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Xdote me ATikig, Le evowuaTtwueyn TNV agpopwToypapia Tou Aluaviou e EAsuoivac,
onou Bpioketal o Blounyavikog xwpog Tou naAiou epyoaraciou notornoiias KPONQZE

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



>ta nAaiola Twv “Aloxuleinv” 2005, o Afjpog EAsucivag opyavivel ia pHeydAn €k8eon Tou
YAUTTN @6dwpou, evdg and Toug onNUavTIKOTEPOUG YAUTTTEG TIoU €XEl avadeltel n xwea pag.
Eival pa ékBeon mpokANon Tooo yid TV TOAN pag, 600 Kal yia Tov Blo, apou €pxetal os
SlIdNoYo HEe évav XWPOo Kal TATo TIou 0 HUBog kal 1 lotopia tou eival To Slapkeg epgébioua yia
TNV KAANTEXVIKT dnuoupyia.

H gkBeon Tou YAUTTIn @ddwpou dev eival AAN [ia eKSNAWOT OTO CUVOAO TWV TIONTIOTIKWDY
eKBNADOEWY TTOU YivovTtal otnyv TOAN 1 Twv KAAOKAIPIVWV PECTIBAA Tou yivovtal oty EAAGSa.
Eival éva eikaotikd yeyovog, éva pakpu Tagidl mou o SlakekpIevog YAUTTING pag KaAel va
OUMMETACXOULE, VA CUVONUIOUPYNICOULE, va “TIPORAMOUNE Ta opduata pag”. O yewypapikol
opifovtee autou Tou Tagdiou Eemepvolv Ta opla MG EAAdag, g Eupdnng, Tou mAavijm,
onwg Aéel o (Blog.

H EAeuoiva éva onpeio Tou mAavim Aotmdv, gva onpeio Tou KOouou.

Ta 3IkA pac UNKG, Téoo 1 apxaia 1otopia, 600 Kat To Bopnxavikod apeA8ov, aMd kal 1o
Mapdv, 0 XWPOC Kal 0 XPOVog, TO 0IdePO Kal TO HAPHAPO, OAQ UAIKA SUCKOAQ oy Xprion Kat
oV éwold, aMd TauTdXpova arAd kat Katavontd oToug “XelpLopous” Tou acupBiBactou
KQAATEXVT TIOU XPOVIA T@EA TIA TNV XWDEA HAG HE TO KAAAITEXVIKO KAl OUYYPAPIKS TOU EPYO.

OéAw 1Blaftepa va euxaploTjow Tov {Blo, TIoU 0 EEAPETIKA DUCKOAEG OUVONKEG SEXBNKe
TNV TPGOKANON Hag Kal opydvwoe autry Ty ékBeon, Kabwg kat 6oeg Etalpeleq g moAne
Hac, aANG Kal TO TPEOCWTIKG Tou AfHoU Hag, TToU Je TV SIKN TOUG EEXWPLOTY) CupPETOXH
BoriBnoav yia v dpTtia napouciaon Tg.

O Anpapxog

&

Mwpyog AunarioyAou



Agpopwtoypapia Tou nakiou gpyootaciou riotonotiac KPONOZ,
drou napouoialeral n exkBeon -eykardoracn «<ANA-TOIEH «» ANA-ZHTHZH il».

Aerial photography of the old factory KRONOS,
where the exhibition-installation «RE-PLACE «» RE-SEARCH Il» takes place.



In the frames of "Aeschyleia" 2005 the Municipality of Elefsina is organising a big exhibition
by the sculptor Theodoros, one of the most important sculptors of our country. | 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.

| would like in particular to thank him, because in exceptionally difficult conditions he accept-
ed our invitation and organised this exhibition, 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

W

Georgios Abatzoglou
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SUVTOLO I0TOPIKO

Mptv Sekaewéa Xpovia, To Zeméppplo 1986, ota mAaiola Twv exkdNADOEWY TG AnuOoTIKNG
Mivakodrikng Pédou, napouciaca £kBearn-eykardotacn otov lMpopaxdva Ayiou Mewpyiou,
OTO LECAWVIKS KAOTPO, e TTAO «ANA-TOMIEH <« ANA-ZHTHZH». ‘Orou o TTAOg dnAwvel
v aévan avadrimon Tou SlaAdyou Twv Epywv TEXVNG pe IOTOPIKA TIEPIBAMNOVTA.

>70 MAGIOI0 AUTOU Tou StaAdyou akoAoUBnoav Ta €pYa-EYKATATTACELS!

e 1988, «Aov Kixdne» oto Supnéoio Téxvng, Minos Beach, atov Ayto NikoAao Korimg.
e 1990, «Senza-Assenza-Presenza, Omaggio a Bitonto», oto Bitonto Tg ItaAiag, om diebvr

KBeON WE TITAO «La Pietra e i Luoghi», «H [M€Tpa kat ot Toror.
® 1992, «Avd-Meoa», oto Mouogio MUTTIKAG Kat ZwYPaPIKNG, oty KwvotavTivourtoAn,

OV €kBe0N e TiTho «Sanat-Téxvnp, 6nwg kal oty MNoptoyaiia oto Museu Antonio

Duarte, Tng néAng Caldas da Rainha, oto SUMMGoIo MAUTTTIKNG, «Simppetra», e To €pY0

«Avd-Meoa Il».
® 1993, «AwdexdKTIvoc TEoXSG l00pPOTY OE SUouardoxolva e AviiBapo 2paipa» y\a

NV €KBe0m “"EUPWHETPIKN", TIOU &XE MApOUcIacTe( OTo Euyevideio pe B€ua 1a «Metpa

kal STadud» v 1oTopia Tou Eupwrtaikoy MoAmopoU.

Twpa, apxéq louNiou Tou 2005, o Arpog EAsucivag pou NPATEIVE A EKBEDT-eKSNAWOT), OTOUG
BIOUNXQVIKOUG XWPOUS Tou TIaNoU EpYOCTAOIOU TIOTOTOaG KPONQZ, ota rmAaioa Twv “AIoXUAEIwV”.

Mapd To CUVTOHO XPOVIKG SIEoTNUA Yia TV TpoeTolpacia G éxeong, arnodgXKa My
TIPOOKANOT KAl QVTIMETMIIOA QUTH TNV EKBNAWON WG MEOKANON yia évav Ao SidAoyo pe To
LOTOPIKS MEPIBAMOV TG VEOEMNVIKIAG 10TOPIAG HAG — TO BIOHNXAVIKG TIEPIBAANOV.

H enfokeyn yia emTéma HEAETN TwvV XDOPWV Kal Twv OUVONKWV OPYAVWONG HIAG TETOIAG
KAANITEXVIKNG eKOAWONG pe odrjynoav oty anodoxr) G MEOKANONG, KaBWG OTIG HEPEG LAG
0 dldAoyoc Twv Epywv ZUyxpovng TEXVNG HE TO PUOIKO, TO IOTOPIKO KAL TO ACTIKG TMEPIBANOV

anoktd 1daitepn onuacia.
H ékBean oTou BIOpNXAVIKOUG XWpoug Tou Tiakioy epyootaciou KPONOZ napouaidZetal

LE TOV TTAO <ANA-TOTMISH <> ANA-ZHTHEH I, kaBdG BewpeiTal WG CUVEXEIA TG EKINAWONC
Tou 1986, ato Kdotpo mg Podou.

H rpdkAnon

STV TEOBIOHNXAVIKY] TIEPIO0 Ol CUYKPOTNHEVES KOVWVIKEG ouddeg evepyoloav ugoa oTo
PUOIKS TOUC XWPO EMAEYOVTAG KAl SIAUOPPUOVOVTAG TO Sopnpévo NMepBAMOV Toug — akivnto
1 KIvNTS — péoa and Pabiég ASITOUPYIKEG KAl STTIKOWVWVIOKEG QVAYKEG TOU EKACTOTE TAPOVTOG
ToUC, GAAOTE SIATEGVTAS KAl GAACTE KATAOTPEPOVTAG MANIOUG 10TOUG KAl KATAOKEUAGKEVa
£0YQ, OE A OUVEXT] QvarpooapUoyn.

Tov kapd ekelvo N oUVTHENOTN ™G TIAPAdooNg Sev Tav TIOATIOTIKOG QUTOTKOTIOG, aM\d
ZwTIKY erAoyr), SNAGSH erAOYT) TTOU AMEPPEE ATO GWVIAVEG QVAYKES AUTEG OL QVAYKEG TV
dwvtavyv avBpwrwy kadopifav To KOIVVIKO-ETIKOIVWVIAKO TIAQICI0, OTO SNUACIO 1 IBWTIKO
MEePIBANOV, pEoa OTO OFoi0 Ol KAANTEXVEG WG SNUIOUPYOI-TEXVITEG  Aertoupyouoav

(PUCLOAOYIKA [E TO €PYO TOUG.




2uepa Suwg, oMV UETABIOUNXAVIKY EMOXY] TOU “OTTTIKOOKOUCTIKOU MONTIoHOoU TG 08évng”,
4mou N cuvTENON Tou TAapPeABAVTOG! QVTILETWIIZETAL “EIKOVIKA”, O OUYXPOVOG KAANITEXVNG,
TiepPIoodTePo 0 YAUTTMG, aviiueTw el kabnuepivd avactoAég kal dIAuuara, wiaitepa o€
TOTOUG e BapU IOTOPIKG Kat KAANTEXVIKG TTapeABdv, STwg o SIKAG Hag.

‘Etol pe aut) v ekdriAwan Ba ripoortadriooupe va Eavabecoupe, and TNy MEPQIPEPELA TNG
ATTIKNG, TO TIPORANMA TG TIONTICUIKAG SIAXEPIONG TWV IOTOPIKWV XWPWV, XWwP(G PINODOEIEG
yta kdrowa dueon Auorn. AMwaTte 1) értola Auon autou Tou TipoBAruatog kabopidetal ano Tiq
IOE0AOYO-TIONITIKO-OIKOVOIKEG  ETIAOYEG TNG OUYKEKPIWEVNG Kowvwviag, dnAadry and
@avepn) 1} apavn} dopr} Twv KEvIpwv eEoUsIag.

Ava-Tdrion

(katd Ta, ev-téruor, ek-Téruom, Jeta-Téron)

NEEN-TITAOG TTOU OMUaTOdOTE! TMEWTA TNV AVATOMOBETNON Tou Tapandvw MPOBAAUATOG
otov TONO, mou ewoeltal we Pwpévog loTopikd XQPOZ oto cuykekpiugévo XPONO:

e XQPO3?, tou £5() QVTIHETWITIZETAL KAHAKWTA — EEKIVIOVTAG QMO TO OUYKEKPIUEVO XWPO TG
éxkBeane, oo gpyootdolo g rotortoiiag KPONOZ, pe ta dlampntéa kripia kat toug
EVKATAAEILEVOUG BIOUNXAVIKOUG XWPOUG, TOU avagntouv uia oupBartm kat Bidotun évragn
010 TEPIBAMNOV TG T6ANG TG EAeuoivag, péoa omy ATTIKI, OV EANVIKY ETIKEATELQ, OTn
Meodyeto, omv Eupdrm, otov MAavii pag, oto nAaké odompua, otov yaAaga...

¢ XPONOS, rou oy Mepimwon Yiveral aviAnmtég pe agova 1o oruepa, autd To PEOV apdy
TIOU EUMEPIEXEL TO OUCOWPEUHEVO TIAPEABOV TG TwNG, HE TG EVEPYEIEG-TIPAEEIG TwV
OUYKEKIEVOV QvOPdMWY O KABE OTIYUr-EMmoxn, o€ KABE YWWIA-TIEPIOXT|, OTOV OXETIKO
XWPO GMwg Tov Meptypdwapie mapanave.

AUTG TO TIAPAV TIOU EHMEPIEXEL TO LEANOV — TIG OVAYKEG, ETIBUHIEG KAL GVELPA TWV LWwvTavidv
avBp@dMWwV TOU evePYOUV 08 MPAYMATIKG XWPEO Kal X1 OTOV GAVIACTKO.
3 Qutdv Tov XpOo Kal To XPOvo TOMOBETETal N ekdNAWON aUTH, XPNOIOTOOVTAG

OUYKeKPILEVa UNKG péoa (media) 1 TOTIOUG ETIKOIVWVIAG, WG

1. KardAoyog — éviumo péoov emikovaviag. ®oprrd, KiviTo HEooV, Xwpig KEOTOG PETAPOPAQ
OT0 XWPo kai 1o Xpdvo. Meoov Tmou MEPIEXEL ONUATA HE YpAuHaTa, AEEelq kal
PWTOYPAPIEG-EIKOVEG,

2. ‘ExBean épywv YAUTTTKIG, ETIAEYMEVODV and To MPOoPATO MAPEABSV TNG TExvNe (UoU),
STWG KAt EOYO-EYKATAOTATELG EIBIKA oxedlaopéva yta my ekdriAwon. ‘Epya o uétal\o, oe
HAPHAPO, OE EUNO, O KPUOTAMO Kal AMa UNIKG, €0YQ TIOU UIMOPOUY va UETAPpEPBOUV JE
NV avAAoyTn SUCKONQ KAl LE TO KGOTOG LETaPOPAG Kal apouciaong. ‘Epya rou Zntouv 1o
XWPO Toug, KaBwg rpdokaa napoucidZovral aTo BIOUNXAVIKG autd TiEPIBANOY, o autd
T0 OKIVITTO MEPBANNOV TO KATAOKEUAOKEVO YIa AMEG avAYKEG, TIOU MPOCAPUAZETAl TWPA
VIO TIONTIOTIKEG, EKBNADOEIG, SNAASK] Yia OUYXPOVEG avaykeg emnikovwviag.

Ava-Zifmon
Ané T Siatinwon e Ava-Témong dlagaivetal kat T JNTOUHEVO autig ™G exSHAWNG,

TOU YeViKG prope{ va XOPaKmPLOTeEl wg avagrtnon Tou HEAMOVTOG péoa oTo mapdv... Tou
Gpecou PENOVTOC, TOU HECOTIPGBECHOU, TOU AMWTEPOU. .



Enedn dpwe kGBe mpoBoAr] oto EAOV PopTiZeTal amo TIG TPOCWTIKES PAVTACIWOEIS TOU
KaBevdg, and g ouveldnrée 1) aouveldnteg avdykeg, emBUpiEg Kal Ovelpa, Y& autd n
napovoa “ava-giftmon” opeilel va ekPPAZETAL UTTOKEILEVIKA, HE TO TIPWTO EVIKO TWV PNUGTWY,
KQt TOUTO Y1a AGYOUS ETTIKOIVWVIAKNAG cagrivelag, dnAadr| KoIVwvIKiAG eubuvng.

‘ET0l, ey 0 YAUITNCE ©63wpog, we Jwvtavog akoun opyaviopds, dnadr napaywyikog
TEXVITNG-KATAOKEUAOTAC QVTIKEIUEVWV YIA KOWWVIKY AEIToUpYiQ, e auth tnv €xkBeon-
ekdAAWON ava-JItdd, TPWTa, va yvwpiow Kat METd va pdEw, va dpdow, va dnuioupyriow
£pya oe Koo XWPO-TOMO — kel ou Ba BéAouv va ouvavimBouv kat ot AMOI (kat Ox1 uévog
OTOV KABPEPTN TWV EMBUMIGY HOU), 08 KATIOLA KOV avaykn, Kown eribupia, kowd dvelpa,
KOWVO LENOV...

