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ANTONAKOS

THE SEARCH

m
g

ANuog EAeuaoivag
deoTIBAN AloxUAeiwv

City of Elefsina

Aeschyleia Festival






XaipeTIopog

Me Tnv napouacia Tou Stephen Antonakos ota ¢peTiva AloxUAeta Sivetal cuvéxela
O€ OTUAVTIKA EIKAOTIKA YeyovoTa, Tou mpoodlopifouv Tnv véa TauTéTnTa NG

MOANG Kal avTanoKpivovTal OTIg TIPOKANOELG TOU OfHepd.

Te pla Blatépwg dUoKOAN emoxr), OMoU TPOTEPAIOTNTES KAl TPOYPAUUATIONOI,
1000 OE TPOCWTIKO OO0 Kal 08 KOWVWVIKO eTiNedo, guvexwg aAlafouv, n éudaon
oTi¢ a&ieg Tou MoAwmiopol eival o otaBepdg 0dNyog Mo pag Bupifel 6TL To pétpo

OAwvV TPETEL va eival o AvBpwTog.

H ekaotiki napéuBaon Tou Stephen Antonakos pe otolxeia véov, oto x@po
Tou Mahatol EAdioupyeiou, He TNV TOAUNPN ouvUmap&n armov YEWUETPIK®V
OXNUATWV Kal AQUMp@OV XPpWHATWY, He Ta Xahdopata kal v ¢Bopd Tou Xpdvou,

EKPPAlEL EKTOG TWV AAAWV TNV aioBnom Tou HETPOU KAl TNG APXITEKTOVIKNG

looppOTHAg.

H aioBnon g loopporiag oTov MePIBAAAOVTa XWPOo, TEPA ard TNV alednTike
anbAauon oe eninedo poOpHAg, avalnTa va ayyikel eowTepikeg alnBeleg, emugntd

Vv eEUYPWOT Tou avepdmyvou OpapaTog.

To £IKAOTIKG £pY0 WG OTITIKY EQMELpia aAAa Kal wg neplexoHevo fwng dev anéxel
nMoAU ard tnv EAsucivia puBohoyia g HUOTNPLaKNG AaTpeiag: oto épyo The

Search, n avaZAtnon kai n guppetoxn elval n mpodnoBeon yia va emwlei to

adavépwTo.

To un anokaAudBv kat n £vvola Tou avoloKANPWTOU BivOuV TO HUGTAPIO OTNV

Gwn kat ekel pwAlael, EAeye o XéykeA, To avBpdmvo nvelpa.

Ex pépoug Tou Afjpou pag euxaplotd Tov Stephen Antonakos yia TV cuppeToxh
ota AloxUAela 2011. H Eexwplot) Tou rapoucia kat o BaBUg oToxaopocs Tou,

eival MoAUTIUN Tapakatadikn yia Tov 806 kat T MOAN pac.

MoAAEg euxaploTieg oe dooug BonBnaav TGo0 ar’ TV MAEUPA Tou KaAALTEXVN
600 Kal Tou Afpou pag, kaBawg pe v eB8eAoVTIKN TOug npoopopd divetal n

duvatoTNTa va oAoKANPOVOVTAL HeEYAAA TIOAITIOTIKA YEYOVATA.

MNwpyog Apmat{dyAou
Anpapyxog EAeuoivag
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A Cubist Experience in Space

The invitation of Aeschyleia Festival to Stephen Antonakos for the creation of a site-
specific installation had to happen.

The historical legacy of the Elefsinian topography with references to energy mysticism

and the industrial olive oil factory building of the installation site are material that have
found their artist.

Stephen Antonakos, one of the most recognized artists in the sculptural use of neon,

has placed neon structures into seven sections of the olive oil factory buildings.

Site-specific works in the interior and exterior surfaces of the factory rubble, which
sometimes follow and sometimes resist the lines of the buildings, become the only

source of light that transform the 17,000 sg.m. concrete shell into another reality,
another truth.

