to the acceptance of the invitation, as
nowadays the dialogue between works of Contemporary Art and the natural, the historical and
the urban environment has acquired a particular importance.

The exhibition in the industrial space of the old factory KRONOS is presented under the title
"RE-PLACE <-> RE-SEARCH ll» as it follows from the 1986 exhibition in the Castle of Rhodes.

The challenge
In the pre-industrial era the social groups acted in their natural space, choosing and form

ing their structured environment - stable or movable - through the profound functional and
communicative needs of their time, preserving or destroying old networks (roads, canals e.c)
and other constructions, within a continuous re-adaptation.

At that time, the conservation of tradition was not a cultural end in itself but a vital choice,
that is, a choice motivated by living needs. These needs defined the social-communicative
frame, in the public or the private environment, in which the artists as creators-craftsmen func
tioned naturally through their work.

However, nowadays, in the post-industrial era of the "audiovisual civilisation of the screen ,
where the age of the conservation of the past' is envisaged as a "virtual image , the contem-



porary artist, especially the sculptor, faces impediments and dilemmas every day, particularly

in countries with a weighty historical and artistic past like ours.

With this manifestation we shall try to redefine the problem of the cultural management of

historical places from the periphery of Attica, without particular ambitions for any immediate
solutions. Besides, the solution to this problem depends on the ideological-political-financial

decisions of the particularsociety, that is by the visible or invisible structures of power.

Re-Place

The word-title signifies first of all the restatement of the above problem in PLACE (lonoq),
which is meant as a historically experienced SPACE at a particular TIME :
• SPACER which is here viewed in steps - starting from the place of the exhibition, the old fac

tory KRONOS, with the listed buildings, and the abandoned industrial areas which request
a compatible andviable incorporation in the environment of the town of Elefsina, in Attica, in
Greece, in the Mediterranean, in Europe, on our planet, within the solar system, in the
galaxy...

• TIME, which in this case is perceived as focusing on today, this flowing present which con
tains the accumulated past of life, with the actions of human beings of every moment/period,
in every corner/area, in the relative space as described above.
This present contains the future - the needs, desires and dreams of living peoplewho act in

real - not virtual or imaginary - space.

This show is placed in this space and time using specific material, media or communication
places, such as:

1. The catalogue —printed media of communication, portable, movable means at no cost for
transit in time and space, which contain signs with letters, wordsand photographs, pictures.

2. The exhibition of sculpture, chosen from the recent past of (my) Art, also sculptures-installations
especially designed for this manifestation: Works in metal, marble, wood, crystal and other
materials, works which may be transferred and presented with the corresponding effort at a
proportional cost. Works that demand their own space, as they are temporarily presented in
this industrial space, in this stable environment constructed for other needs, which is now
adjusted for cultural shows, that is, for contemporary communication needs.

Re-Search

From the formulation of Re-place above, one may distinguish the aim of this show which in
gQpQpgl mgy be characterized as the search for the future in the present... of the immediate,
middle-term and distant future...

However, as every projection into the future is charged with everybody's personal fantasies,
with conscious or unconscious needs, desires and dreams, the present "re-search" ought to
express itself subjectively, in first person singular verbs, for reasons of clarity in communica
tion, that is for reasons of social responsibility.

So I, the sculptor Theodoros. as a still living organism, that is, as a productive craftsman/
constructor of objects with a social function, through this exhibition-manifestation, I re-search
in order to know, first of all, and then to act, operate, create works in a common space-time -



where OTHERS may wish to meet (and not I alone before the mirror of my desires), in some
common need, common wish, common dreams, common future...

Therefore all the above choices-projections - in the past, present, future - pose specific
questions :

a. What is (or could be) the common/communicative relationship and function between the old

works/buildings and contemporary art, contemporary sculpture?
b. Is there today any available space and anycommon time (outside the Museum)^ for the pub

lic function of contemporary sculptural expression?
c. What social/communicative needs may contemporary Sculpture" fulfil?