M’ autd 6Aeg ot mapandvw emAOYEG-TIPOBOAEG — OTO TAPeABAV, OTO APV, OTO UENOV —
B€TOUV CUYKEKPIUEVA EQWTHUATA:

a. Mowa (UMoPEl va) eival 1) KOIVWVIKHA-EMIKOVWVIAKT] OXE0T) KAt AEITOUPYIA TwV TAAQIDV E0Ywv-
KTIPiwV HE T oUyxeovn Téxvn, T oUyxeovn MAUTTTIKN;

B. Yndpxel oruepa SBEOIOG XWPOG Kal XPOvOG KoveG (eKTog amd 1o Mouoeio)® yia
dnudoia Asttoupyia TG ouyxeovng YAUTTIKAG EKPPAoNG;

Y. MOIEG KOWVWVIKEC-ETIIKOWVWVIOKES AVAYKES UTMOPE] va EKMANPAMVEL N ZUYXoovn MAUTTTIK;*

ZnToUvTal anavIroeLs OTa epwTrHaTa autd and Toug AMOYZ YEVIKA, KAl TTIO OUYKEKQIEV
ané Toug apuodIoUS POPE(C TIou Slapop@@vouy T Slaxelpigovtal To nepIBAAAOV pag, onwg:
® DINOTAPOUG, BEWPMNTIKOUS KAl EKMAISEUTIKOUG, TOUG IOTOPIKOUG KAl KOITIKOUG TEXVNG, wg

XEIPIOTEG TG £E0UGIAG TOU AGYOU — NG YEVIKNG T EI8KIG YVWDONG TIOU JIAUOPPOVEL TG

TIOANTIOMIKES QEleq,.
® [3e0AGYOUG, TTONTIKOUG Kal GAAOUG BIAXEIPIOTEG TG OUNOYIKNAG KOIVWVIKIAG emiBupioag.
® YeUBuvoug Twv OpYAvwY Tou KPATOUG, TWV UMOUPYEIWY MoAmopoy, Madelag, ‘Epesuvag

K.a. Onwq mq Tomkhg AUToSIOKNONG Kal Toug GAAOUG SIOLOPPWTEG ArOPAcEwY, Tou

KATAAT)YOUV O UNIKEQ ETUITTAOEIG OTO PUOLKS Kal TEXVITO TePIBAAOV.
® KQl TOUQ EMIOKETTTEG QUG TG EKSHAWONG, TIOU T PUOIKI) TOUG napouaia kai oL aviidpdoeiq

TOUG UMOPOUV VA EVEPYOTIONOOUV TOV KOIVG XHPO-XPOVO.

Xwpiq v euatodnoia, T BETIKA /) apviTikr avtidpaon-andvmon Twv AMQON, n Zuyxpowvn
MAUTTTKY Sev elvar Suvatév va Ppel uneuBuvn Aertoupyia oto dnudoio MepIBaov, otov
KOIVWVIKO XWPEO-TOTIO.

Avadrimon aré my niepipépeia

Niow and ta napandvew MPORAUATA-EpWTHMATA avadustal To KauTto Z"'ITT]IJIO ™me
QMOKEVTPWONG Twv MONTIOTIKGY SPACTNEIOTATWY — JITNUA Mou aivetal uxva anid péoa
OV £UKOAN BIAKIVION TG UMOKOUATOUPAg, Mou SIoXeTeUouV Ta Biaeopa Kevipa npog my
TIEPIPEPELQ, YIA KATAVAAWOT ETOIWY TTPOIOVTWY KAl TIOANTIOTIKWV TIPOTUTIWV, f(C{MlSpYU)VTQQ
v YPeudaiobnon TG CUPUETOXAG KaBWG avacTEAMOUV T yvriola SnpLOUPYIKN €KAo Tou
eivalr n BaBid 1otopikn) cuv+eidnon. , )

A VO amOKTHAGEL 1) AMOKEVTPWOT] KATOIO OUCLAOTIKG TIEPIEXOUEVO Ba npernel n TIS,DKPWSlO
K&Be Popd va cuveldnTomolel T oxéon TG e Ta ddgopa Kevrpa (TLX. N enapxia pe my
ABrva, N ABrva T oxgon T He Ty Eupdrn, Kai eupUtepa e Ta MpoBArUaTa Tou mavim...)




KL OUYXQOVWG va EXEL EMIYVWON TwV SIKWOV TG MapaywylK@V Kat SNUIOUPYIKWY SuvaToTTWY
0e avBPWTIVO BUVAUIKG KAl UNKOTEXVIKI] UTIOSOUH

Tote N neppepela, BeTovtag ToTikd TipoRArjuata 8a rpoorabel va Ta AUVEL CULETEXOVTAG
ota eupUTepa ToU XWPOU Kal Tou Xpdvou, kabwc 8a Eepelyel and TNV KATAVaAWTIK
UTTOTEAELQ 0TV UTIOKOUATOUPAQ.

‘Etol aut) n exkdrlwon @INoBoEEl va evepyoromoel T ouv+ednon, arneubivoviag-
EKTTEUMOVTAG, armod Toug Blopnyavikoue xwpoug e EAsuoivag mpog Ta dlapopa KEVTPa, Tnv
TIOAITIOTIKY) TTPOKANON VIa ([0GEEOTN Kat Bidotun avAartuén Tou acTikoU TIEPIBAAOVTOG, HE
otdxo v rodtta Zwrig.

18 louAiou 2005
Oodwpog, YNNG

Znueldoeig:

Maparnounse oto BiBAio STIFMATA MOPEIAS — IXNH STHN AMMO TON AEZEQN, €xdoon EXTIA, 1984.

1. YnoBeceic yia Mouaeio Zuyxpovng Texvng —-YnidBeon Mpwtn, Mouacelo Mnxaviouds Zuvirjpnons g TExvng
(lavoudplog 1977), oeA. 107-108.

2. lNapamipnaon 1978 kat 1983. SeA. 38-39.

3. BAéne onueiwon 1. YroBeoeig yia Mouaeio Zuyxpovng Texvng, (lavoudpiog-louvioc 1977), ogA. 104-112.

4. Avti yia ‘Epyo Muriknig, (2ert. 1971), aeA. 40-51.

Apigpwia MévBiuo atov Aypo-Biounxaviko lNoAiropo, 1977-1997.
Hommage Funébre a la Civilisation Agro-Industrielle, 1977-1997.









A short historical survey

Nineteen years ago, in September 1986, within the programme of the Municipal Art Gallery
of Rhodes, | presented an exhibition-installation in St George’s Ramparts, in the medieval Cas-
tle, under the title «RE-PLACE < RE-SEARCH>.

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, ltaly, in the internation-

al exhibition under the title "The Stone and the Places".
® 1992 «IN-BETWEENS>, in the MSU Istanbul Painting and Sculpture Museum, in the exhibition

«SANAT - TEXNH> , as well as in Portugal at the Antonio Duarte Museum, in Caldas da Rain-

ha, in the Sculpture Symposium «Simppetra», with the installation «IN-BETWEEN I
® 1993 «Twelve Ray/spoked Wheel on Cables Counterbalanced by a Sphere» for the European

exhibition "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". o

In spite of the short period of time for the preparation of the exhibition, | accepted the mvntg-
tion and | confronted 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 angl gf the con-
ditions for organising such an artistic exhibition, led me to the acceptance of the |_nv1te}t|on, 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 fitle
“RE-PLACE «» RE-SEARCH II» 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 gnd 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 ghope,
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. s u

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



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 particular society, 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 (tér1og),

which is meant as a historically experienced SPACE at a particular TIME :

e SPACE?, 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 and viable 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...

e 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 people who 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, words and 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

general may 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, | 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 | 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 any common time (outside the Museum)® for the pub-
lic function of contemporary sculptural expression?

¢. 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 and critics as manipulators of the power
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 n
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 Theodoros, sculptor




Notes :
References to the book JOURNEY'S MARKS — TRACES ON THE SAND OF WORDS, published by ESTIA in 1984,
1. Hypotheses for a Museum of Contemporary Art — Hypothesis One Museum
a Mechanism for the Conservation of Art, January, 1977, pp. 107-8.
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 Work of Sculpture, September 1971, pp. 40-51.

Apigpwua lMNevBiuo otov Aypo-Biounxaviko [MoAimioud, 1977-1997.
Hommage Funebre a la Civilisation Agro-Industrielle, 1977-1997.
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otov Mpouaxwva Ayiou Mewpyiou, OTO HeCAIWVIKO KAoTpo TG Podou




[...] Zmv eEENEN ™Gg opeiag Tou péoa ota PEOVTA IOTOPIKA YeyovoTa G EMOXC Tou,
aM\AZeL pévo o TPATIOG e ToV OToloV KEBE TO0O0 eTXEIPEl va SNUIOUPYAOEL TNV aioBnon Tou
EKKPENOUG — TV aioBnon Mg “petéwpeng undbeong”.

MvwpiCoupe, TapdANAQ, 6Tt To Vriua Tidvw OTO OToIo TIPETIEL VA IOOPPOTICOUE TNV TIOPEia
HaG OToV XPOVO EQATTIETAL SUO KIVITTWV Kal OX1 OTABepWY onue{wv: TO IAPEABSV KAl TO ENOV.
Moté autd ta duo dev evavovtal Kal TIOTE N UETEWPN TopEia pag dev yag agrvel va T
ayyi&oupe oAokANpwTikd. Moté, yi' autd, autd ta duo onueia dev ouyXwveUOVTAlL OTO TIAPOV.

O O8dwpog €xel emavelnuuéva Unoypaupioer autd 1o B€ua. Aev Tov evdilagEpsl N
avaotAwon 600 dev ToV AMAcKOAEL 1) pAVIACTIKY| KATACKEUT TG TAUTOTNTAG TOU HEAOVTOG.
Akéun de Nydtepo katarudveral pe ) Yeudaiobnon Tou mapovTog.

SUEPA, AANWOTE, Sev UNIAPXEL EMEIPN TIPOTACEWV KAl EP0YWV TIOU QVTIHETWITICOUV QUTEG
TG TPEIG andvelg. YIdpxel, Suwe, MeydAn otépnon G andAauong va diaviouue autous
TOUG XWPOUG XwpPIig va eykAwpIZépacte o' évav and autoug.

O B6dwpog autd To Egpel. M’ autdv Tov oTdXo epYAZeTal £3W Kal XPOVIa Kat YI' autdy Tov
oKkomoé Kkal orjuepa, otn P80, enixelpel va XapdEel MPwTOYVWEES MOPEIES Yia Tov Beat| rou
TOV O3NYoUV WETAEY ETEPOYEVAV XWDPWYV, HETAEU ETEPOYEVWY OXNHATWY, OTIOU OUVOETIKOG
Kpikog, vijua emikovwviag 8a eival n por) g Topelag Tou and To €va ONUEd oto Ao, and
TOV éva XWPO OToV AANO XPAVO KAt TAVATTIANIV.

Méoa and ua térola eunepia anokaAdrmetar 6t n “onuepiviy dnudoia Aertoupyia ™gQ
OUYXPOVNG YAUTTIIKAG €Kkppaonc” Hropel va vondel kat va ASTOUPYNOEL e TPOTO TIou N
METATPETEL OE {WVTAVO EVOIANECOV ETIIKOIVWVIAG.

Me dMa Adyia, n andvnon ota gpwmuatkd Tou ©6dwpou dev eival apd Bépa Biwong
TOU OKETTTIKOU TOU HECA OToV XWPEO Kal OToV XPOVO.

H andvimon pe tov ypard Adyo Sev unopel va anodwogl Tapd T VONTIKY) ouvavimon dud
SIOPOPETIKWY YAWOOWY Péoa oe pia TieploXrj Kovou mpofAnuatiopou. O anavrioelg eival
Suvatég €@’ 600V N onuacia MG TEXVNG OTO OUYXPOVO QUOIKO KAl KOWWVIKG TAAIOLO
Bewpeltal UNEPEN SUVAIKGOV TIPOEKTACEWY OTO TIAPGV TWV EPWINHATIKMY TMOU Hag BgTouv
akatdrauota ot Kivirol MdAot Mg Topeiag Hag, To MapeAdoV kal To HEANoV. O onuepivdg
GvBpwrog et o' évav XMPO TOU XAPAKMPIZGETal EVAMAKTIKG amo ™ TMPOOEYYion 1
AMOUAKPUVON TwV TIOAwY autdyv. NowdBet 6Tt dev eival autdg Tou Tov opiCet. Map" 6A' autd,
Zel Ye TV eAida 6T Ba yiver autdg GEXOVTag Tou XWOEOU TOU Kal KUPIapXOG Tou Xpdvou Tou.
Ot Tehkd, dev Ba ouprieods.

O ©6dwpog unoduetal xpdvia TwEa Tov POAC auTou Tou LeTadidel mY eAnida au'nﬁq’ ™mQ
SUVaUIKAG AVATTTUENG, XWP(G va KAEIVEL XAOHATA, PWYHES Kal TIANYES, XWPIG va anootendmy
eEa0BeVNEVN onuacia kat Suvapn ™G TEXVNG. M’ auTé, N TEXVN Tou elval nava pia L,'ﬂ098fm
SUVALIKY KAL, OF TOSKTAoN, Mag Aéet 6Tt 1) TEXVN Hopei va TIANPEL TIG EATIIBES HAG, (0w Ox!
TIG QVAYKEG.

Eopn Ztpouda
Kottkog Texvng

louviog 1986

ARS Tov KaTAAOYo G €kBeong «ANA-TOMIZH «> ANA-ZHTHZH», 1986.
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[...] During the development of his journey within 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.

Theodoros 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 of the pleasure obtained by cross-
ing these domains without being trapped in any one of them.

Theodoros 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
area of 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 the approach
and withdrawal from these poles. He feels that he does not dominate this space. In spite of
that, he lives in the hope that he will 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 « RE-SEARCH>, 1986.

rAuntikn eykardotaon oto “nupofoieio” Tou Mpopaxwva Ayiou Mewpyiou. 1986.
Sculptural installation in the “gun-emplacement” of St George's Ramparts. 1986.




[...] Mati av Ta avikeiueva TEXVNG rmou MPogpxovIal ard 1o napeABov Exouv Biwbel uéoa oe
Kkdrola KoVwVIKT) IPAKTIKT), Kal Exouv avaAwBel IOTOPIKA, TA QVIIKEIUEVA TEXVINC TOU MAROVTOG
urtaivouv oto Mouoeio mplv akdun dikaiwoouv Ty Unapén Toug O KArola KOWWVIKT
reakTikn, mptv akoun Blwdodv kai avarwBouv 10TopIkd, napd udvo ugoa oro Mouoeio. ‘ETot
1a épya yewiodvial yia To Mouoeio, dnAadt) n dikalwon toug Bploketar uéoa oto ouotnua
oUVITPNONG MECA OTNV MPOKATACKEUACUEVT] IOTOPIKOTNTA. AUTS TO Napddo&o eival rpoidv
e noiG uag driou n “ouviTionon” YiveTal auTOOKOTOG (I0TOPIKT] SIKAiwoT)), YIAT( 1 KOIVWVIKT]
MEAKTIKY Kat N {wr] TOMOBETOUVTAl ouxvd E6W ano myv “toropia” |...]

Codwpog, YAUTTTNG

YrioBeoelc yia Mouaoeio 2ZUyxpovne Texvng, 1977,



[...] For, if the art objects that come from the past they have been experienced in the context
of a social practice and have been historically consumed, the art objects of the present enter
the Museum before they have justified their 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

prefgbrfgared 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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FAunmikn eykardoraon oro “nupoBoleio” Tou Mpouaxwva Ayiou Mswpyiou, 1986
Sculptural installation in the “gun-emplacement” of St George's Ramparts, 1986.