With isolated hues, where the blue is blue and the red is red, simple geometric neon

structures transform the wreckage of the olive oil factory into a visual performance for
the retina.

The vision, said Delaunay, the most refined of our senses, is the one that communicates
more directly with the mind and consciousness. The colors of the neon - crystal, clear
and pure — transmit a harmonious form and seek to reach a pure existence, “...to reach
the inner person”, as the artist points out.

In Antonakos’s oeuvre there is no fixed viewing position. The neon tubes project and fuse
color everywhere, they stretch even in the most hidden parts of the building, invade one
another and create countless visual experiences. This leads to a dynamic movement in

space, where the impressionist random gaze meets the consciousness of the viewer.

With The Search, a succinct title that does not illustrate the work but suggests its
hidden essence, the artist urges the visitor to a wandering that will lead to a game of
discovery.

In Elefsinian topography is revealed, perhaps in the best possible way, the artists’
long-term firm intention to make the viewer reflect on his/hers position in space, to
make him/her discover by moving inside, by looking around, up and down and every-

where, and access a multifarious experience, open and conscious.

On behalf of the Aeschyleia Festival Board, | would like to thank Stephen Antonakos for
his spontaneous participation in the festival and the considerable insight he has offered
us. His knowledge and deep reflection are invaluable. | also would like to thank Naomi
Spector, the artists’ long-term companion, for her tireless help in the production of this
exhibition.

I finally thank the Elefsina City Council and Aeschyleia Festival Board for their unre-

served commitment in creating a significant legacy for our city.

George Skianis
Aeschyleia Festival Committee Member
Visual Arts Program Coordinator



Mia KUBIOTIKN EQMEIpia OTO XwWpo

H rpoTaon Tou ®eoTiBAA AloxuAeiwv otov Stephen Antonakos yia v ELKAOTIKN

eyKaTaoTaon tov ZemrépPpn Tou 2011 Empene va oupBel.

H evepyelak Toroypadia Tou EAeusiviou Xwpou Kat To BlOHNXAVIKO KTNPLO TOU

gAaloupyeiou ATAV TO UAIKO TIOU CUVAVTAEL TOV KAAAITEX VT TOU.

O Stephen Antonakos, amd Toug TIO AVAYVWPELIOHEVOUG OTNV YAUTTTIK] Xprion
Tou véov, ToroBeTel TIC VEOV KATAOKEUEG TOU OE ETTA KTNPLAKEG EVOTNTEG TOU

ghaloupyeiou.

Me in situ £€pya OTIG ECWTEPLIKES KAl EEWTEPIKEG ETPAVEIEG TWV XAAQOHATWY, TOU
AAMNOTE aKOAOUBOUV Kal AAAOTE avTloTEKOVTAL OTO TEPiypappa g ¢oppag Twv
kTnplwv, yivovtal ot Hovadikég Tyeq pwTOG MoU HETAHOPP@VOUV TO TOLUEVTEVIO

Kougpdapt Twv 17,000 T.J. O LA AAAN MpaypaTikotnTa, pia dAAn aineia.

Me TOVOUG QTOHOVWHEVOUG, OTIOU TO UTTAE eival PITAE KAl TO KOKKLVO eival KOKKLVO,
Ol aM\éC YEWHETPIKEG KATAOKEUEG VEOV, TO KTNPLOKO epeimo Tou eAatoupyeiou

HETATPETETAL OE HIA TIAPACTAC TOU apdIBANCTPOELdN.

H avTinapdfeon Twv UAIKGOV Kal N TOApner ouvimapgn tou véov, oUpBoAo otn
EMOXT] TWV SLAPNULOTIKOV UNVURATWY, HE Ta XaAaopaTa Kal TNV gkovn, TNy mETpa

kat Tnv $Bopd Tou XpoOVou, TPOoKaAsi pla eEEyepan ouvaloBnuaTwy.