Answers are requested to these questions from OTHERS generally, and more specifically
from the appropriate authorities which form or manage our environment, such as :
• Philosophers, theorists and educators, art historians andcritics as manipulators of thepower

of the Word - of the general or specific knowledge which forms cultural values
• Ideologues, politicians and other managers of the collective social expectations/wishes:
• The people in charge of the state's cultural agencies, of the ministries of Culture, of Educa

tion, of Research etc., such as of Local Management and other formers of decisions which
end up having material consequences on the natural and artificial urban environment.

• and the visitors to this exhibition, whose physical presence and reactions may activate the
common space-time.

Without the sensitivity, the positive or negative reaction/reply of OTHERS, Contemporary
Sculpture cannot find a responsible function in the public environment, in the social space-
place.

Re-search from the periphery
Behind the above problems/questions emerges the crucial question concerning the decen

tralisation of cultural activities - a question that often appears simple when seen through the
facile transit of mass culture, which various centers channel towards the periphery for the con
sumption of ready-made products and cultural models, cultivating the illusion of participation
that obstruct the genuine creative expression which is a profound historical awareness.

For decentralisation to retain some essential content, the periphery must be aware of its rela
tionship with various centers (e.g. the province with Athens, Athens in its relationship with
Europe, and in a broader sense with the problems of the planet...), and at the same time must
be conscious of its own productive and creative capabilities in human resources and its mate
rial-technical substructure.

Then the periphery, through posing local problems, may try to solve them by participating in
the wider ones of space and time, as it will escape from the consumer's subjugation to the
degrading products of commodity culture.

In this way, this exhibition aspires to activate awareness, addressing/broadcasting, from the
industrial area of Elefsina and towards the various centers, the cultural challenge for a balanced
and viable development of the urban environment, with its final objective, the quality of life.

July 18, 2005 fheodoros, sculptor



Notes

References to the book JOURNEY'S MARKS- TRACES ON THE SAND OF WORDS, published by EZTIA in 1984.
1. Hypotheses fora Museum of Contemporary Art ~ Hypothesis One Museum

a Mechanism for the Conservation ofArt, January, 1977, pp. 107-9.
2. Observation 1978 and 1983, pp. 38-9.
3. See footnote 1. Hypotheses for a Museum of Contemporary Art, January-June 1977. pp. 104-112.
4. Instead of a Workof Sculpture. September 1971, pp. 40-51.

Apiepcopa HevOipo arov Aypo-Biopqx'^^'x^ iloAmopd, 1977-1997.
Hommage Funebre a la Civilisation Agro-lndustrielle, 1977-1997.
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in St George's Ramparts, in the medieval Castle of Rhodes
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[...] During the development of his journeywithin the current historical events of his time, he
changes only the manner in which he attempts to create, every so often, the sensation of the
pendulum, the sensation of the "suspended hypothesis".

At the same time we know that the thread on which we must balance our journey in time is

attached to two mobile and not steady points: past and future. These two are never joined and
our suspended journey never allows us to touch them completely. For this reason these two
points are never fused in the present.

Theodores has repeatedly stressed this subject. He is not interested in restoration, is not
preoccupied with the fantastic construction of the identity of the future, and even less with the
illusion of the present. Besides, today there is no dearth of propositions and works which con
front these three aspects. There is, however, a great scarcity ofthe pleasureobtained bycross
ing these domains without being trapped in any one of them.

Theodores knows that. It is to this purpose he has worked for years now. For this purpose
in Rhodes today he attempts to trace itineraries for the viewer, leading him between heteroge
neous spaces and forms, where the connecting link and communication thread will be the flow
of the journey from one point to the next and from one space to the next and the reverse.

This kind of experience reveals that, "the current public function of contemporary sculptural
expression" may be understood and function in a manner that converts it into a living medium
of communication. In other words, the response to Theodoros s questions is but a matter of
experiencing his involvement in time and space.