«[loAiopkia», yAunmikr eykardataon otov Mpopaxdva Ayiou Mewpyiou, oTo UECQIWVIKO KAaTpo g Podou. 1986
«Siege». sculptural installation in the in St George's Ramparts, in the medieval Castle of Rhodes. 1986






Murttikn eykardoracn oto ‘nupofoleio” Tou Moouaxwva Ayiou ewpyiou. 1986.
Sculptural installation in the "gun-emplacement” of St George's Ramparts. 1986.

«[MoAopkia», yAunTikn eykardoraon otov Mpouaxwva Aylou [EwpyIoU. OTO HEOQIWVIKO KAaTpo 11 Podou. 1 986
«Slege». sculptural installation in the in St George's Ramparts. in the medieval Castle of Rhodes. 1986



[Taparrayéc yia Mvnueio oto [vwaTo...»

[AumTIKD) eykardoraar oTo “rupoBoAeio” Tou lNpouaxawva Aviou Mewpyilou, 1986,

«Variations for a Monument to the Known...»
Sculptural installation in the "gun-emplacemem“ of St George's Ramparts. 1986
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oT0 2uprooio Texvng, Minos Beach, atov Aylo NikoAao Kprjng.
in the Art Symposium, Minos Beach, in Agios Nikolaos, Crete.

H vyAurmirj-eykardotaon «Aov-Kixamge», €yive yia va Aeiroupynoel ora rniaiola Ttou
Suurooiou Téxvng Minos Beach, otov Ayio NikoAao Kprmng.

H kevipikr) 10€a Tou Epyou eival pogavriG, KABwae Ta aToixela Tou SIaAEyovtal [UE TOV NTaAIo
TETPIVO QVEUOLUAO.

To pyo uroBdAAer kal KAMOIO QUTOEIPWVIKO OXOAI0 yia T oUyxpovn) [FAUITTIKT).




The sculpture-installation "Don-Quixote", 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.




dleBvrg €kBean YAUTTTIKNC oTo Bitonto TG ItaAlag.
international sculpture exhibition in Bitonto, Italy.

Ta YAUTTIKG €pya tou ©ddwpou,

AVIBNHAYWYIKG kal avTiBeauartikd kabde eival
UMOTAcooWY v erthovr NG WOPEPNC Kal ToU UAIKOU OTO Si@hoyo. Tou orolou yivovral To
EKPPACTIKO pETO. H KOIVWVIKY Kal N "nekrA" Aeroupyia TouU KAMITEXVN avTimapatiBetal oe
kdBe popuakotiky A dakoountikry amaiton, Ta €pya YAUTTTIKNG  dev eival mots
anopovwuéva, alMd eloépyovtal oe dueon SIAAEKTIKT] pE TO XPOVO Kal TO XWPEO,
ONHIOUPYOVTAG OXECEIG He TOUG avBpMTOUG TOU TOMOU, HE TNV I0TOPIA TOU, He TV KouAToupa
TOU, TIG OUUTTEQIPOPEC.

Anna D' Elia

Ao Tov kat@hoyo ™G EkBeonc «H Métpa kar o Tonow, Mrutovto. Itahia, 1990



«Senza — Assenza — Presenza, Omaggio a Bitonto».

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. The works of sculpture 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.




H yAdrmikrj-eykardoraon «Senza — Assenza — Presenza, Omaggio a Bitonto», evidooetai
ot Gelpd Twv Epywy <Ava-Tommom « » Ava-Zriitnons.

2TV Repimtwon me EkBeonc Tou Bitonto, driws opide Kat o TiTAog «H [Nétpa kat ot Torou»,
0 didAoyog Twv Epywy Téxwne e 1oTopikd nepiBdArovra dieEdyerar Sia ugoou g “nétpag”.
H nigtpa, o0 Hdpuapo, O ypavitng, 0 OxE0N ME TOV “TOMO" WG I0TOPIKO KAl KOIVWVIKO
HOppwua. H netpa, Soukd UAKS kal uall UAIKG TG YAUNTTIKNG, TTou  OlaiOpPwoE ToV
MOAMOUS oe LeydAn nepiodo e avBpwmivic 1oTopiag endvew otn I, avatonoBeTeiral oTo
Mapov me TEXVNG Kar Tou OUyxpovou MoATIouoU.

H kevipun) 18€a Tou épyou ouykpoteitar we “Bwuds”, kabwe Slalyetai ue Tov naiaid
kaBedpikd vad tou Bitonto, oTnv nAarteia Tou orolou N YAUTTIKN-EyKkaQTaoTaon &lval OTnUEVT.
YAikd rou OULUETEXOUY 0T OUVBEDN Tou Epyou: MNETpa ano 10 viauap! NG MEPLOXTIG, UE TNV
onoia rirav xTiougvoc kai o KABeSOIKOC vaog, naAauap! Kal AUUOS ario 70 KOVIIVO Aldavi Tou
Bari, napadooiakd eaptrijiata and toriké eqiotoiBeio kat Addt eAdc.

e.



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 Sites» stales, 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"Altar", set in dialogue 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 of Bari, traditional parts

from local oil-press and olive oil.
Th.



Ekelvo mou mpwtapxikd Bapaivel oTiq OuvBEoelq Tou, EKe(vO TIOU METPAEL OTa
artopubonomtkd meplBAMovTa Tou dnuoupyel (arnopuborointikd katd Bdabog kal yia my
(Bla ™ MAuTTIK), elval To TePIEXOUEVO TIUKVIG IOE0AOYIKAG €VTAONG VIAVIAIOTIKNG TIPOEAEU-
ONG, TIOU ETIKEVTPWVETAL OE JITMATa eupelas OECUEUONG.

Kal otiq TeAeTOUpYIKEG-OUBONKEG KATAOKEUES, OMwG auTr| TIou ervonace yia To Bitonto,
OTO EMIKEVIPO OUOIACTIKA glval 1] Ewold, 0 OTOXAOUAG Kal TO CULBOAO akpLB!G.

Luciano Caramel

And Tov katdhoyo g éxkBeong «H (Igtoa kat o Tomor», Mmutdvto, ftahia, 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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aTO Moucelo MuTTtikAg kal Zwypadiknig, oty KwvotavtivoUuroAn, otV
ekbeon e Titho «Sanat-TExvnp.

in the MSU Istanbul Painting and Sculpture Museum. in the exhibition
«Sanat-Texvny.,
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Mapampwvtag v KAANTEXVIKY avadijitnon péoa og autd 1o eupUTEPO TAQIOLO, HMopEl
KAVe(q va ouyKaTaAEEEl BIAPOPETIKES YEVIEG, SIAPOPETIKES "YAWOOIKES" emegepyanieq kau
HEBGDOUG, DIAPOPETIKEG EUAITONTIES KAl TPOOWTTIKATNTEG KATW ATIO VA {WTIKO KEPAAQIO TG
oUyxpovng TVEUHATIKAG avadritong, mou dianpaypatevetal 1o Béua g dnNUIOUPYIKAG
MEAENG £Ew and Ta MAalola Twv ekAOTOTE POPUANOTIKWY 1} EVWOIOAOYIKWV ETITAYWY Twv
dlapopwy Kuplapxwy KvnUdtwy Tou dlebvoug XWPou.

Etol, and 1o 1970, 10 épyo Tou Oddwpou avtpoowrelsl avegAa, Yia TV eANVIKN
KAANTEXVIKY] OKNVY), TV TP oagr laTUnwon TN onuaciag mg TEXVNG wg YAwooag
MAQOTIKWY  XEIPIOUWY QVAAOYWY [E TOUG XEIDIOHOUG TWV KOWWVIKWDY KAl TIOAITIOTIKWY
METATAGOEWY — aMd, TapdMnAa, To €pyo Tou QOdwEOU HMOoPEl va QVTIMPOOWTIEUCEL YIT
TNV Taykooula euaionofa ) dladvyela pac kKAAoIKI G OKEYNG, Tou avarrtuoosTal mavw ot
VONTIKI LOOPPOTHA HETAEY Twv avTiBETWVY.

Epn 21pouda

AMG ToV KATAAOYO TG EKBEaNG «SANAT — TEXNH» oo MSU Istanbul Painting and Sculpture Museum. 1992



[




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, Theodoros’ 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 the catalogue of the exhibition «SANAT — TEXNH-» in the MSU Istanbul Painting and Sculpture Museum. 1992



MAuriki-eykardotacn ota raiowa me ékBeong SANAT — TEXNH oto MSU Istanbul Paint-
ing and Sculpture Museum, ™G KwvaoravrivouroAng.

H kevioikn 106a oUyKPOTEITAl WG “Sriadooun”, orou 1o Epyo OlaAgyeTal ue To nEPIBAAOV
ToU TTaAaioU KTIpiou Kat HE T Aerroupyia Tou Mouaoeiovu.

A&ortowvrac m oxgéon MESA-EZQ. 1 gykardoraon tonoBeteital otov déova — and mv
aiBouoa e EkBeong mpog KlovooTolxia n orola odnyel oTov Krino, ornou n KUKAIKI Ajuvn
UE TOV KUKVO.

To épyo uroBdMer guueoa TG YEWYPAPIKEG, TOAITIKEG, KOIVWVIKEG, TTOATIOTIKEG Kal
OIKOVOLIKEC OXECEIG “HEOa-EEW”, TTOU kaBopiCouv TNV MOATIOUIKN) EMIKOvwvIa UETAEU TwV
Aacdv. and onou kat o TtAog ANA-MESA..

Ta oroyeta Tou Epyou: ZUAva opBoywvia mAaiola, wg “MUAeg”, o1 ortoleg ouvdgovtal Kat
(0oppOTTOUV E OXOMId. 2TO EMAVW KEKAILIEVO TTAQIOIO I00PPOTIEl TO KOUOTAAAO LUE XaOQYUEVT]
m Agén FRAGILE, wg nuAn avaueoa otg KOAWVES rou odnyel oto dAAo kekAiugvo EUAivo
n\aicio mou emmnAéer oto vepd ™G Aiuvng. Aaioo-lTuAn and onou kpeuetar n EUAIVN
"LATOAK-PAAGE " WG EPWTNUATIKO. ..

O KUKVOC WG CwvTave OTOIXED OUHMANOWVE! Tr OUVOEODT).



Sculpture-installation in the framework of the exhibition SANA T-TEXNH in the MSU Istanbuy/
Painting and Sculpture Museum.

The central concept is composed as a ‘passage’, where the work stands in dialectical rela-
tionship with the environment of the old building and the function of the 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 of the work: Wooden rectangular frames, as "gates " which are connected and
balanced with ropes. In the upper inclined frame a crystal with the word FRAGILE is in equilib-
rium, functioning as a gate which leads to the other inclined wooden frame floating in the pool’s
water. A frame/gate from which is hanging the “matraque-phallos” like a question mark...

The swan as a living element compliments the composition.
Th.



oto 2uunoéolo MAUTTTIKAG, «Simppetra» oto Museu Antonio Duarte, g
noAng Caldas da Rainha, NoptoyaAia.

lAunmikrj-eykardoraon ota nAaioia tou Zuunoociou Aurttiknc «Simppetra» oto Antonio
Duarte Museum, Caldas da Rainha, lNoptoyaAia, oriou 10 KUPIO UAIKO ntav Sla@opeTiKA
METOWMATA Ao Ta AQToUEIa TNG MEPIOXTIG — UAPHAPA KAl YPAVITEG 08 JIAPOLES ATTOXPWUIELG.

H kevipikn) 106a ouykpoTelTal we “TMUAN", kabwg rnrav oxediaoevn va ASITOUPYTIOE! wa
“avrionén” omv nponyouuevn e KwvaraviivourioAng, ANA-MEZA.

Stoixeia tou Epyou.Teooeplc opBoywvior MaparnAeninedor OyKol TOMIKOU UapMAdpou,
jowv dlactdoswv. O dUO OUUTTAEKOVTAl DIQUIOPPUWVOVTAG TRIYWVIKT]) ayida rmou Tornobeteitat
dpBia oTouG TOTTOBETNIEVOUG 0pI{ovTia dUO dAAOUG OYKOUG, I00PPOMWVTAG E TO BApOG TNG.
H 6An ouvBeon ouvdgeTal e TaAaudpt aro To Auavi TNG NOANG, eV OTnv opIgovTia EMPAvela

okaAilovtal Ta onuela Tou opidovra.
o.
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1992 w

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 triangular arc, 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.

Tt













yla v ékbeon EUpWUETPIKY, TIou eixe mapouclaotel oto Euyevidelo ue
Bgua Ta «Mstpa kar STabud» oty 1otopla Tou Eupwrtaikou MNoAriopou.

[Aurttikry o riéAn

H yAurmikri ouvBeon ue Titho «Awdekdktivog Tpoxde loopporidy oe Supuaréoxoiva |e
AvtiBapo Spaipa» karaokeudotnke To 1993 yia v ExkBeon EupwUETOIKN, TIOU E(XE
niapouctaotel oro Euyevidelo ue Beua 1a “ugtpa kar orabud” ornv (oropia Tou Eupwnaikou
MoAmouou. H avagopd oto HETPOV urtoBaAeTal UE TNV QUOIKI) (Copportia otnv oroia
BaoiZerar n ouvBeon,.

To épyo evidooeral ot ceipd «loopportles — MeTéwpar, n oroia Eexivasr and 1o 1963 e
10 npdTo HeTEwpo YAUTTS «Eviouo Kpeuaouévo ané Péda [lModnAdrou», we pia diAn
nodraon yia 1o dnUooIo XWPO.

Smv enoyrj 6mou 0 XWpog MG TMOANG KaraAaupBdverar ano oxnuara Kai JdQopes
KIVOULEVEC 1) OTABEPEC KATAOKEUEG e TIOIKIAQ pnviuata, n Aerroupyia twv YAUTTTWY oTo
dnudoto Torio aMdder pidikd. H e5EAIEN NG uetapiounxavikric moAnc kabopiler Eva dAAo
TPOTTO EMKOIVWVIAC.

Evdd 1 mpoBiounyavikri UVIHEIKD YAUTTTIKI) 1TV OUVTETAQYUEVT) OTNY APXITEKTOVIKT]
opydvwan Tou Torou, Tou a&lonolouoe EMKOIVWVIAKA TIG YEWYPAPIKES MAPAUETOOUS, Orou
T0 QoTIKG TiepiBdAAov AerroupyoUoe WG nedlo emkowvwviag, otnv eroxri HAag TO EPYO
YAUTTTIKFiC TEXVIG auTovoueiTal e OUVETIEW 1) éviadn Tou oty noAn va yiverar xwpiq
‘kowvouc” kavoveg.

Ané autri ™ Bewpnon Eerivael a OUYKPITIKI) UEAETN NG YAumikAg nptv Kat JeTd
Biounxavikii erravdotacn. MEAET Tou TPOPOOOTEl OIAPOPES OEIPEG EPYWY HOU, ONWS
«loopporiegr, «Kapudndeg, «Metéwpa», orou Ta gpya yAurtikric diaAéyovrar ue ta dAa
otoiyela g ouyxpovng rMoAnG. ,

STO OUYKEKOIUEVO EPYO T] avaoTEoPr) ToU QETWUATOC TwV VEOKAQOIKWY KWV, Tou
SlaLop@avouy Ta OUPUATOoXOIVA, orou oTov aveaTpauiEVO  "koAopwva” 1oopponel o
10OXGC TTOU OTTEIZE TN opaipa, EUTTEPIEXE! KAl KATTOIO OXOAI0 yia Tnv eEEAIEN TNG MOANG.

louviog 2004
©odwpog, yAurTng

Awdexdrkmivoc Tpoxog loopponwy oe Supparooxoiva e AvtiBapo Spaipa», 1993 AGHNA by Art. 2004
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for the European exhibition Eurometrics which was presented at Evgenideio
with the title »Measures and Weights» in the history of European Civilisation.