H 6paon, éieye o Delaunay, n tuo eEsuyeviopévn ano Tig alobfoelg pag, sival
QUTH TIOU ETUKOLVWVEL Mo Apeoa Je To puald Kal v ouve{dnom pag. Ta xpwpata
véov, KPUOTAAAlVO, Eeudldkplta, mapBevikd, HeTadidouv TNV HOPHOAOYIKT
yaAfvn kal emdidkouv va ayyifouv tnv adiadBopn Unapgn, «va nmpooeyyicouv

NV E0WTEPIKOTNTA TOU BaBUTepOU avBp®TIOU», OTIWG AEEL O KAANITEXVNG.

ST0 £pyo Tou Antonakos dev undpyel oTaBepd onueio BEaong. Ot cwAfveg vEoV
peTadépouv To Xpmua mavrol, éwg Ta o anokpuda onueia tou gpelruwva
kat el0BAAAOUV TO éva péca oTo dAAo BNUIOUPYMVTAG TIOAUAPLBHES OTITLKEG
eurelpieq. Mia Suvauiki kivnon oTo X®PO, TIOU TO IMTPECLOVIOTIKO Tuxaio

ouvavTda TNV oTLYUN TOU ETUOKETTN.

The Search, pe autéov Tov TOAU TeTuxnuévo TiTAo, €vav TiTAo Tou dev
UTIOYPAMKIZEL TO £pY0 AAAA UTIOBNAGVEL TNV KPUHHEVT TOU ouaia, MPOTPETIEL TOV
£TIOKETTTN 0 Antonakos oe pia meptmAdavnon mou Ba Tov 0dnyfoet oe £va naiXvidt
avakaAUPewv. STov EAeucivio TOTO (0w anoTundveTat He Tov KAAUTEPO TPOTIO
n otaBepr] MPOBeoN Tou KAAAITEXVN va KAVEL TOV ETILOKEMN va alcBavBel v
g£on Tou péoa OTo XMPo, va avakaAUyel KoIT@vTag oAdyupd, Mavw - KATW,
navtol, TIC oUPAVIES KAIHAKES, va VIMOEL pia epnelpla, avorXTi, o e§UPwHEVD,

Lo QUVELDBNT).

EuxapioToUpe Tov Stephen Antonakos, yia v au®OoppnTn CUPHETOXN TOU OTO
¢$eoTIBAA KAl TNV ONUAVTIKI EUTELpia TIOU Hag mpocégepe. H yvdon Tou Kal o
BaBlg TOUu OTOXAOMOG Hag eival TOAUTIHOG. EuxaplotoUpe emiong tnv Naomi
Spector, oUvTpodo Kalt ouvepydtn Tou Antonakos, yia Tnv akoupaotn BonBela

NG, 0TV OAOKAPWAOT AUTNG TNG EKBEONS.

Emiong Tov ARHO KAl TOUG OUVEPYATEG TNG ETUTPOTMG AlOXUAE{wV, TIou ouvexifouv

va cUPPBAAAOUYV OE [IA ONHAVTIKA TapakaTadnkn yla v noAn pag.

MNwpyog ZKiavng
MéAog Tng Erutpormg AloxuAieiwv
YrieUBuvocg ElkaoTikoU MNMpoypapparog
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Antonakos

AuTé To Keluevo mapouoidotnke ard v Dr. Evans err’ eukaipfa tng Lifetime Achievement
Award otov kaAAiTéxvn kata Tn Sidpkeia NG TEAETHS Tou BpaBeiou Gabby Awards 1ng

Greek American Foundation’s oto Ellis Island, Néa Yopkn, 4 louviou 2071.