The written reply cannot convey but the mental meeting of two different languages within an
areaof common self-inquiries. Replies are possible as long as the significance of art in the con
temporary physical and social framework is considered a matter of dynamic projections to the
actual questions that are incessantly posed by the mobile poles of our course in the past and
the future. Contemporary man lives in a space that is characterized alternately by theapproach
and withdrawal from these poles. He feels that he does not dominate this space. In spite of
that, he lives in the hope that hewill become the ruler of his space and master of his time; that,
finally, he will not be compressed.

For years now Theodoros has stressed this role which transmits hope for such a dynamic
development, without closing gaps, cracks and wounds, without passing over in silence the
attenuated significance and power of art. For this reason his work is always a dynamic hypoth
esis and by extension, it tells us that art may fulfill our hopes, but perhaps not our needs.

June 1986 Efi Strouza
Art critic

From the catalogue «RE-PLACE RESEARCH-, 1986.

r\ummf] eyKOTooTaoq oto "nupo^oAeio" tou npoijax(^va Ayi'ou Esoipyiou, 1986.
Sculptural installation in the "gun-emplacement" of St George's Ramparts. 1986
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[,..] r^or/' c!\/ ra avriKsifjeva nou npoepxovrai and to napsAdov exouv picoOsi psaa oe
KQuoia KOivcoviKf] npaKTiKFj, KGi Gxouv QvoAcoOef lOTOpiKd, TO avTiKBipeva T£x^^ Tou napovToq
pnaivouv arc Mouoeb npiv OKopq diKoicboouv rriv unap^q rouq oe Konoia KoivcoviKr}
npaKTiKfj, npiv OKopq ^icodouv kqi avoAcoOouv laroptKO, napd pdvo peoa aro Mouoeio. 'Erai
TO spya Yswiouvrat yio to Mouoefo, dqAadq q diKofcooq Touq ppioKeToi peoa oto ouoTqpa
ouvrqpqoqq peoa crrqv npOKOTaoKeuaopevq laTopiKOTqTa. Altto to napddo^o efvai npoi'dv
Tqq enoxnq poq dnou q "ouvrqpqoq" yiverai OLfTOOKondq (lOToptKq diKofcooq). yiori q koivcovikt}
npoKTiKq KQi q ^coq TonoesTOU\Trai oux^d e^o) and Tqv "laropia" [...]

Oddoopoq, YAumriq

YnoGsoetq yia MouoGid luyxpovqq Texvqq, 1977.
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[...] For, if the art objects that come from the past they have been experienced in the context
of a social practice and have been historicaliy consumed, the art objects of the present enter
the Museum before they have justified thoF existence in some social practice, before they have
been part of life and been historically consumed, but only in the Museum. Thus the works are
born for the Museum, In other words, their justification is in the system of conservation, in the
prefabricated historicity. This paradox is the product of our own age, where "conservation" is
an aim in itself (historical justification), because social practice and life are often placed out
side "history" [...]

Theodoros. sculptor

Hypotheses for a Museum of Contemporary Art, 1977.
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rAunvKq eyKaTaGTaoq uro "nupo^oAeio" tou Hpofjaxcova Ayt'ou rscopyiou. 1986.
Sculptural installation In the "gun-emplacement" of St George's Ramparts. 1986.

'floAiopKiQ". yAunmr) eyKOTacTTaoq arov flpopaxcova Ayfou Fscopyiou. crro psoaicoviKO Koarpo rqq Podou. 1986.
'Siege", sculptural installation in the in St George's Rampahs. in the medieval Castle of Rhodes. 1986.
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r\umiKr) eyKaraaTaoq aro "nupo(3oAefo" tou flpopaxcova Ayi'ou rscopyiou. 1986.
Sculptural installation in the "gun-emplacement" of St George's Ramparts. 1986.