Sculpture in the city

The sculpture «Twelve Ray/spoked Wheel on Cables Counter-balanced by a Sphere» was
constructed in 1993 for Eurometrics, an exhibition at the Evgenideio in Athens on the theme of
"weights and measures' in the history of European Culture. The reference to "measure'
(uEToOV) Is suggested by the physical equilibrium upon which the composition is based. This
work is part of the «Balances — Meteors» series, which began in 1963 with the first suspended
sculpture, «Insect Hung from a Bicycle Wheel», as an alternative proposal for the public space.

In our times that the city space has been taken over by vehicles and various moving or sta-
tionary structures with a variety of messages, the function of sculpture in the public space has
radically changed. The evolution of the postindustrial city defines another way of communica-
tion. Preindustrial monumental sculpture was coordinated into the architectural organization of
the land (téroc), where the urban environment functioned as a field of communication. In our
days, however, the work of sculpture is regarded as an autonomous art-object, in conse-
quence its incorporation into the city happens without "common’ rules.

This observation impelled me to make a comparative study of sculpture before and after the
industrial revolution. This study has inspired a number of my projects, such as «Balances»,
«Caryatids», «Meteors». These works of sculpture engage in dialogue with other elements that
constitute the contemporary City.

In this particular installation, the inversion of the pediment of neo-classical buildings that is
formed by the cables, on whose inverted "apex' is counterbalanced, the wheel that supports

the sphere, includes some comment on the evolution of the city.

June 2004
Theodoros, sculptor

«Twelve Ray-spoked Wheel on Cables Counterbalanced by a Sphere». 1993.
Sculpture installation 15m off the ground Stainless steel 15X30X6 O0m.
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OLATOOXO0IVA [UE AvriBapo Zpaipa», 1993

U
nd mv Aewpdpo Bao. OAyac.

AwBEKAKTIVOG TPOXOG loopponyv o€ 2

AOHNA by Art, 2004. Eioodoc Zarneiou a

«Twelve Ray-spoked Wheel on Cables Counterbalanced by a Sphere». 1993,
to Zappeion from Vas. Olgas Ave.

ATHENS by Art, 2004. Entrance



AwdekdrTivaoc Tpoxoc loopporwy o Supuaréoxoiva ue Avtifapo Zopaipa», 1993.
Onwce eivar tonoBetnugvo ato Mdpko MAunTikhg g EGvikng MvakoBnkng, 2005.

«Twelve Ray-spoked Wheel on Cables Counterbalanced by a Sphere», 1993.
As it is placed now in the Sculpture Park of the National Gallery. Athens, 2005.
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«Evropo Kpepaopévo and Péda Modnhdrou», 1963 - «Insect hanging from a Bicycle wheel», 1963. e
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Carnage 63-65



«[lepikepaiaia AutokToviac», 1964.
«Suicicle Helmet», 1964.



«Erragioc 11 1964 «Epitaphe I» 1964






«@povog ue Anayopeuueva Avtaraktikas, 1967
«Specific Throne with Forbidden Parts», 1967




ANOKAAY WH 1988
APOCALYPSE 1988

ArtokdAuyn | ,

To yAurttd «Carnage 63-65», kKaraokeuadt nffs oto [Napior ueta&u 1963 kat 1965, we "AQIEpwUA oTnv
Kinpo”. AMd autri n “aigpwon” anoolwiienke, yia va jnv enkaAupBe! T aVTIKE(LEVO-EDYO e
‘natpwtikd 1deahioud”. BA. XelpIOpSG X, QKT - 1973

To éoyo NapouaIdoTTKE Yid mpwTn YOoPA OTo "Salon des Réalités Nouvelles” To ®eBooudpio 1964.

Apocalypse |

The sculpture «Carmage 63-65» was conceived and realised in Paris between 1963 and 1965, as an
"Homage to Chyprus”. But this dedication passed over in silence, because | did not wish that my art-
object would be coated with “patriotic idealism”. See: «Manipulation X», October 1973

The sculpture was shown for the first time in the "Salon des Réalités Nouvelles”. in Paris, February 1964.



ArtokdAuyn Il

To epyo «Eviouo Koeuaouévo and Péda ModnAdtous, karaokeudatrike oto [lapiot To 1963, kat eiye
vivel wg "Apigpwua ota neviivia ypdvia te Pédac ModnAdrou tou Marcel Duchamps, 1913 . ’

Qot600 N agiEpwon autri Sev avakowBnke pExel To 1988 kal kaBws o SIGAOYOG g TN «Pé5a Tou
Duchamps» rirav npopavric ugoa oo pyo-avrixeiuevo, Sev rifeAa n “agigpwon” va Aeroupyrioet oav
"TpwTonopIaKN" ALOBNTIKN erkdAugn. ) )

To £pyo auTO Exet ekTeBE! yia mpwyn wopd oo “Salon des Comparaisons'”, oto Mouoeio Movtgpvag
Texvne me MoAng tou Mapioiod, To Mdptio 1964.

Apocalypse | .
The sculpture «Insect Hanging from a Bicycle Wheel, realised in Paris the year 1 963, was conceived
as "Homage to Fifty Years of the Bicycle Wheel of Marcel Duchamps in 1913 | |
Nevertheless, this "homage" was never revealed until 1988. Because the dialogue with the
‘Duchamps’ Wheel", was evident as been part of the art-object’s language, | did not want my sculpture
to be covered with an aesthetic “avant-garde” discourse.
The sculpture was shown for the first time in the “Salon des Comparaisons”, in the Museum of
Modern Art, in Paris, 1964.



ArtoxkdAuvym Il

To £oyo «Reveille-Minuit» («Zurviyipl MegovukTiou), and m oeipd <[ Aurmikt] yia SUUUETOXT] Tou
KowoU», kKaraokeudoTnKe TO kahokaipt 1965 we "EAgyeia yia tov Zwtrion MNeTpouAa”.

H agigowon Sev KoworoirenKke péxpl To 1988, yia va Lnv SIOXETEUOE! TO E0y0 OTNV KAANTEXVIKT
ayopd pe ouvaloBNuUaTIKY EMKAAuY, oV odnyei ouxvd OTo NMOAITIKG KITG.

5" QUTG TO YAUITTO EQAVIOTTIKE Yia TP popd 1 "Matpdr-@arrse”

H ouvBeon «=unvimripol MegovuKTiou» arfOTEAOUCE npdraon yia "Mvnueio Apunvionc” (aroteAel
akéun;). ‘Epyo yia to dnudato xwpo, oy 6a AerroupyoUoE Ue "ZupuETOXT] ToU Kovod...”

To «Reveille-Minuit» gixe MaPOUCIACTE! YIa npdn @opd om IV MrievdAe twv Néwv, Mapior 1965,
drou Tiuriénke e o BpaBeio Rodin.

O.

Apocalypse Il o

The sculpture «Reveille-minuit> («Midnight alarm»). from the series "Sculpture for Public Participation”
was realised in the summer 1965, as an "Elegy for Sotiris Petroulas”.

This dedication was never revealed until 1988. This was done not to release my art-work into the art
scene with the sentimental covering, that often turns into political kitsch.

In this sculpture emerged for the first time the “Matraque-Phallos”.

The «Midnight alarm» constituted a proposition for "a Monument of awakening” (does it still do so
now?). A sculpture to be installed in public space, which would be functioning with the “Participation of
the Public..."” . , ,

The «Reveille-minuit> was shown for the first time in the IV Biennale of Paris, 1965, where it was awarded
the “Rodin prize".

Th.

«Zunvntripi Meoovuktiou», 1965.
«Réveille-Minuit». 1965.
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«Kapudrnda Os, 1994.
«Caryatid O», 1994.
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KAFPYATIA




CARYATIDS




«Kapudnda X», 1994.
«Caryatid X», 1994.




Ané karaBoArig avBpdrvng totopiag ot dvBpwriot enefepydlovrav Sidpopa UAIKA
XONOWOTTIODVTAG PUOIKEG EVEPYEIEG TToU gixav daudoel. EvEpyeleg and nAiakd gwg, @wTid,
agoa, vepd, BaputnTa, HayvNTIOUO, NAEKTOIOUG Kal GAAEG.

AMd yia mv Ugiom emkowvwvia dia MG Texvng, eixa v aiobnon nwc, Aoydpialav
nePIOTOTEPO TNV AVBPMIIV) EVEPYEIA NoU gixav Saudoel - KAANEPYTIOEL.

Twpa,
O6dwpog, yAUTnG

* Ané v erguANida Evépyeleg, omy epnuepida TA NEA, Méprmm 20 AuyouoTtou1992 kai oto BiBAio AOIMO,
ekdGoeIC Alydkepwg/TExvn 1994.

From the beginning of history humans used different materials with the natural energy that
they tamed — Energy from sunlight, fire, air, water, gravity, magnetism, electricity, etc.

But for the supreme communication through Art, | have the feeling that they mostly valued
the human energy they tamed/cultivated.

Now?
Theodoros, sculptor

* Extract from the article Energies published in the newspaper TA NEA, Thursday 20 August 1992, and in the book
LOGOI, Aigokeros/Art 1994.



ANOTEONAI0-PB1», 1994, ASTTONEQEIQ QITO TO goyo «Kapudnda O».
«Apotropaic-Snake». 1994. Detail from the sulpture «Caryatid O».
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ATOI A

DOT MO T1A T KA TAN TAN KINHEZS
Apxiundng, 287 n.X. - 212 n.X.

AOZ MOI ... TOIMON KAI TAYTITIKHN MOIHZQ
@ddwpog, yAunmng ...1997 u.X.




QOOPA - ZYNTHPHIH. I
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«Matpdx-@aro¢ ouvinpnuevn o xpLito», 1974,
«Matraque-Phallos preserved in chromium», 1974.

«Opxic-Kapdid okouptaougvn I1». 1974
«Testis-Heart rusty I». 1974






Antoornigouata 1977 - 1997
Fragments 1977 - 1997
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«Eikoo1 okouplaougvol KUBO!, KepauIKa Kal oxoIvIa»,
«Twenty rusty cubes, ceramics and ropes», 1997.
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EkBeon-Eykardoraon, 1999.
METAIXMION
Exhibition-Installation, 1999.

OOONES o «<Aveorpapusvn MNupapida», 2004.
SCREENS o «Upside-cdown Pyramid», 2004.







lMoAmouikd “rpdruna” 219V aidva
[odAoyoc avri EmAdyou

Tou yAuntn Gédwpou

lowg eival o BoAkS yia éva YAUTTm va acxoAeftal, va WAdel Kal va ypdeel yia ta “eldikd”
Inmuara e Souletds Tou, adlaPopM@VTAG YIA TA EUPUTENA KAl YA Ta ouvBeTdTEPQ. Towg, avti va
BéTel kat va avalUel YevikGTepa MpoPAfiuaTa Tou MOATIopoU, (owg BoAedet va aoxoAelTal OVo pe
™V TPORONY Kal T Slakivnon Twv TMPOIGVIWV TOu, va OXupdveral péoa omy TepIBonm
“qutovop(a” g Téxvng Tou. “Autovopia” n ormola BoAedel kal Toug GAMUG “eldiKoUg” TIoU
SlaxewpiZovial Ta Zmriuata Tou TMoNmopoy, kabwg ot véeq dopég katapeptopol eEouoiag, ol
onoieq anoppéouv ané T duvaun Twv Méowv Madikng Erkowvwviag, Slapopgdvouy Ta
“rpdtuna” - Ta kahouria - pe Ta oro{a MapdyovTal Kal Qvanapayovtal ot HOPPES TNG KOVwvIag,
TIONTIKEG, OIKOVOMIKEG KO TIONTIOTIKEG.

AmévavTi oTr SUvaun autdv Twv “Mpotunwv”, n Madeia, ue ™ napadoolakr éwvoia, Kat N
erionun ekrnaideuon, Bpiokovral oe HELOVEKTIKI) BEON OTNV QVTIETWIION TWV. KPIOWWV ZUATwy
TOU TPEXOVTAG KAl EMEPXOMEVOU “roNTicpoU”.

Me piat TpdyeLpn avaokarnon Tou MEPACHATOG ano Tov 20° gtov 21° aubva, MapatnPoUpE WS
T TONTIOTIKY EUPOPIA TwV TEXVEV, 1) OToia Eixe TPaPel and ta peydAa opduara kat TIC POOSOKES
™G Blopnxavikiiq enavdotacng, dpxioe va appopnTeital Tig teAeutaieq dekaeTies, dtav Byrkav
OV EMPAVEI Ol EMIMTHOEIG TG “TIPOGB0U”, TIoU JATAPAEAV TG 100PEOTTEG OTA OIKOOUCTHATA
andé Ta oroia eEaptdrat 1 empPiwon ma avBpwndmTag endvw otov MAavitn M. H au@oprimon
QUTT| PEPE OTO MPOOKAVIO TrV AVAYKN Yia Hia VEQ QVTIMETWTTION TWV TIPORANUATWY TNG Kolvwviag,
He avagimon GMwv “TipoTUNwY” 15e0A0Yiag Kal TIONITIKNG.

Opweg, ato Eekivnua Tou 210V auva, evd Ta MPoBAiuata mou avékupav and Tnv
naykooutonoinon mpokaholy BaBIES uudoelg Yipw and Tta gnmuara moldtnrag MG Zwhg,
avowoqu VEEQ TIPOOTTTIKEG OV goeuva, ot BOUEG TNG TEXVNG SlalwviCouv akdUN Ta KEKTNUEVA

‘mpdtuna’ tou 200V auova, péoa Otn UETAMOVIEPVA adpdvela evdq “TIONTIOMOU NG
katavéAwong”. Ot mapdyovieg MG TEXVNG — KAANTEXVEG, BEWPNTIKOL, IOTOPIKO{, KOITIKOL, EUMOPOL,
OUNEKTEQ (OIWTEG | KpOTlKOl (pOpSlQ pOUOSlO Kal mvakoBnrkeg - apkouvtal ot dlaxeipon,
Stakivnon kat PoROAT TONTIOTIKWV TIPOIOVIWY HE ETIKETEG, KABWG Sev TiBevTal MAEOV EpWTHUATA
yUpw arnd ) onpaocia katm ASITOUPYIQ TWV TEXVWV OTO VEO TIEPIBAANOV.

OTav KAMOIOG OTIC, HEPEG HOG ETUHEVEL VO Betel epwmuara yia Ty téxvn Kal va avalnrel
SNUIOUPYIKA KPIPLa, Gaiveral oav QvaxPOVIOTIKOG VOOTaAydg TG Sekaetiag Tou '60 !

QOT600 TIOTEUW TIWE N MEYAAN TPOKANGN Tou MPOBAMETaL atov opidovta Tou 2109 Aihva
apopd 1o vénua tou MoNmopoy.
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MOAITIZEMOZ
Ma 1oldv MOANTIONS MAAKE;
MoAmiopd omy emedvela TG EPrePNS KATavaAwTIKG EMKovwviag;
H
MoAmoué oe BABog, mou puBU(Ce! Tiq douég ™G Kovwviag yia Bidodn avarttugn Kat lodpporn
eEENEN;

¥Ta napandvew EpWTAKATA dEV UNIAPXOUV ETOILEG KAl EUKOAEG AMQVTIOELS, KaBwg To vonua tou
MoAtilopoy aMdZel ot Por) TwY TEAEUTAIWY QLUVWV.