' autdv ed® ToV YEUATO HE AOTEpLA XWpPo, eival To katadAinio pépog yia va
TN ooupe Tov Stephen Antonakos o omolog opIAeUeL TO PwWG YA MEPLOGOTEPO ATO
MEVAVTA XPOVvid. ZEKIVOVTAG TNV KAAALTEXVIKN Topeia Tou apéowg petd Tov B’
Maykoopio MéAepo, o Stephen xpnotLonoinoe apxika o mapadooiakd uAlkd. Eta
TEAN g dekaetiag Tou '50 Ut pEe €vag amod TOUG TIPWTOUG TIOU avakdiuyav
mv d0vaun tou véov wg HECO EIKAOTIKNAG €Kdpaong. And TOTE Ta £pya Tou
aXHaAwTCouv To dwe Kal dlaxEouv XPWHATIK apuovia amd Ttnv Avatollki
HEXPL TNV AUTIKA AKTH, arno v lanwvia HEXPL TOV ouvalobnuatikd Tou upnva,

TN YEVETELPA Tou, Tnv EAAGSA.

Me pakpd mapoucia oTnv €IKACTIKN OKNVA NG Néag Yopkng, o Stephen
MEePLYPAPEL TO £pyo TOU WG AMOAUTA YEWHETPIKO, GOPHANOTIKO Kal adpnpnuévo.
MvVIHaAIOTIKG Kal evvolakd PMOpoUpE EHEIG va npooBécoupe TOTOBETMOVTAS TO
£PYO TOU OTO ofjuepa. EEicou OTHavVTIKT| OHWG elvatkaln dnAwon tou «Mpoomadw
va Blwow epnelpieg 6mwg auth TNG UYNANG, ayvig Xapdag mg nadiking nAkiag.
OéAW TNV CWUATIKA, ouvalodnUATIKA Kal pavraclakn egayn mou avugdmver To
eBW Kal TOpa oTo eninedo ekeivng TNG TMPWIUNG, agEXaotng, andAutng xapdg
ToU VIOOEIG 6Tav MpwToavakaAUTITELG TOV KOOHO...To InTtolpevo eivat va Zeig
He EVEPYELD...va epyaleoal yla Tig dUVateg, KPUHMEVEG TBavOTNTES TIoU N Jw

eMPUAAOOEL O 6AoUG pag».

TO KAVELQUTO He Ta oxEBLA TOU, AyarmpéVo HECO ard MaAd, HESW TwV SLodlaoTaTwy

véov Tavel (Panels), Twv oroiwv 1 emeavela KAAUTITETAL HEPLKEG POPEG HE PUAAOD

yxpuooU 1] agnuioU Kal Je Ta povtéia ekkAnolwv (Chapels) kal xwpwv dlahoyiopou
(Meditation Spaces) mou £0TIAZoUV TNV TPOCOXT| HAG OTN HETAUOPPWTIKA SUvapn
Tou ¢wTtode. Elval évag pwvipaiiotig g adaipeong, Tou omoiou To £€pyo pag
npokahel va okepToUUE, va avaloyloToupe fwn W éva Tpdrno otevd

GUVBEBENEVO HE TOV pOAO TwV BuZavIvidv EIKOVWY.

Eival Tign yia péva, pa BuZavtivoAoyo, ) oroia HEAETA TV SUvapn Tou GpwTog
ota apxaia pvnueia kat Tig EIKOVEG, va 0ag Tapouolacw Tov Stephen amndye. To
yeyovog OTL Bev eipal n povn mou BAENeL T BPNOKEUTIKN SUvaun Tou £pyou
tou emPBeBal@veTal and To OTL Eva £pyo Tou, £va aonpevio avayludo (Relief)
aré v oelpd ‘Alphavitos’, ToroBeTNBNnKe Mpdéopata —pali pe peyaro aplBuog
elkOVWV— Blm\a oe £va BufavTivo Teprio oto BuZavtivo kaw Xplotiaviko Mouoeio

g ABAvas.