•<noAiopKia». yAunriKq syKaTaaraoq arov Hpofjaxcdva Ayi'ou Tscopyiou. oto peoaicoviKO Kaarpo Tqq Podou. 1986.
•'Siege", sculptural installation In the in St George's Ramparts, in the medieval Castle of Rhodes. 1986.
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"napoAAayec vio Mvijijsio (Jto Fvcocjto. . "
rAumiKfi BYKOTacrraon oro "nupopoAeio" jou Hpopaxcova Ayiou rewpyiou. 1986

"Variations fora Monument to the Known.. >•
Sculptural installation In the -gun-emplacement" of St Georges Ramparts. 1986
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•'MaTpaK-0aM6q kqtoj and IpaTio--. ore "nupofSoAeio" tou flpopax^va Ayi'ou r^copyi'ou. 1986.
•'Matraque-Phallos under Dress>'. in the "gun-emplacement" of St George's Ramparts. 1986.
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AON KIXQTHI
DON QUIXOTE

OTO Zunnooio Texvnt^, Minos Beach, orov AyLO NikoAqo Kpfixri'^.
in the Art Symposium, Minos Beach, in Agios Nikolaos, Crete.

H yAunriKfi-eYKaTaaTaori «Aov-Kixd^Tqq». eyive yto vo AsiToupyqoei CTia nAaioia rou
lufjnootou Texvriq Minos Beach, orovAyio NikoAqo Kpqrqq.

H KSVTpiKq idea tou spyou eivai npocpavqq, Kodcoq to cnoixeiQ jou dioAeyovrai ps tov naAid
nsTpivo avepopuAo.

To epyo unol3aMsi kqi kquoio auToeipcoviKo oxoAio yia rq ouyxpovq rAunriKq.
0.



1

The sculpture-installation "Don-Quixot^\ was made to function in the framework of the Art
Symposium Minos Beach, in Crete.

The central concept of the work is obvious, as its elements enter in dialogue with the old
stone windmill.

The work implies a certain self-ironic comment about contemporary sculpture.
Th.



LA PIETRA E
H HETPA

5is0vnq eK0eori YAunriKnq oro Bitonto Triq IxaAiaq,
international sculpture exhibition in Bitonto, Italy,
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AvTi5rinaYC0YiKd kqi avTi0Ea|jaTiKa Ka6coq si'vai la Y^unTiKa spYCi tou O65copou,
unoTdooouv iriv eniAoYn Tnq dopcpnq kqi tou uMkou arc 5idAoYO, tou onofou yivovicxi to
eKppQOTiKd |jeoo. HKoivcoviKp KQI p "p0iKp" \eiTOUpY^ci TOU kqAAitsx^ ovTinapoTiGoTai oe
Kd0e cpopijaAioTiKfi p SiaKooppTiKp anaiTpop, To epYQ yAuhtikpp 5ev ei'vai noTS
Qnopovcofjeva, aAAd sioepxovrai oe dpeop 5iaAeKTiKp pe to to x^po.
5ppioupYc6vraqoxeoeiqMSTOuqav0pa)nouqTouT6nou, peTpv loropLOTOU, psTpv KouAroupo
TOU, Tiq oupnepipopeq.

Anna D' Ella

Ano Tov kqtciAoyo iriq eKOeon^; "H flerpo kqi oi Tdnoi". MniTOv/ro. ItqAio. 1990



«Senza - Assenza - Presenza, Omaggio a Bitonto».
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The sculptural works of Theodoros, anti-demagogic and anti-spectacular as they are, sub
ordinate the choice of form and material to dialogue, and become the medium of expression.
The artist's social and ethical function is counterposed to any formalistic or decorative require
ment. Theworks ofsculpture are never isolated, but enter into an immediate dialectic with time
and space, creating relationships with the people of the place, Its history, its culture and modes
of behavior.

Anna D' Ellia

From the catalogue of the exhibition "La Pietra e i Luoghi" in Bitonto, Italy, 1990.
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HyAumiKq-eyKaTdaraoq «Senza - Assenza - Presenza, Omaggio a Bitonto», svraooerai
OTTj osipd Tcov spycov «Ava~T6nior] <>Ava-ZffTr}aq».