Ma va napakoAouBrjooupe v eEENEN Tou TpExovTog MoNTopoU Xpelddetal va Eexiviicoupe
and 1 pifec e AgEng MoAmopde: H “moAn" wg Pidtornog omou ol “MoAiTeg”, wg {wvravol
opyaviopol diaplovv kal dnUIoupyouv.

Efval yvwoTd Mg 1 BIOUNXAVIKY EMAVACTAOT] ETEPEPE PIGKEG AAAYEG OTN Bour| TG TIOANG o€
Ox€0n He TN ¢uon, aAd kal otn Aettoupyia Tou TION péoa oe autr. AMagav Ta ouoTruara
napaywyna Kat dakivnong meoidviwy Kat MANPopopIiy, AMAZOVTAg TIG OXEOEIG avapeoa atig
TOIOTNTES KAl OTIG TIOCOTNTEG.

O aMavég auTég kaBdploav kat v eEENEN Tou Tiepiexopevou Tou NMoAmopoy, aidloviag to
pdAo e Madeiag n oroia dla-Hop@dvel Kat Sla-HOPPWVETAL OF KGBe Kowvwvia.

‘ETOl MapatnEoUpe Twg, HETA TN BIOUNXavIKI grnavaotaon, To VONUa ToU TOATIOHOU
kaBop(ZeTal and TG Kuplapxeq 196eg TG EMOXNG, Onwg “npdodog”, “eEENEN”, “taxumra’, ol
omnoleq agopolv Oy mapaywyr, oty kivnon Kal dlakivnon mpoidviwy, avBpwrwy Kal
MANPOPOPLGV. IBEEC MoU Xdpagav v Mopeia TG avBpwnommTag, TPWTA OTIG OIONPOTPOXIES, OTA
ypavadia Kal atouq HAVTEG TG BIOUMXAVIKNG Mapaywyng, U EMTAXUVON Twv PUBUGV Lwhg, e
TV avantuén TwV OUYKOWWVI@Y, Ol oroleq HeTd amnoyewdnkav atoug ailBépeq me
LETABIOUNXAVIKNG EMOXNG, MEXPL TA BiKTUa TG WUNPIOKNG TIAQVITTIKNG ETIKOVOVIAG...

ISéec TIoU AMaEaV TIG TIOIOTNTEG TOU XWPOU Kal ToU ¥povou, Orou npofdiovial Ta opduata
TWV aTOHMVY KL TWV KOy yia “eheubepla’, “eutuxia’, “eriruxia”. Opduara rnou Tpopoddtoay
TIC TEXVEG UEXPL TO TEAOG Tou 200V ciibva.

Ouwe, Ta véa oTOPIKA JEBOHEVA, OMWG Slapop@®vovTal 08 TOTIKI aAAG Kal oe TAQVITTIKT
KA{LaKQ, QrOKAAUTTTOUY Ta Opla KOPECHOU TwV EMIKOVWVIKWY KAl TAPAYWYIKWY OUCTNUATWY, e
ETUTTTOOEIS GXI HOVO OTNV MOIOTIK OUMBIWON Twv avBpdriwy e OUYKEKPILEVO TOMO aAAd Kat oty
erBiwaon Tou edoug enavw otm .

H TOOOTIKY, OUCOWPEUTIKY Kal EKTATIKA avTiAnyn G “rpoddou” dev TPOPodSotel MAdov
opduata kabwg odnyel VOUOTEAEIOKA O BaPBaEATTA TOU TIOAEUOU 1) OTN HAGIKY] KATQVOAWTIKY
arAnotia, n orola dieyeipeTal OAo Kal MEPIOCOTEPO and Toug VOUOUG NG ayopdg.

Ol pwyHéQ TOU dlArOTOVOUHE OTO OIKOOUOTNHA and TV AOUMOGYIOTN “eEENEN" Tne
avBPWNOTTAG, He T onatdAn n my KATAOTPOPN TV CWTIKMDV MNYWV EVEPYEQG, WUMopsl va
aroteAéoouv agetpia yia T avadyTnon Tou VOrUatog Tou MoAmopou atov 21° awdva, and drou
artoppéel kal 0 poAog g TEXVNG.

Xwplq Kkdrola mpdTacn, kamowo mAaiolo MOATopoU. M Téxvn aviipeTwridetar wg a-vonm
UTTOKEIUEVIKT) DPAOTNPLOTINTCA.

Enedr omy ernoxy uag ouviwg oav “TONTIOHO EVWOOUHE HOVO TG “TIONTIOTIKEQ
SpactEIOTNTES”. eyKATaAemoupe OAeG TIG GAEQ SPACTNPEIOTNTECS, TIOPAYWYIKES, TEXVIKEG Kal
OIKOVOUIKES, OTOV KOIVWVIKG QVTAYwWVIoHO rou odnyel ot BapBapsmra.



Eav enavanpoodiopicoupe Tov “MOATIONS" wg éwwola YEVOUCG, ToU MEQIAAUBAvEL OAEQ TIQ
avBpwriiveq dpaatnPIOTNTEG, Ol OToleg KaBopiCouv TV MOoLoTIKN dlaBiwaorn, cupBiwon kat ermPiwon
KABe OUYKPOTNUEVNG Kolvwviag oe BaBog xpovou, ToTe kKABe dnuioupydc Ba Bpiokel kiviTpa yia
OUVTOVIOUEV EpYQOiQ, og OToloV TOUEQ Kal av dpaadtnplonoleTal, otg Ermommueg 1) otg Téxveg,
gV €PEUVA 1] TNV TIAPAYWYT.

Edw opwg avaxurrel n duokoAa yia T ouvolkr Bewpnon, Ty eneEepyaoia, v MPOoROAr Kal
TNV OUVTOVIOUEVN TIPoWBNoN ouvBeTwyY TIPOoTACEwWY TIou Eepelyouy and Ta Kuplapxa medtuna
MOATIONOU, KaBWe oTnv TEEXoUca erikovwvia oXUEl O KATAKEPUATIONOS Kal N
ArooTacuaTikGTTA.

Mpiv Tévte xpdvia eypaga: «Yridpxoupe dia peoou Twv MEZQN. Kal autd dev eival anapaitnta
apviTik dlartiotwon, arotehel anAd pla katdgaon nwg N Kowvwvia evvoeftal kat cuykpoteftal dla
HETOU G ETTKolvaviag. »*

Nou(Zw nwe eival xpriolo va dlepwmmBoupe OE TIOI0 “MPATUTIO eTkolvwviag” avapepduaote,
otav WAGUE yia emikovwvia:

9

]
EMIKOINQNIA
Ma mola erkovwvia PIAALE;
Erkolvovia pévo ano Ta oTtikoakouoTtikd MEZA
H
Erukovovia kat MEZA ard Tig UNKEG BOHES Kal LOPPER,
(QUOIKEG KAl TEXVINTEG;

BéBaia autd mou ewooUpe wg “emikovwvia” oty enoxn pag, cav “roNiopgvol dvBpwrot”,
TEPIOPIZETAl TTOUC OTTTIKOaKOUATIKOUG Kwdikeg Twv Meowv Madikrg Emkovwviag (M. M. E)) ol
oroiot Slakivouv MANEoPop(eg. MNMANPoPopIES Oe QCUMNTTTEG MOOGTNTES HE OUVEXMC QUEAVOLEVES
TaxUtmreg. MAnpogoplec o oroieg MPoBAMovtal og eninedeq “0Boveq” TUMOYPAPIKEG N
nAeKTpOVIKER. "OBdVER” TNG SlaPrioNg OToUg TO(XOUG Kal OTIG TAPATOES TwV KTIPIwV TNG TIOANG,
“000veQ” Twv BIAPOPWY POPNTWV EVIUMWY, EPNUEPIdWY, MEPIOdIKWY Kal dlapnuicewy mou
KaTAkAGZOUV Ta TEPITTEPa Kal Ta YPAHMATOKIBATIA, "0BOVEQ” Tou “"eKMEUmouv” OUVEXWG
nMAnpogopieg péoa and Ta AEMIKOVWVIAKA  OlKTua de  oTOXouq  dlagnuIoTIKoUg N
npomnayavaloTikoug. AUTOg O QVTAYOVIOTIKOG KATAYIOUOG MANPOPOPLWDY TIOU OUCOWPEUOVTAL OTO
aatikd repIBAMoV CUVTEAEL OtV grmedomoinon TOU VONUATOG TG erkovmwviag He BaBuTtepeg
EMIMTWOEIC OTIC TONTIOHIKEG lgopportieg. Matl 6oo enekteivetal n kKuplapxia TG elkévag otig
EQIUEPES Kal EMIKAIPES ETUPAVEIEG TNG KolvwViag TO00 CUPPIKVWVETAl Kal Gprwxalvel To BaBog

nediou g Emkovawviag. , '
OAa yivovrat o pnxd, mo gUKOAQ, TTIO QVAAWOLUA. TIO EPNEPQ. .

Ol ONUAVTIKES CANOIDOELG TIOU oupBaivouv OTF) QOTIKO TIEPIBAMOV UMopPE( va Yivouv KAaTtavonTeg
éTav ouykpivoupe To TOrto TG OUYXPOVNG HOIN]Q HE mv. npoBlounxavikr) moAn. Tote, otav n
OPYAVWOT) KAl 1) ETIKOWWVIAKN Asrroupyia g MOANG kabopidoviav and Tig daypovikeg SOUES Kal
HOPMES TNG TIPORIOMNXAVIKNG kolvwviag, OTMou N APXITEKTOVIKY) Kal N TAUTTTIKY] opydvwvay To
EMIKOWVIVIOKG TIED(0 OTO Omolo eyypAgoviay dIaXPOVIKA oOf OPNOKEUTIKEG Kal Ol TIOAITIKEG
aviAjWeLg, drwe Kal ot GIANOCOPIKES, Ol ETUOTNHOVIKEG, Ol TEXVIKEQ Kal AAAEQ duvaToTNTEG NG
Kolvoviac.



AC OUYKPIVOUE TN ONUePIVI) OYn TG TIOANG He TIG TOKIAEG Kal TMTOAUXPWHES ETIPAVEIES TWV
KTplwv Kal Twv dla@nuicewy, He TG QWTEIVES Kal KIVOUHPEVEG ETIYPAPES Kal EIKOVEG, aG
OUYKQIVOUUE QUTO TO QOTIKO TOTIO He Orolo AAO MEPIBAMOV TIPORIOPNXAVIKAG TIOANG kal Ba
KATAAQBOULE TNV TOLOTIKY| dlagpopd.

Mpoc to TéAOG Tou 200V cudva, Ol JAMOTWOoEIG AN TG APVNTIKEG ETUMTWOELS OTa
OlKOOUOTALATA GOXIOaV VA EVEQYOTIOIOUV TIOIOTIKEG AAAAYEG VIO TNV QVTIETWTION TOU (GUGIKOU
MEePIBAMOVTOG. EXuepa Yvwp({{oupe TG00 ONUAVTIKOG eival 0 EAEYXOG Twv BOMNXavikay Kal
TEXVOAOYIKWV OUCTNUAT@V TIApaymyng kal avanapaywyng, kabwg ta mpoidvra kai ta
unonpoidvta Touc kaBopifouv v TowWTNTa WG, Ao TV HIKEN KAMAKA Tou TOTIKOU
MEPIBANOVTOG HEXOL TNV TIAQVITIKT) KAUaKa TTou puBuiZel v emBiwon g avBpwrndmrag endvw
omIn.

NopZw mwg ogeloupe va TPORAEYOUHE eyKalpWG TIG EMIMTIWMOEG TWV TONTIOTIKGOY
OUOTNUATOV Mapaywyng, avanapaywynig, mPoBoArg kat dlakivnong TIPOIOVTWV Kal UTIOTIPOIGVTWY
“Téxvng” oTo dNUAOLO XDPO, OTO KOWWVIKG TIEPIBANOV.

Av Bewprjooupe TV Téxvn wg 3pacmEIOTNTA YIa TMOLOTIKY SlEPEUVNON TWV TPOTIWY Kal Twv
HEoWV EMkovoViag, wg PéPog Tou MoAmopoy kat g euputepng Mawdelag, kat Oxt uévo oav
“TIONTIOTIKG CUOTNHA" Mapaywyrg QVIKEUEVQY 1) EKNADOEWY “T€xvng” Tou dlakivel omyv ayopd
QaodNTIKG “mpdTuna’ Tou CUpHoU, TOTE VORIGw TwG xoeldZeTal va BEToulE KABe TG00 TO epWTnua:

?

AIZOHTIKH
Ma rola alednTkry WAALE;
AOBITIKY AQVAADOIUN Yia e@rilepn TPOBOAT Kal Yia KatavaAwan;
'H
AGONTIKA DIaXPOVIKI] Yia apurvian Kat Slapoppwan TOLOTIKWY Kptmpiwv SlaBiwonc,
oupBlwong, empiwang;

MeTd T Blopnyavikr] Enavactaon, n eEENEN Twv mpotunwv MG "AlOBNTIKNAG” akoAouBnaoe v
ropeia Twv npotunwy Tou MNMoAmopou, orou 13¢a g “eAeubeplag” Tou atéuou oe oxgon e m
OUVTETAYUEVN Kovwvia UTrpEe KaBopIOoTIKN O SIAUOEPWOT) TWV KAANTEXVIKWOV PEUUATWY.

"EAeuBepia’, TIOU avéKUuPeE TpWTa arno Tq SuvaTOTTEG TIOU ETEPEPQV Ol LUNXQVEG OTrv
EMITAYUVAT TOU XPOVOU TNG NMApaywyng QUTIKELEVY KL TNG ASITOUPYIAG TWV UTIMPEOIGV, 1) oroia
MAPE OUYKEKPILEVT HOPPI) HE TO altua yia “sAelBepo XPOVO" O OXEON HE TO XPOvo epyaciac.
Aftnua mou PeTeEEAXBNKe OTABIaKA 08 "gheuBepia’ anévavil oTiq AAPOPES HOPPES ekouaiag,

MapdMAnAa ot SuvVaTSTNTeg TwV PNXavwy GAMagav Tov TPAMO TAPAYWYNG KAl QVarapaywynQ
TV Epywv BAopwy TeXVWV. 1daltepa e Ty EQEUPEDN Kal TV eEENEN TNG pwTOYPAPIag, Twy
TUTTOYPAPIKWY TEXVWV KAl TwV GAAWY LECWV KA TPATIWV UNXAVIKNG avanapaywyng dAAagav kat ot
TEXVEQG TNC anelkdviong. ‘ETol n mapadooiakr Kat XEIDWVAKTIKT) OXEON TWV EIKATTIKWV ONULOUQYWDV-
TEXVITAV e TNV TIapaywyr Kat Ty enkovwvia AnoduVap®BNKe oTadIaKd, HEXPL TMOU TEAKA N
oxéon daondomKe KABWS oL KAANTEXVEQ “autovourBnkav” kai eykAwplomkay péoa oty
“eAeubepia Ekppaong’.