H A®fiva eival to deltepo oritt Tou Stephen, eKkel OMoOU TApPoOUCIAOTNKE 1)
HEYAAUTEPT QVABPOHIKY £kBeon NG kaplépag Tou 1o 2007-2008 oto Mouoseio
Mnevakn Tng odou Mepaiwg. ‘Eva and ta ONUavTIKOTEPA £pya TG £kBeong NTAV
pia ané Tig EkkAnoieg (Chapels) Tou oe $uoiIkO HEYEBOG. To 1997 otnv MruevaAie
g Bevetiag ekmpoodmmoe Tnv EAAGSa pe 1o gpyo tou Chapel of the Heavenly
Ladder. EATiZw oTt ToAAol ané eodg eidav to £pyo Silent Chapel oto Onassis Cul-
tural Center £8@® otn Néa Yopkn To 2004. S0vVTOHA N HAKETA evOG oAodPOTIOTOU
dlapavolc xdpou dlaloylopou (1998) Ba eykataotabei oe puoikd péyebog ato

Apepikavikd KoAeyio ABnvmv. EAmidw va éxete ndn deLT) va deite v Tpéxouca
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£kBeor| Tou onv Lori Bookstein Fine Art, £ékBeom Mou eival HEPOG TWV EKBNAGDOEWY

auTng tng eBdopddag.

EdQv BéAete va deite To pwg Tou O AUTOV TO XDPO ande, eAATE va ToV OUyXapeiTe
yia To BpaBeio Tou apydtepa. O@a avakaAlYeTe, 6MWG Kal eyd, OTL TO PwS, TO
oroio eival avanéonacTo oToiXeio Tou £pyou Tou, sival emiong avandéomacTo
THAHA TNG TPOOWTIKOTNTAG TOU. AKTIVOROAEL arnd Ta pATIA TOu OTwE KAl and To

£pYo TOU Kal pag atXpaiwTtifet pe Tn Ze0TAoLd TOU.

Dr. Helen C. Evans

Mary and Michael Jaharis Curator for Byzantine Art
Department of Medieval Art and The Cloisters

The Metropolitan Museum of Art, New York



Antonakos

This paper was presented by Dr. Evans on the occasion of a Lifetime Achievement Award to
the artist at the Greek American Foundation’s Gabby Awards Ceremony at Ellis Island, New

York, on June 4, 2011.

In this room filled with stars, it is particularly appropriate to honor Stephen Antonakos
who has sculpted light for more than fifty years. Starting as an artist immediately after
World War |1, Stephen initially worked in more traditional materials. Then in late 1950's
he became one of the first to discover the power of neon as an artistic medium. Since
then, his neon works have captured light and distilled color harmonies from the East
Coast to the West Coast, from Japan to his emotional core, his original homeland,

Greece.

Long a presence on the New York art scene, Stephen describes his art as completely
geometric, formalist and abstract. Minimalist and Conceptual can be added to place his
work within his own time. But equally important is his statement that “| try to reach for
experience like the high, pure joy of early childhood. | want the physical, emotional and
imaginative excitement that lifts the here and now to the level of that early unforgettable,
infinite joy of first discovering the word... The goal is to live with energy...to work for the

strong, still-undiscovered possibilities that life holds for all.”

He does this through drawings, long a favorite medium, through his two-dimensional
panels back-lit with neon and often surfaced with gold or silver leaf, and with the models
for his Chapels and Meditation Spaces that focus our attention on the transformative
power of light. He is an abstract minimalist whose efforts challenge us to think, to con-

template life in a manner closely related to the role of medieval icons.

It is thus an honor for me, a Byzantinist, who studies the power of light in ancient icons

and monuments to introduce Stephen tonight. That | am not alone in seeing the reli-
gious power of his works is confirmed by the fact that one of his images, a silver Relief
from the “Alphavitos” series, was recently installed —as a number of their icons are—

near a late Byzantine templon in the Byzantine and Christian Museum in Athens.

The city is a second home for Stephen where a monumental retrospective of his career
was held in 2007-2008 at the Benaki Museum'’s Peireos site. A highlight of his show
was one of his full scale chapels. In 1997 at the Venice Biennale, his Chapel of the
Heavenly Ladder represented Greece. | hope that many of you saw his Silent Chapel
at the Onassis Cultural Center here in New York City in 2004. Soon his 1998 model
of a transparent, light filled meditation center will be realized as a real building on the
campus of the American Collage of Greece in Athens. | hope you have already seen,
or will see, his current exhibition at Lori Bookstein Fine Art that is part of this weekend’s

events.