^jqv nspfmcooq rriq eKdeoqq tou Bitonto. oncoq opi^s kqi o TtrAoq «H fldrpa kqi oi rdnoi^,
0dioAoyoq tcov epycov Texvqq ps icnopiKd neptlSdAAovra die^ayerai dia peoou rqq "neipaq".
H nsTpa, TO pdppapo, o ypavfrqq, oe oxsoq pe rov "rono" coq icrropiKO kqi koivcoviko
poppa)pa. H nsrpa. dopiKO uAiko kqi pa^f uAiko rqq yAuriTiKqq. uou diapopcpcooe rov
noAmopd oe peydAq nepfodo rqq avOpconivqq icrropfoq enavco aiq rq, avaronoOsTetrat oro
napdv rqq rexvqq kqi tou ouyxpovou noAmopou.

HKevrpiKq idea tou epyou ouyKpOTsaai ooq "Bcopdq", KaOcdq diaAeyeTai pe toy naAaid
KOdedpiKo vad tou Bitonto, cnqv nAoTsfa tou onotou q yAunTiKq-eyKaTaaraoq eivai cn-qpevq.
YAiKd nou ouppeTexouv arq ouvOeoq touepyou: fleTpa and to vTopopi Tqq neptoxqq. ps rqv
onoiaqTQvxriopevoq koi o KoOedpiKoq vaoq, noAapapi kqi appoq and to KOVTivd Aipavi tou
Bari, napadootaKd e^apTqpoTa and tohiko sAaiOTpifBeio kqi Addi eAidq.

e.
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The sculpture-installation ^Senza -Assenza - Presenza, Omaggio a Bitonto». belongs to the
series «Re-Place Re-Search».

In the case of the Bitonto exhibition, as the title «The stone and the Sltes»states, the dialogue
between the works of art and historic environments is engaged through the "stone". The stone,

the marble, the granite, is set in relation to the "site" as historical and social formation. The
stone, structural and building material, but also the material of sculpture, which shaped the
civilisation in a large period of human history on Earth, is replaced in the present by of Art and
of contemporary civilisation.

The central concept of the work is composed as an "AltaT, set indialogue with the old cathe
dral of Bitonto, In the square whose sculpture-installation is located.

Materials which take part in the composition of the work: Stone from the local quarry, from
which the cathedral was built, rope and sand from the nearby harbour ofBari, traditional parts
from local oil-press and olive oil.

Th.



Ekei'vo nou npcoTapxiKQ papai'vsi anq ouv6eosiq tou, SKefvo nou pexpaei axa
anoMU0onoiriTtKd nepipoAAovra nou 5r|MioupYei (anoMuGonoiriTiKd Koxd (3d0oq kqi y[a Tr|V
idiau) rAuTTTLKii), efvai to nepiexoMevo nuKvpc; ideoAoyiKnq evraor|c; vravratariKnc; npoeXeu-

one;, nou eniKevrpcoverai oe ^ri'Tdpara eupsi'aq Seopeuoriq,

Kai onq TeAsTOUpYiKeq-ouppoAiKep KoraoKeueq. dncoq aijrri nou snivorioe yici to Bitonto,

OTO eniKEvrpo ouoiaoriKd eivai f\ swota, o oroxciopdq kqi to ouppoAo OKpipcoq.

Luciano Caramel

And Tov kotoAoyorqc, eK0sar|c; «H ilirpa kqi oi Tdnoi", Mniiovro, froAia. 1990.

What firstly and foremost weights in his creations, what counts in the demystifying environ

ments that he creates (fundamentaly demystifying even for sculpture itself), is the full of ideo

logical density content, of Dadaist origin, focusing on broad engage issues.

And in the ritual/symbolic construction, such as the devised for Bitonto, the concept, the

thinking and the symbol are literally at the epicentre,

Luciano Caramel

From the catalogue of the exhibition "La Pietra e i Luoghi", Bitonto, Italy 1990.
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ANA-MEIA
IN-BETWEEN

OTO Mouosio rAuTTTLKfiq KQi Za)YpacpiKf|q, orriv KoovcTravrLvounoAri, cnnv
8K08ori pstitAo «Sanat-T8xvri«.