AMG TA TEKUNEIA TWV EPYWV TEXWNG TNG TPORIOHNXAVIKIG TEPIOB0U JIAIOTWVOULE TG )



avdyvwon Kat 1) avayvmplon Twv TEXVWV AETOUPYOUOE HECA artd TNV KOIVT-KOIVWVIKY “yAwooa”
mg KaBe TéXVNG, Orou kdBe dnNUIOUPYOG-IAPaYywYOS TeXVITNG, Yivoviav anodektog and myv
Kovwvia avdhoya pe v “ripootifepévn agia” nmou 1o EOYO TOU MPOCKOUI(E OTO CUOTMUA TG
“YAbooag" ™G kdBe téxvng. ‘Etol n aroupkr) SnpoupyikdTnta OuvieAOUoE Ot OUANOYIKK-
KOWWVIKT Tpdod0o Kal atnyv 106pporn avartugn. AM®OTE, HEXOL TN BlounXaviki enavactacn, v
eEENEN Tou TMoAmiopol My dlepeuvolpe pECO amMd Ta €pya TEXVNG, TA OToia EUTEQIEXOUV
OUCIAOTIKEG TIANPOPOPIES YIA TO TIONTIOMIKO EMiMedo NG Kowvwviag mou Ta Tapriyaye.
MANPOPOPIEC Y1 TNV TEXVIKY, TEXVOAOYIKN), ETICTNHOVIKI] OUYKPOTON NG Kolvwviag pali pe
TIOMEC GMEG MANPOPOPIEG TIOU aPoPOoUV O€ 1B, EBIA KAl KOIVWVIKES CUMTEPIPOPES,.

JUyKpiveTE Ta MPORIOUNXAVIKA €0Ya e Ta €pya OUYXPOVNG TEXVNG Kal Ba SlarmoTwoeTe Nwg,
LETA TN BIOMNXAVIKT] EMAVACTACT, N Gvayvwon Kal N Qvayvwpion TwV EIKACTIKWY TEXVWY oTadIakd
yivetal 3la uEooU TOU UTTOKEIEVOU-"KAANTEXVN” Kal OXt dla WECOU TOU QVTIKEIEVOU-Epyou. H
“gpUnveia” Tou épyou repvdet TAEOV UECA Mo TNV UTTOKEILEVIKY] “YAWOOQ" Tou kaMTéXvn. ‘EToln
KOWVI- KOVWWVIKY] “YA®ooa” Tng K&Be TéXvng SlaoTdTal 08 “aUTOVOUES ATOMIKEG EKPPAcES” Héca
OTOV EUPUTEPO MONTIOTIKG KATAKEPHATIONO TG “eAeuBepiag €kppaong”. Autr) n didomnaon Twv
“KOIVAV" KWSIKWY Ot “eAeUBepeq” QrMOKAVOUOEG UTIOKEIUEVIKEG TAoEIG kaBopilel T Soukry
Slapopd om AeToupyia Twv TEXVAV TPV KAl LETA T Blopnxavikn ernavactaon.

Adoriaon, n oroia Ba €xel aUEOUTEQ ETITTWOEIG OTIG TTIOAMTIOMIKESG LOOPPOTTES TWV KOWVWVIWV,
400 01 KOWWVIEG TIEPVOUV aMG T BIOUNXAVIKY, TN HETABIOHNXAVIKT), OTNV TEXVOAOYIKM KAl YN@LaKn
enoxn Mg eikévag.

Ermaoe paxkponpdBeopa Mo Bapieg arndé 600 n "didonacn Tou atopou”, Kabdg ol
“OTTTIKOOKOUGTIKES EIKGVES” TIOU SlaKIVOUVTal pEoa amno Ta diktua endvw OTov TMAQVATN Jag Kal
MéPA ané autdv, evd KATaVOADVOUV HEYAAEG TTOOOTNTEG EVEPYEIAG, EKAUOUV “TIAPEVEPYEIES” TTOU
Slaxgovtal oty kowvia. “Tlapevépyeleg” Ot Onoleq kaBopicouv v nodtra Tou MoATIoHOU.

AUTH 1 K TIONTIOIKA QAAOYT] TWV HEOWV Kal TPOTIWV EMIKOVWVIAG BIAUOPPUVEL TIG
KOWWVIES Twv avBP@IWY ENMAVM OTOV MAQVITTN MAgG OTO VEO “MPGTUNO” TG MAyKOoUIOoNomong.
MPGTUMO To OMolo ETANGOTE! TIG BOOIKEG OXETELG TIOU CUVTACOOLY KABE Kolvwvia aTo XWPEO Kal
010 Xpdvo: Ot OXE0EIC QVAUEDA OE QTOUIKG KOWWVIKO, OF IDWTIKSG <> dnudolo KAt O TOTIKS
> Taykéopio Sev eival TIAEov CagE(S.

AN QUTEC TIC TIONTIOWIKEG METOMAAYEG avadUeTal To kpiotuo Zimua: Ma évav MoAmops mou
BaaiZetal otov oToxaoTké oxedlaousé G dlaxelpiong Twv Baowkdv nydv “evépyeiag” oe oxgon

HE TIQ TIaPEVEPYELEQ TOU CUCCWPEUOVTAL OTO nepIBAMoV. ,
ZIMHa Tou anoTteAel ONUAVvTIKN MPOTEPAIOTNTA Y TOV 210 awwva, kabwg ol "evépyeleg” | eite

ano PUOIKES TNYEG, &Te aré avBPwWTIIVES dPaCTNPICTNTEG, UMOPEL va Tpogodotoouy “npdtuna”
MOATOLOU TIPOG QVTIPPOTIEG KATEUBUVOELS © , , o

o MPOC TIC BNUIOUPYIKEG-TIAPAYWYIKEG 6UVOU8[Q, mng KOlV(DVlClQ,I e nopTlKa KoImpta yia
108ppOTN EEENEN Kal BIOCIUN avdrttuén péoa oto (DUOlKC') Kau no{unoumo olkoouotnua, i

e fMpog Tq LETAMPATIKEG KAl SE,(’)UOIOOTIKSQ Iéuvauelg ue Kpll:ﬁpl(] OIKOVOMIKA
KEPDOOKOTIKA T TTONTIKA KQPOOKOTIKA. Klplmpla TIOOOTIKA TQ oroia dlakIvouv Kat TPoRaiouv
"eAeliBepa” oy ayopd “ITONTIOTIKA” rlpo'[ow’a KAl UTioTpotovTa, xw/ptq KAQVEVQA KOIVWVIKO EAEYXO
yia Tic mbavée “rMapevePYEIES” TIOU gMBapuvouV T'O ETUKOWVWVIAKO japlBéMov ME TIOATIOMIKN
PUMQVOT, e HOKPOTIPOPECHEG OUVEMEIEG OTO OIKOOUOTNHA TOU QCTIkoU Tomiou.

ANOTE Ta NpwTa onuadia MQ £MBAPUVONG TOU AOTIKOU TOToU dlapaivovTal OTIG OYEIG TNG

ONUEPVIC MIGANC, dMou Ot DIAPMKIOES, Ol TOUMEAEG Kal TOOA AMa €pya BiTpivag yia PriUEPES
YIOPTEG Kal MAvNYUPELG AsiToupyouv  povo  oav AVOAWOIPO  okNviko-décor yia ta M.M.E.



TIPOKAAWVTAG TIAPEVEPYEIEG UE MEYAAO CUVTEAEOTY] TTIONTIOIIKN|G PUTTAVONG,.
Ano v odpporn diaxeiplon g “svépyelag” Ba ekapmBel n yevikdtepn Madeia mou Ba
KaBoplioel v kateuBuvorn Tou MoAmiopou otov 21° awwva.

Ava@gpaue Maparndve nwe o TMONTIOUOG EXEL WG TIPWTO CUVEETIKO TNV “TTOAN".
Edv o aotikég xwpog ewosfral wg nedfo ermkovoviag, yia ota AN Ykaye;

AIZOHTIKH 2XTO AZTIKO OIKOZYZTHMA

‘Otav WAJUE YA 0IKOOUCTAUATA EEXVALE OUXVA TO QOTIKG OIKOOUOTNHA. ZEXVAUE WG O “oikog”
arnoteAoUoe KAMOTE TO KUTTIAPO G MOANG. Evay ofjuepa n MoAn yiverar aviAnmm| oav Siktuo
SpSuwy Orou Kuplapxouv kdBe Aoyrg “oxnuata’, Ta Ornoia WETaKvOUV avBpwroug Kat
gUMOPEUATa i SIAKIVOUV OTTTIKEG TIANPOPOPIEG LE EIKOVEG Kal AEEEIG VI BIAPnUIOTIKOUG Kat
npornayavdiotikouq oKoroug.

Autf n Pk alayr) ot Sour] TG MOANG eMPEPEL BAOIKEG SIAPOPOTIONOELG OTNV 0pYAvVLOT)
TOU XWPOU NG MOANG, KaBWG and To Bacikd KUTIapo Tov “ofko”, TOV EVIAYHEVO OTO PUOIKS Kal
QoTIKd TEPIBAMOV, TIEPVALE OTO KIVNTO KUTTApPO, OTO “OXNnua’.

AuTéQ of SopIkéG aMayse om Asrtoupyia TG oUyxpovng TIBANG €XOUv EMIMIWOEIG Kal OTO
VONHQ TOU TPEXOVTOG MONTIONOU, KaBWG N Kivon Twv OXNUATWY SIaUOPPWVEL TOV BACIKG 10T6 TG
oUYXPOVNG TIOANG, HE OOBAPEG CUVEMEIES VIO TNV TOIOTIKY OUpBiwon Kat SaBiwon Twv MoAT@Y.
SUVEMEleQ TToU ayyiZouv ouxvd Ty erBiwon Twv avBpwrnwv. (BA. atpoopaipikr) puraveon kat Ghha
MPOPAAUATA UYEIQG TIOU TIPOKAAE] TO OUYXPOVO AOTIKO TEPBAMOVY).

AN ™V GAAN, N Guetpn Kal avicopporn SIakivNOT OTTTKOOKOUTTIKWY TIANPOPOPIDY Vi
SIAPNIIOTIKOUC KAl TIPOMayavdIoTIKoUG oKomoug, SNUIOUPYE( A QvIaywvIoTIKY évtaon oto
SNUACIO XWPEO, T Orola CUCCWPEVETAL OTNY EVAIOBNOIa TwV MOATWY, KATAAYOVTAG OUXVA Oty
awconuikry agaola.

SHHEPa SHwS, KaBhg dpxioav va ouveldntornolouvial autd ta mipoPAiparta, avadietal To
BaOIKS affua Yia 106PPOTTN 0pYAvwaon G MOANG He YVWHOVA TIG BAOIKEG avBpWIIveq avdykeg
Tov TONTGOV, GMA KAl TNV arokaTdoTaor TG CUVEXEIAG HE TO EUPUTEPO MEPIBANOVY, e TO PUOIKS
olkooUoTNHAa OtV aAucida g Lwrig.

Eival yvwoTté nMwe N MOKIAG KAt 1| apupovia otg HOPPES Kal OTOUG puBUoUG TG guong
SNHIOUPYOUV TO KAiLA E0Q OTO OMoio avVarTTUOoETal Kal eEeNlooetal n Zwn) Yevika.

AUTS Tou €xel ayvonBel eival Mwg Kat N KOWWVIKT] W) XPEIAZETAl TO QVTIOTOIXO “TIONTIOMIKS
KNpQ”, xpelidZetal v MoiNia otoug puBuoug Kal oTiq HOPPEG TG TIOANG OE WIa APUOVIK
opydvwon (600 eival Suvatdv va Yivel oTIG ONUEPIVES OUVBNKEG AoTIKAG CwNQ).

Av 1 ouppikvwon Kal 1} EMEWN TOIKINAG MPOKAAOUV (pIVOUEVA EPNUOTIOMNANG OTO PUTIKS
MEPBAMOV, HE TIG QVAAOYEG OUVETEIEG YA TN Zwr) YEVIKWG, N EMITEdN QVTIUETWION ™G TIGANG
1ou AeToupyel oav “08évn’" érou MPORANOVTaL EIKOVEG, XwpIG KAmola TIOIOTIKY) 0PYAVWON O
BAEBOG, MPOKAAE( QVTIOTOLXA KOWVWVIKG PaVOUEVa uroBABIONG TNG MoIOMTAG LWNG.

Méoa oe autd To MACiolo avaliong TG OXETIKNAG (COPPOTTOG TWV HOPPWV KAL TWV PUBUAY TG
MOANG UMopoUv va SIapopPwBoUY Ta KPIMELa Yia TV ABNTIKY| GTO QOTIKG owoouotnua. Méoa oe
autd TO TESIO EMIKOVIWVIAS Ol SNUIOUPYIKEG HOPPEG TEXVNG UTOPEl va CUUBAMOUYV 0UCIOCTIKG
omv MNadeia yia 1wépporn eEENEN TOU AOTIKOU MEPBAAOVTOG, OTNV TIPOOTTIIKY TG BHoNG
QVATTTUENG TNG KOWVWVIAG OTO XWPO Kal OTO XPOVO.



O1 mapandvw OKEPEIG EXOUV WS APOPLT) TNV TIONTIOUIKT TIPOKANON Twv OAUUMIAKWDY AYWVWV
ToU 2004. MpdkAnon v oroia Bewpw oNUAVTIKA eukaipia kat padi dokipaoia.

Av agomonBel oy TIPOOTTTIKY) KATIOIOU OTOXAOTIKOU Slaxpovikou oxedlacuol, uropel va
EVEPYOTTOMOEL TIG dNUIOUPYIKEG DUVALELG YIQ TNV OUCIACTIKY QVTIMETWITION TOU MApEvTog Kal ToU
MEMOVTOG TOU TéTIOU HAg, HECA OTO VEO TIONTIOUIKS TIEPIBAMOV NG TIAYKOOUIONONoNG.

Eukapia kat paZi dokipacia and myv oroia Ba kpBei katd Moo UMopEl N Kowvwvia Hag va
avaZnmoer véa mpdtuna Mokmopoy, éxt HOvo yia Tov TOMo pag, aMd yevikdtepa yia TV
avBpwndmTa, KaBwG ot OAUMTIAKO! AYWVES EXOUV TIAYKOOUIA ETIKOIVWVIAKY eHREAEIQ.

ModkAnon-diAnuua: H EMGda eival oe B€on va eNEEEQYAOTE! KAMOIa eVAAAKTIKY Tipdtacn yia
MIav GAnN moidtTa twv OAUMMIAKWDY AYMVKY;

"H 8a avarapaydyel He KAMoleg BeaUATIKEG MAPAANAYEG TA YVWOTA EUMOPEUNATIKA TTPATUTIA
TIoU LoXUouv uéxpl TPa; Ta oroia MPoBAMOVTAL KAl EAEYXOVTAL OO HEYAAES eTaIpiEG-X0PNYOUS;

Av aut N EAKANCN-SANUUA ASTOUPYIOE! WG KATAAUTNG YA TNV apunvIon Twv apuodiwv, 600
Kal Twv TONT@Y, TATe N TMANBuoakt} aNippola Twv OAupritakwv Aydvav, avti va pefver omv
EMPAVE TOU BEGUATOG, agrivovTag Miow Hévo okourtidia, Hropel va agloromBel dote 1a geptd
UNIKG va eurtAouTicouv To YEVILO TIONTIOUIKG £5a¢0G TG kowvwviag pag yia Budoiun avdrrtugn oto
VEO TIAYKGOLIO TIePIBAAOV.

MOAITIZMOZ QX EMNENAYZH

AV a1 TETOIO OTPOTNYIKY] QVTIIETWITIOT TOU aoTikoU MEPIBANOVTOG akouyeTal and uepikousg oav
POMAVTIKY ouToTia, T6TE dev péver mapd va apeBolie HOPOAATOIKG, Xwplg ougimon, ota
TpéxovTa PdTUNa Tou MoNTopoY Tou “Beduatog”

Av bpwg Bewpriooupe To epiBEMov wg TAalolo yia Bidboin avdriugn, Téte N ouykupla Twv
ONupruakdv Aydvav tou 2004 avadekviel KGBe ONUIOUPYIKY| TIPOCEYYION WG PEaNOTIKT
avaykaiémra, n ortofa ripéret va agloroteftal e 6poug TIONTIKOUG KAl OIKOVOUIKOUG, G EMEVOUO
Cwiiq MpoowrKAG Kat KOVWVIKIG.

louviog 2002

*2hueiwon:
BA. “Agopoiwon kat avdkmmon ¢ au@ioprimons and Ta ouoTTiUaTa EKovwviag (media)”. Eioriynon oto Suurooio
MG EMnvikric Eraipiac AlobnTikrig, pe yevikd Béua H TEXNH Q MEZSON AM®IZBHTHZHZE, 14-15 NoeufBpiou 1997.

XPONIKA AIZSOHTIKHZ, Touog 37-381 1997-1998 oeA. 273 - Exdoom Tou Ibpuuarog Mavaydmn & Epnc MixeAn.

Anpooiedmke ato emoto Nepiodikd ENIAOITOT 2002.

«AloonTikr 17 Euvouxioudc tne Marpdk», 1978-83.
«Aesthetics or Castration of the Matraque», 1978-83.






Cultural “models” of the 21st century
Prologue instead of Epilogue

by the sculptor Theodoros

It may be more convenient for a sculptor to be occupied with, to talk and write about special
matters of his work, being indifferent to the wider and more complex issues. Instead of posing
and analysing more general problems of civilisation, it may be comfortable to be occupied with
only the promotion and trading of his products, to be fortified in the famous “autonomy” of his
Art. Such an “Autonomy” suits also other “experts” who manage matters of culture, as the new
structures of the division of power, which result from the power of the Mass Media, from the
“models” — the moulds — through which forms of society, of politics, of economy and of civili-
sation are produced and reproduced. Confronting the power of these “models”, culture, in its
conventional meaning, and the official education are in a disadvantageous position in facing

the crucial issues of the current and upcoming “civilisation”.

After a makeshift survey of the passing from the 20t to the 21st century, we observe that cul-
tural euphoria of the arts, which had grown through the big visions and expectations of the
industrial revolution, began to be in doubt during the last decades, when the consequences of
“progress” were obvious, a progress which disordered balances in the ecosystems, on which
the survival of humanity on the planet Earth depends. This contestation brought to the fore the
necessity for a new confrontation with the problems of society, looking for other "models” of

ideology and politics.

However, at the beginning of the 218t century, while the problems, arising from globalisation,
generate profound termentation around “quality of life” issues, opening new perspectives in
research, the structures of art still perpetuate the vested "models” of the 20th century, within the
postmodern inertia.of a “civilisation of consumption”. The makers and mediators of art — artists,
theorists, historians, critics, merchants, private collectors or state officials, museums and gal-
leries — content themselves with the handling, transit and promotion of cultural products with
labels/names, as there are no more questions about the significance and function of the arts

in the new environment.

When somebody nowadays insists on asking questions about art and seeking creative actu-

al criteria, one appears to be an anachronistic nostalgic of the 60's!
Yet | believe that the great challenge projected on the horizon of the 218! century concems

the meaning of civilisation.



?

CIVILISATION

What kind of civilisation are we talking about?
Civilisation on the surface of the temporary consumerist communication?
OR
Civilisation in depth, which regulates the structures of society for viable “balanced” develop-
ment and evolution?

There are not any plausible or ready-made answers to the questions above, as the meaning
of civilisation has changed during the last centuries. In order to follow the progress of the cur-
rent civilisation we need to start from the roots of the word “civilisation”: The “city” as a place
to live in, in which “civilians”, as living organisms, live and create.

It is widely known that the industrial revolution brought radical changes to the structure of the
city in relation to nature, but also to the function of the citizen within it. The systems of produc-
tion and transit of products and information were changed, changing the relationships between
qualities and quantities.

These changes defined the evolution of the content of Civilisation, changing the role of Cul-
ture, which shapes and is shaped in every society.

So we observe that, after the industrial revolution, the meaning of civilisation is defined by
the dominant ideas of the era, like "progress”, “evolution”. “speed” which refer to the produc-
tion, the movement and transit of products, people and information. Ideas that traced the route
of humanity, at first through the process of industrial production, through the acceleration of
rhythms of life, through the development of transportation, which then took off in the air of the
post-industrial era, up to the web of digital planetary communication...

These ideas changed the qualities of time and place where the visions of individuals and
societies for “liberty”, "happiness”, “success” are projected.

Such visions fed the arts until the end of the 20t century.

However, modern history, as it is formed on a local as well as a worldwide scale, reveals the
limits of saturation for the systems of communication and production, with effects not only
upon the qualitative co-existence of humans in a particular place but also upon the survival of
the species on Earth.

The guantitative, cumulative and extending idea of “progress” does not feed any more
visions, as it leads inevitably to the barbarity of war or to the massive consumerist greed, which
is motivated even more by the laws of the market.

The cracks we find in the ecosystem due to the thoughtless “progress” of humanity, next to
the waste or the destruction of vital sources of energy, may constitute the starting point for
searching the meaning of Civilisation in the 215t century, from which the role of Art derives.

Without any proposal, any framework for civilisation, art is a nonsensical subjective activity.

Because in our era “culture” usually means only “artistic activities”, we omit all other activi-
ties — productive, technical and financial, to the social antagonism. This leads to barbarity.



If we redefine “Civilisation”, as a generic concept. which includes all human activities that
define quality of living, co-existence and survival of every coherent society in the depth of time,
then every creator coordinated in every human activity, the Sciences or the Arts, will find
motives for creative work in whatever sector he is involved, as a researcher or producer.

At this point, nevertheless, what arises is the difficulty for g global view: since current com-
munication drives to fragmentation and partiality, the elaboration, projection and coordinated
promotion of complex propositions, are excluded from the dominant models of civilisation.

Five years ago | wrote: «We exist through the MEDIA. And this is not necessarily a negative
ascertainment, it constitutes simply an affirmation that society is realised and composed
through communication.» *

| think it is useful to wonder which "model of communication” we refer to, when we are talk-
ing about communication:

?

COMMUNICATION

What kind of communication are we talking about?
Communication only through audiovisual MEDIA?
OR

Communication and the other media, through material structures and forms, natural
and artificial?

Certainly what we mean as “communication” in our era, as “civilised people” is confined to
the audiovisual codes of the Mass Media, which handles information. Information in incon-
ceivable quantities, with continuously increasing speed. Information which is projected on flat
press or electronic “screens”.

“Sereens” of advertising on walls or terraces of buildings in the city, “screens” of various
portable periodicals, newspapers, magazines and commercials which inundate newsstands
and letterboxes, “screens” that “broadcast” continuously information through telecommunica-
tion networks with advertising or propagandistic purposes. This antagonistic hail of information
accumulated in the urban environment contributes to the flattening of the meaning of commu-
nication with more profound effects on cultural balances. Because the more the dominance of
the image is extended to the temporary and provisional surfaces of society, the more the depth
of field of communication shrinks and impoverishes.

Everything becomes shallow, easier, more and more consumable and temporary...

The significant alterations occurring in the urba‘n environment may become understandable
when we compare the scenery of the modern city to the pre-industrial city. Then, when the
organization and communicative functiorj of the city was determined by the everlasting struc-
tures and forms of the pre-industrial society, where Architecture and Sculpture organised the
communicative field in which the religious and political views were diachronically recorded. as
well as the philosophical, the scientific, the technical and other potentials of the society.

Let us compare the present aspect of the city, with the various and colourful surfaces of the
buildings and the advertisements, with the bright and moving signboards and pictures, let's



compare this urban scenery to any other environment of the pre-industrial city and we will
understand the difference in quality.

Towards the end of the 20" century, the awareness of the negative effects on ecosystems
began to activate qualitative changes in dealing with the natural environment. Nowadays we
know how important the control of industrial and technological systems of production and
reproduction is, as the products and their by-products determine quality of life, from the small
scale of the local environment to the planetary scale, which controls the survival of humanity

on Earth.

| think we ought to foresee the effects of the cultural systems of “art” production, reproduc-
tion, projection and transit of products and by-products upon the public space, upon the social

environment.

If we consider Art as an activity for qualitative research into the modes and media of com-
munication, as a part of Culture and Education in a broader sense, and not only as a “cultural
system” of production of articles or manifestations of “art” which trades aesthetic “models” of
fashion in the market, then | think we have to pose every time the question:

9

AESTHETICS

What aesthetics are we talking about?
Aesthetics expendable for temporary promotion and for consumption?
OR
Diachronic aesthetics for awareness, for the formation of qualitative living values,
co-existence and survival?

After the Industrial Revolution, the evolution of models of “aesthetics” followed the path of
models of Civilisation, where the idea of “liberty” of the individual in relation to the co-ordinat-
ed society was decisive for the formation of artistic currents.

"Liberty”, which arose at first from the possibilities machines brought to the acceleration of
the time of production of objects, as of the function of services. Liberty, which took a particu-
lar form under the demand for “free time/leisure time” in relation to working time. A demand,
which gradually evolved into “liberty” against various forms of power.

At the same time, the possibilities of machines changed the modes of production and repro-
duction in various art disciplines. Particularly, after the invention and evolution of photography,
of graphic arts and of other means of mechanical reproduction, the arts of representation
changed. So, the conventional and manual relationship of the artists/craftsmen with production
and communication was gradually weakened, until at last the relationship was split, as the
artists were “autonomous” and enclosed within their “freedom"” of expression.

From the records of artworks of the pre-industrial period, we find out that the reading and
recognition of arts functioned through the common/social “language” of every art, where every



artist/producer/craftsman became acceptable in the society in relation to the "added value” his
work brought. So the individual creativity contributed to the collective/social progress and to
the balanced development of that society. Besides, until the industrial revolution, we investi-
gated the evolution of Civilisation through the works of art. which included essential informa-
tion about the cultural level of society which produced them. Information about the technical,
technological, scientific formation of society, with other information concerning manners, cus-
toms and social behaviours.

Compare the pre-industrial works of art to the contemporary art works and you will find out
that, after the industrial revolution, the reading and recognition of plastic arts gradually takes
place through the subject/"artist” and not through the object/work. The “interpretation” of the
work of art passes through the subjective “language” of the artist. So the common/social “lan-
guage” of every art is broken up in “autonomous individual expressions” within the broader cul-
tural splintering off that brought the “liberty of expression”. This fragmentation of the "common”
codes in “free” divergent subjective tendencies defines the structural difference in the function
of the arts before and after the industrial revolution. This fragmentation will also have growing
consequences for the cultural balances of the societies, as long as the societies pass through
the industrial, the post-industrial, the technological and digital era of the image. Consequences
which in the long run are going to be harder than the “splitting of the atom”, as the “audiovi-
sual images”, which circulate through the networks on our planet and beyond its limits, emit
“side .effects” into the society, while they are consuming great amounts of energy. "Side
effects” that determine the quality of Civilisation.

This radical cultural change of the media and the modes of communication transforms the
human societies on our planet according to the new “model” of globalisation. A model which
transforms the basic relationships that coordinate every society in time and place: The relation-
ships between individual <> social, private <> public and local « » global are not clear any more.

Out of these cultural transformations the crucial issue emerges: For a Civilisation based on
the contemplative planning of managing basic sources of “energy” in relation to the side
effects accumulated in the environment.

An issue which constitutes an important priority for the 218! century, as the forms of energy,
either from natural sources or from human activities, may feed “models” of civilisation towards
counterbalancing directions:

® Towards the creative-productive forces of society, with qualitative criteria for a balanced
evolution and viable development within the natural and cultural ecosystem, or

® Towards mercantile and dominating forces with financially speculative or politically oppor-
tunistic criteria. Quantitative criteria which traffic and project “freely” in the market "cultural”
products and by-products, without any social control for possible “side effects” that aggravate
the communicative environment with cultural pollution, with long term consequences to the
ecosystem of the urban environment.

The first signs of deterioration in the urban environment emerge from the aspects of the con-
temporary city, where the advertisements, the signboards and so many other consumer dis-
plays for ephemeral feasts and festivals. function only as a consumable decorative scenery for
the media. causing side effects with a high degree of cultural pollution. The balanced manag-



ing of “energy” is going to determine Culture in a more general sense, which in turn will define
the direction of Civilisation in the 21st century.

We mentioned earlier that civilisation has a common root with the word “city”.
If the urban space is meant as a field of communication, what kind of city are we talking
about?

AESTHETICS IN THE URBAN ECOSYSTEM

When we talk about ecosystems we often forget the urban ecosystem. We forget that the
“home” (oikog, ecos in greek ) once constituted the cell of the city. Whereas nowadays the city
is perceptible as a network of roads dominated by every kind of “vehicle” that transports peo-
ple and merchandise or circulates audiovisual information with images and words for adver-
tising and propagandist purposes.

This radical change in the city structure causes essential differentiations to the organisation
of the urban space, as from the main cell, the “home”, integrated in the natural and urban envi-
ronment, we pass to the movable cell, the “vehicle”. These structural changes in the function
of the contemporary city have consequences to the meaning of the current civilization, as the
motion of vehicles forms the main web of the city with crucial effects for the quality of life of its
civilians. Consequences which often determine the survival of people. (Cf. pollution of the
atmosphere and many other health problems caused by the contemporary urban environ-
ment.)

On the other hand, the boundless and imbalanced transit of audiovisual information for
advertising and propagandist purposes creates a competitive tension in the public space
which is accumulated in the sensitivity of people, leading to aesthetic aphasia.

However nowadays, as we become aware of these problems, here comes the main request
for balanced organisation of the city with the basic human needs of the civilians as a rule, but
also for the reinstatement of coherence with the broader environment, with the natural ecosys-
tem in the chain of life.

It is known that diversity and harmony in the forms and rhythms of nature create the climate
in which life in general is developing and evolving. What has been ignored is that social life
needs the equivalent “cultural climate”, needs the diversity in the rhythms and forms of the city
in a harmonious organization (as long as it is feasible in today’s conditions of urban life).

If the shrinkage and lack of diversity cause phenomena of desolation in the natural environ-
ment, with analogous consequences for life in general, the “flat” confrontation of the city, which
functions as a “screen” where images are projected without any qualitative organisation in
depth, all this causes equivalent social phenomena, downgrading the quality of life.

Within this framework of searching for the relative balance of the forms and the rhythms of
the city, the criteria for Aesthetics in the urban ecosystem may be formed. Within this field of
communication, the creative forms of art may contribute essentially to the culture for balanced
evolution of the urban environment, to the perspective of the viable development of the socie-
ty in time and place.

The above thoughts were triggered by the cultural challenge of the Olympic Games of 2004.



A challenge, which | consider as an important opportunity and also as a test-event. If we devel-
op the prospect of contemplative planning, we may activate the creative forces for the essen-
tial planning of the present and future of our country, within the new cultural environment of
globalisation. An opportunity and at the same time a test-event through which it will be evalu-
ated to which extent our society may seek new models of Civilisation, not only for our country,
but in a more general sense for humanity, as the Olympic Games have a global communica-
tive range.

Challenge-dilemma: Is Greece capable of working out any alternative proposition for anoth-
er quality of the Olympic Games? Or is it going to reproduce, with some spectacular variations,
the well known commercial models that are now dominant; Models which are projected and
controlled by great sponsor companies.