in the MSU Istanbul Painting and Sculpture Museum, in the exhibition
«Sanat-Texvr|>>.
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napainpcovraq iriv KoAAiiexviKn ava^qxrion peoa oe auro to supi/repo nAai'oio, (jnopef
KQvei'q va ouYKQiaAe^ei SiacpopeiiKsq ysvisq, SiacpopeiiKeq 'VAcoooiKsq" ene^spYooieq kqi
p8065ouq, 5iacpopsTiKeq euaio0r)ofeq kqi npooconiKOiriTsq kcitco ano eva ^cotiko KscpdAaioiriq

ouYXPovrtq nveupaiiKqq ava^nirioriq, nou SianpaYpaTSueiai to 0epa Tqq dripioupYiKnq

npa^n*^ and to nAaioia tcov eKdoroTe cpoppoAiOTiKcbv t\ swoioAoyikcov eniTOYcov tcov
SiQcpdpcov KupiGpxcov KivripdTcov Tou 5ie0vouq x^pou.

'Etoi, and to 1970, to epYO tou Gddcopou avrtnpooconeuei ave^iTTjAa, Y'Q Tqv sAAqviKn
KoAAiTexviKH OKrivn. thv npcoTq oacpn diaTuncoor] Tnq onpaafaq Tiiq Tsxvnq t^jq YAcoooaq
nAaoTiKobv xs^piopcov avdAoYcov pe Touq x^^P'OMOuq tgov koivwvikcov koi noAiiioriKdJv
MeTonAdoecov - aAAd, napdAAqAa, to epYO tou GdScopou [jnopei va avnnpooconeuoei \[a
TTiv naYKoopia euaioOrioi'a u] SiauYSta piaq KAaoiKqq OKSLjjriq. nou avarrruooETai ndvo) crni
vopTiKf] looppom'a peTo^u tcov ovtiOstcov.

'Ecprj Zrpou^a

Ano Tov KOTdAoYO iriq EK0eoriq "SANAT- TEXNH" arc MSU Istanbul Painting and Sculpture Museum, 1992.
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By seeing the artistic quest within this broader framework, one can identify different genera

tions, different linguistic elaborations and methods and different sensitivities and personalities
under the one vital chapter of contemporary intellectual investigation, which treats the question

of the creative act outside the confines of the formalistic or conceptual dictates of any of the

prevalent international movements.

Thus, from 1970 on, the work of Theodoros represents, unforgettably for the Greek artistic
world, the first clear formulation of the significance of art as a language of plastic treatments
similar to the treatments of social and cultural reworkings but, at the same time, Theodores' work
was able to present to the universal sensitivity the lucidity of classical thought as it develops on
the intellectual balance between opposites.

Efi Strouza

From thecatalogue of theexhibition "SANAT- TEXNH>' \r\ the MSU Istanbul Painting and Sculpture Museum, 1992.



rAumiKfj-eYKordaraoq oranAafoia Tqq dKdsaqq SANAT- TEXNH gto MSO Istanbul Paint
ing andSculpture Museum, rpq KcovoravrivounoArjq.

HKsvrpiKq idea ouyKpoTefjai coq "diadpopq", onou to epyo dtaAeyerai ps to nepipoAAov
Tou noAaiou Knpfou kqi ps r/7 AeiTOUpyfa tou Mouoefou.

A^ionoicdvraq tt] oxsor] MEIA-EPO, r] eyKQTOGTaoq TonodeTeiToi otov a^ova - and Tfjv
ai'douoa Tqq SKdeoqq npoq r/7 kiovootoixio t] onoio o5qye( otov Kpno, onou p kukAiki) Aipvr}
pe TOV KUKVO.

To epyo unopdAAei eppeoa Tiq yecoypacpiKeq, noAiTiKeq, KoivcoviKsq. noAmoTiKeq kqi
oiKovopiKeq oxeoeiq "peoa-e^co". nou KoOopf^ouv Tqv noAmopiKn eniKoivcovfa psTo^u tcov
Aacbv, and onou Kai o TnAoq ANA-MEIA..