If this challenge/dilemma works as a catalyst for awakening the people in charge, as well as
the civilians, then the tide of crowds at the Olympic Games, instead of staying on the surface
of the spectacle, leaving behind only garbage, may be utilized in order that the imported mate-
rials enrich the fertile cultural ground of our society for viable development in the new global

environment.

CIVILISATION AS AN INVESTMENT

If such a strategic consideration of the urban environment sounds to the ears of some people
as a romantic utopia, then the only thing we have to do is to leave ourselves fatalistically, with-
out discussion, to the current models of the “civilisation of the spectacle”.

If nevertheless we regard the environment as a framework for viable development, then the
coincidence of the Olympic Games of 2004 raises every creative approach as a realistic neces-
sity, which must be validated in political and financial terms, as an investment of personal and
social life.

June 2002

*Note:
See: “Assimilation & recuperation of the contestation from the Systems of communication (media)”. Paper for the

Symposium of the Hellenic Society of Aesthetics, on ART AS MEDIUM OF CONTESTATION, 14-15 November 1997.
ANNALES FOR AESTHETICS , Volume 37-38/ 1 997-1998 oeA. 273 - Edition of Panayotis & Effie Michelis Founda-

tion.
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e MeTarmuyiakég onoudég omy Ecole des Beaux-Arts, oto Mapiol

e ASdokel VAUTTTKR oto California State University, wg emokenmg Kadnyntg
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ATOMIKES EKOESEIS & PERFORMANCES

e Centre Culturel National, Aix-en-Provence, FaAAa
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® [AunTiKn yia SUUUETOXT] TOU Kowou - Anayopeuetal i Zupetoxri (MepBAarhov)
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1990 ® joopportiec ‘90, Kévtpo Zuyxpowng Téxvng IAedva Touvta
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® AeA@ikd, Eupwiaiké MoAmotikd Kévipo AeApwv & ato PéatiBal Apduag
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Antico Palazzo della Pretura Di Castel Arquato, Mdapua. Itaiia
2004 o AOHNA by ART — AICA HELLAS & Arjpog ABnvaiwy
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o IXNH, Exdéoeig Kaotaviim )

o ENAS MAYITTHS STON AEPA, EXBO0EIG "YYhov

o ANA-KATAAHWH, Ex80eIG “YWIAOV

o AOIOI, Exd60oeig AlyOKEPWS



THEODORQOS (THEODOROS PAPADIMITRIOU)

1931 ® Born in Agrinion, Greece

1952-58 e School of Fine Arts, Athens

1959-62 ® School of Fine Arts (E.S.N.B.A), Paris

1972 e Visiting Professor at the California Unversity, Hayward, U.S.A.
1980-98 e Professor of Plastic Arts at the School of Architecture,

National Technical University of Athens (N.T.U.A))

ONE-MAN EXHIBITIONS & PERFORMANCES

1965 ® Centre Culturel National, Aix-en-Provence, France

1966 e Maison de la Culture, Amiens, France

1969 e Retrospective 62-68, New Gallery & Kennedy Hall, Athens
1970 e Sculpture for Public Participation - Participation Prohibited

(Environment - Manifestation)
Studio of Contemporary Art, Goethe Institute, Athens
1972 e Instead of a Sculpture, (Environment), Desmos Gallery, Athens
1973 e Sculpture '73 = Touch + A Litle Taste
(Environment & Performance), Desmos Gallery, Athens
e Presents at the International Design Conference, Aspen, U.S.A.
a. Manipulation ! - For A Specator Alone (Record)
b. Manipulation Il - On the Limits of Tolerance (Anti-Spectacular Theatre)

1974 e Sculpture '74 = Manipulations (Anti-Spectacular) Desmos Gallery, Athens
1975 e Confronted Retrospectives, 1963-67 & 1968-74 French Institut, Thessaloniki
1976 e Experimental Theatre. One-Act Sculptural Plays-Performances:

a. Original Work of Sculpture
Without Quality, Without Message, Without Content... (1974)
b. Manipulation Il - On the Limits of Tolerance (1973)
1977 e Double Exhibition, Desmos Gallery
a. Manipulation ill, Xlll & XV
b. Environment: Fragite - Non Fragile

1981 e Manipulation XXX, (Performance), Nieuwe Kerk of Amsterdam
1982 e Manipulation XXX, Variation B (Performance)

Palais Royal des Beaux-Arts, Brussels, Europalia - Greece
1984 e Journey's Marks - Traces of Touch, Obijects 1953-1983

Retrospective in the National Gallery, Athens
e Environment - Fragile, Zoumboulakis Galery

1986 e Re-Place « Re-Search, Municipal Art Gallery, Rhodes
Installation in the Saint-Georges Ramparts
1988 e Apocalypse Main-Tenant(e). French Institut, Athens
1980 e Bajances '90, Contemporary Art Center lleana Tounta, Athens
1991 e Suspensions, Vellidion Art Center, Thessaloniki
1993 e Art Fragile, French Institut, Thessaloniki
1994 e Caryatides ‘94, Contemporary Art Center lleana Tounta, Athens
1995 e Caryatides ‘94, At Fair 26'95, Messe Basel, Switzerland
1997 e Aronia* '97, Art Forum-Vilka, Thessaloniki (*Out of place, Without place)
1999 e Metechmion, Contemporary Art Center lleana Tounta, Athens
® Deiphica, European Cultural Centre of Delphi & Festival in Drama
2005 e Screens, Contemporary Art Center lleana Tounta, Athens

® Re-Place «— Re-Search I, Municipality of Elefsina,
(Exhibition-Installation in the old distillery KRONOS)

EXHIBITIONS
1961-66 e Salon des Réalités Nouvelles, Museum of Modern Art of Paris
1962 e Contemporary Sculpture, Havre Museum, France
1962-68 e Salon de la Jeune Sculpture, Rodin Museum, Paris
1963 e Biennale of Sao Paulo, Brasil

e Biennale of Alexandria, EQypt




1964-67
1965

1966

1967

1968

1970
1977

1978

1085
1986
1988

1989
1990
1991
1992

1993

1997
1999
2004

1971
1973
1976
1983

1987
19088
1993
1994
1996
2000
2000
2001

2002

¢ Salon des Comparaisons, Museum of Modern Art, Paris
® Panathenea of International Sculpture, Philoppapos Hill. Athens
® [ a Main, Claude Bernard Gallery, Paris
e il Exhibition of International Sculpture, Rodin Museum. Paris
® Offerings Inatendus, J.Ranson Gallery
e Contemporary Greek Art, Rath Museum, Geneva
® ' Age du Jazz, Galliera Museum, Paris
e EXPO ‘67, Montreal, Canada
® [es Assiges du Siége Contemporain, Musée des Arts Decoratifs. Paris 1969
e Sculpture Exhibition, Centre Albert Camus, Tananarive. Madagascare
® Salon de Mai, Paris
e Presents the four-month Manifestation-Exhibition:
Hypothesis For a Museum of Contemporary Art, Desmos Gallery, Athens
® Manipulation | & Manipulation Xlll
in the Exhibition «Myth & Reality» at the Expo Arte, Bari. Italy
® Greek Art, Warsaw, Poland & Budapest, Hungary
® Question Marks - Reference Points, Galleria Civica, Modena, Italy
o Jewel + Anti-Jewel, Ericson Gallery, New York
® Portrait of the Artist and Social Environment, French Institut, Athens
® Art Exhibition, Dracos Art Center, Athens
® Pandora’s Box, Gallery 3, Athens
e Art Symposium, Minos Beach, Crete
e Spinx Il (1965), placed in the Olympic Sculpture Park, Seoul
e /dioms of Contemporary Sculpture, Sommacampagna. Verona. ltaly
e La Pietra e i Luoghi, Bitonto, Puglia, Italy
e Les Couleurs de I'Argent, Musée de la Poste. Paris
e Sanat-Téxwn, M.S.U. Istambul Painting & Sculpture Museum
e Metamorphoses of the Modern, National Gallery, Athens
e Simppetra, Symposium of Sculpture, Antonio Duarte Museum,
Caldas da Rainha, Portugal
e Dialogues, Palais d' lena, Paris
e The Tree, Averoff Gallery, Metsovo, Greece
& Contemporary Art Center, Nicosia, Cyprus
e 42&me Salon d'Art Contemporain, Montrouge, Paris

e OPEN '99, International Exhibition of Sculptures and Installations - Lido, Venezia

o ATHENS by ART - AICA HELLAS & Municipality of Athens
OTHER INSTALLATIONS

e Metal Composition for a Bank, Athens

® Fontaine - Composition for a group of Schools, France

e Metal Composition for a Bank, Volos, Greece

e Columbus' Egg - Sculptural Composition for an Hotel, Athens

e Scenery-Environment for the Euripidis' Tragedy, "Phoenicien Women™,
in the Ancien Theatre of Epidavros

e Sculpture-Trophy «European Better Environment Awards» in Industry.
For the European Commision

e Horizon | - Bronze & steel sculpture for the house of the Architect
| Gounaropoulos, Skinias, Marathon. Greece

e Twelve Ray/Spoked Wheel on Cables Counterbalanced by a Sphere
Large-scale sculpture in stainless steel for the technical & scientific
exhibition Eurometrics ‘93, Athens

e Fioating Caryatid. Collection lishin Spining Co.Ltd. Seoul. Korea

e Olympic Diptych - Large-scale sculpt‘ure in stamless steel and bronze on the
tacade of the building of the Olympic Committee in Athens

o Varvato '65 installed in the main square in the city of Drama

e Floating Caryatid Il National Bank of Greece. Piraeus. Greece

e The METRO CLOCK. Large-scale sculpture in stainless steel and bronze
installed in the mane hall of the Metro station of Syntagma square . Athens

e Clepsydra '00. Large-scale sculpture In stainless steel. glass and water
Town Hall of Amaroussion. Greece



AWARDS & GRANTS

1965 e Rodin Prize - IV Biennale of Paris

1966 ® First Prize of Sculpture - House of Fine Arts, Athens

1972 e Ford Foundation Grant

1973 e | B.M. Fellowship, for the International Design Conference in Aspen,

Colorado, U.S.A.

1997 e Grand Prix au 42&éme Salon d'Art Contemporain, Montrouge, Paris
BOOKS
(written by the sculptor)

1981 e A SCULPTOR IN THE MARKET PLACE, published by Ypsilon

1984 e JOURNEY'S MARKS -TRACES ON THE SAND OF WORDS, published by Estia

1988 e TRACES, published by Kastaniotis

1989 e A SCULPTOR ON THE AIR, published by Ypsilon

1992 e RE-OCCUPATION, published by Ypsilon

1994 e | OGO published by Egokeros

EIRATONOATION TIE FITIAL.
15 KOASAFOY & LAY AL

W S



Oeilw va euxaploTriow:

* To Arjuo EAeuoivag, oto npdowno Tou Anudpxou Mwpyou
AunatZéyrou, yia mv mPOOKANOn oTiG EKSNAWOEIG Twv
<AlgYUAEiL Y.

* Tov Kdota MewpyouadrnouAo, mou EionyTionke mv gvraén
me ékBeong ora <AlgxuAeia» kai 10 oUuMEKTn Kwota
lwawidn nou ouunapacTasnke omyv npoondeea.

o Tov Avidriuapyo [aBpuiA Kaumdvn, tov [wpyo Zkidvr,
1ov NatiAo Mo kai Toug dMoug ouvepydieg Tou Arjpou
yia mv avdAoyn GUULETOXT OV npoeToipaoia me EkBeons
ANA-TOMIEH <> ANA-ZHTHEH Il

e Touc ouvepYdTeG Kkal PIAoUG, ITOU padi naAéyaue péoa oto
KkaAokaip! yia va mpoAdBoUE va ETOAOOULE TV gxBean kai
Tov KaTdAoyo: Tov eIk Texvitn MNava yiotn MetporouAo mou
avédaBe v Texvikr empéAeia G EkBEONG Kat TN Mayia
SToupvdpa Mou rmueATiBNKe Tov KardAoyo.

* TouC aVIIMPOOWNouG Twv ETAPIV NAYIMHIEIA
EAEYSINAS kai KPIOAPHS AOMIKES YAES, mou BoriBnoav
Ue Kkdmoia UAKd OV KATAOKEUT)  TWV unaiGpiwv
eykaraordoewv, wg eAdyioto deiyua OUHLETOXNIG TNG

TOTIKTIG KOIVGWVIAG.

GéAw eniong va avapepw ToUS ouvepydTeg Kai prou’q
Apxitgkroveg, Avdpéa AaurpdnouAo Kal BaoiAn Kpntiko,
KkaBWC 0 HETaty ag GNUIOUPYIKOS SidAoyog avavewvel To
EVOIaQEDOV LOU Yia TV §pEuva NG TEXVNG O€ agygon e 10
aUyxpovo aoTikd mepIBAMoV.

Kai téAog, ™ Audla ManadninTeio
mou emueAnenkav mv ayyAikri HeTdgEaor.

v Kai Tov Mark Durden

I would ke to thank:

® The Municipality of Elefsina, in particular the Mayor Geor-
gios Abaizoglou, for the invitation to the manifestations of the
‘Aeshyleia”

e Kostas Georgousopoulos, who proposed that the exhibi-
tion responded to the "Aeshyleia” and the collector Kostas
loanridis who supported this project.

® The deputy Mayor Gabriel Kabanis, Giorgos Skianis, Pav-
los Bellos and the other fellow-workers of the Municipality
for their contribution to the preparation of the exhibition
RE-PLACE «» RE-SEARCH II.

® The collaborators and friends, with whom we struggled,
during the summer, to prepare on time the exhibition and the
catalogue. the specialist technician Panayotis Petropoulos
who undertook the technical care of the exhibition and Maya
Stournara whe designed and edited the catalogue.

e The representatives of the companies SHIPYARDS OF
ELEFSINA and KRITHARIS, who helped with some materials
for the construction of the open air installations, as a sample
of participation of the local society.

I also wish to mention the collaborators and friends, archi-
tects Andreas Lambropoulos and Vassilis Kritikos, as the cre-
ative dialogue between us renews my interest in researching
Art in relation to the contemporary urban environment.

And finally, 1 would like to thank Lydia Papadimitriou and
Mark Durden for refining the translations into English.

NAYMHIEIA EAEYZINAZ
ELEFSIS SHIPYARDS



O katdAoyog Tun@énke oe 1.000 avrituna
yia Tnv ék8eon tou YAUTm ©63wpou

ANA-TOMIZH <> ANA-ZHTHZH
OTOUG BIOMNXAVIKOUG XWPOUQ

TOU A0V EQYOOTAGIOU TOTOMNOLAg KPONOZ.

AHMOZS EAEYZINAZ
Erutpori Alopydvwong “AloXUAelV”
MaykdAou Kat XatQidaxn
EAEYZINA
TnA: 210-5537302
www.Elefsina.gr

The catalog was printed in 1.000 copies
for the exhibition of the sculptor Theodoros

RE-PLACE <> RE-SEARCH

in the industrial area of the old distillery KRONOS.

MUNICIPALITY OF ELEFSINA
Organizing Committee of the “Aeschyleia”
Pagkalou & Hatzidaki str.
ELEFSINA
Tel . +302105537302
www.Elefsina.gr



EEGpuMO: «Apigowyia MévBio otov Aypo-Blounxaviko F1oAmops», 1977-1997.
Cover: «Hommage Funébre & la Civilisation Agro-industrielle», 1977-1997.

OrmoBépuiro:

Back cover-  “AOZ MOI ... TOMON», 1997

Mapia Mayia Exoupvépa - 210 51 32 813, 210 51 49 761
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