Ta OTOixefo tou epyou: EuAiva opOoycbvia uAafoio, wq "nuAeq". 01 onoieq auvdeovTOi kqi
toopponouvpe oxoivia. Ito endvo) KeKAtpevo uAafoio laopponsiTO KpucoraAAo pexopoypevr]
TT] Ae^r] FRAGILE, coq nuAp avdpeoa anq KoAcoveq nou odpyef oto dAAo KSKAipevo E,uAivo
nAaioio nou eninAeet aro vepd Tpq A(pvr]q. nAaioio-nOAr] and dnou KpepsTai q E,uAivq
"poTpOK-cpaAAoq" ojq epcoTqpaTiKO. .

OKUKvoq coq ^covrovd oTOixsi'o oupnAqpcdvei r/7 ouvOeoq.



Sculpture-installation In the framework of the exhibition SANAT-TEXNH In the MSU Istanbul
Painting and Sculpture Museum.

The central concept is composedas a "passage", where the work stands in dialectical rela
tionship with the environment of the old building and the function ofthe Museum. Developing
the relationship IN-OUT, the installation is set to the axe - from the exhibition hall to the colon
nade, which drives to the garden, where the round pool with the swan is.

The work is suggesting indirectly the geographical, political, social, cultural and economical
relationship "in-out", which conditions the cultural communication between different people,
from which comes the title IN-BETWEEN.

The elements ofthe work: Wooden rectangular frames, as gates . which are connected and
balanced with ropes. In the upper inclined frame a crystal with the word FFIAGILE is in equilib
rium, functioning as a gate which leads to the other inclined wooden frame floating in the pool s
water. Aframe/gate from which is hanging the "matraque-phallos like a question mark...

The swan as a living elementcompliments the composition.
Th.



OTO Iu[in6oLO rAuTTTiKnq, «Simppetra» oro Museu Antonio Duarte, ipq
noAriq Caldas da Rainha, riopTOYaAia.

rAumiKq-SYKOTdaraori ora nAai'oia rou lu/jnooiou rAumiKqq «Simppetra» oro Antonio
Duarte Museum, Caldas da Rainha, nopToyaAia, onou to Kupio uAiko ijrav diacpopsriKO

nerpcoiJara and ra Aarofjefa rrjq nspioxriq - pappapa kqi ypavirsq as didcpopeq anoxpcoosiq.

H KSvrptKrj idea ouyKporsiTai coq "nuAqKodcoq ijrav oxsdiaopsvrj va AeiToupyfiosi ojq
"avrtan^q" 07771/ npoqyoupsvrj rqq KcovoravnvounoAqq, ANA-MEIA.

IioiXStQ Tou spyouiTsoospiq opGoycdvioi nopoAAqAeninedoi oyKot joniKou pappapou,
(ocov diacfidoecov. Oi duo oupnAsKovroi diapopcpcovovraq rpiycoviKr) aipfda nou ronodereiToi

opdiocnouq TonoQerripevouq opi^ovna duo dAAouq oyKOuq, loopponcovraq pe to (3dpoq Tqq.
H 6Aq ouvdsoq ouvdsETOi ps noAapapi and to Aipdvi TqqnoAqq. evcocrcqvopid^ovna snicpaveia
OKoAi^ovrai to oqpsi'a tou opi^ovra.

e.
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in the Sculpture Symposium «Simppetra» at the Antonio Duarte Museum,
in Caldas da Rainha. Portugal.

Sculpture-installation in the framework of the Symposium of Sculpture «Simppetra». in the

Antonio Duarte Museum, Caldas da Rainha. Portugal, where the main material was stone from

the quarries of the area - marbles, granites in various hues.

The central concept is composed as a "gate", as it was designed to function as a "counter

point" to the previous installation in Istanbul, IN-BETWEEN.
Four rectangular blocks of local stone in equal dimensions. Two of them interlocked to cre

ate a triangulararc, which is set upright on two other blocks of stone, horizontally placed and
balanced by their weight.

The whole composition is connected with the rope from the local harbour, while on the

horizontal surface the four points of the horizon are carved.
Th.
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