If you want to see his light in this room tonight, come congratulate him on his award
|ater this evening. You will discover as | have that the light so integral to his art is also

so integral to his being that it radiates from his eyes as from his neon art to enclose you

in its warmth.

Dr. Helen C. Evans

Mary and Michael Jaharis Curator for Byzantine Art
Department of Medieval Art and The Cloisters

The Metropolitan Museum of Art, New York
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BAémovTag Ta adpara

Madi, pe guykivoloav oAU ot BPNOKEUTIKES YIOPTEG, OL AVANIAPACTACELS
Twv ayyEAwv, Twv ayiwv. To éviwba, Y’ €évav amhoiko kat ad£Elo Tpomo,
OTL UTHPXE O auTa £€vag KOOHOG, WG va To Tw; Padlevepyog Katda
KArolov TPOTOo, adpaTog Kal ToAU duvatog.

Marguerite Yourcenar, Me avoixtd ta pyana'

Ztov Katadloyo Tng avadpopikng ékBeaong Tou Stephen Antonakos oto Moucelo
Mnevdkn to 2007 mepthapfavetal n ¢wroypadia svog Panel pe Titho Saint
Christophoros (1992). Mavw oe pa TeTPAywvn HETAMALKY EMPAVELQ, TOU EEEXEL
Alya exatootd amd Tov Toixo, Slakpivovral HeyAAeg Kupatoeldeig TuveAlég
OKOUpOU WME XP®OHATOG, EV® éva PwToOTEPAVO OTa Xpwparta g (pidag,
MoU EKMENMETAL aTO To Tow pEpog Tou Panel, avadeikvUel TNV akaTtépyaotn
udn Twv TOIHEVTOABWY Kal TIG OTPW®OEI TOU OUVSETIKOU KOVIAUATOG TOU
Xpnotporof|Bnke yia v appoAoynan Toug. Ta Guaikd YEWHETPIKA MEPIYPANLATA
Tou ToiXou, Mapopola ge axNpa Kal papdog pe TIG {wYPAdIKEC TUVEALEG TOU
Panel, Aettoupyouv £Tol oav £évag dtunog kavaBog rou £ppeca Mpoodlopilel TIg
51a0TACEIG TOU £PYOU Kal, TAUTOXPOVA, TO GEPVOUV Oe AUEDN CuvoAia pe Tov
neptBaiiovta xwpo. Me pia deUTepn paTid, wotdoo, N AAWG Mou MepPIRAAAEL TOV
adalpeTiko mivaka Tou Antonakos TeploadTepo guokoTiZel Tapd dlabwTilel Tov
ElKovoypadikd Tou Xapaktnpa. Kpivovrag ané tov Titho, 0 Beatrg elval Aoyikd
va MPoBANpATIOTEL UMPOOTA o auTrV TNV acuvinBiloTn avanapdotaon Tou Ayiou
Xplotogopou. Ma o0 eivat, Ba avapwtnBel, n Hopen| ekeivou Tou yiyavtoowou
avtpa rou dlaoyifet ta emkivduva vepd evog TOTapoU £XOVTAG OTOUC WUOUC
TOU TOV HIKPO XploTd; EKTOG Ki av oL apalpeTikEG Urhe TuveAlég avTioTolxolv o
Hla AETITOUEPELT TOU ayplepévou TIoTapoU Tou diacyiZet o Ayiog 1) og éva Hikpo

KOMMATL TOU OUVVEDIOOUEVOU 0Upavou.

'Onwg ouviBwg oupBaivel O QUTEG TIG TEPUTIWOELG, Ol AMAVTNOELG OTaA
gpwTAHaTa Tou Beath BpickovTal OTa EPHUNVEUTIKA KAEBLA TIOU TAPEXEL O (510G 0
BnuIoupyos. TV mepirmwon Tou Antonakos AoLMOV, UTIAPXOUV KATIOW «KpLTNpLa
Béaong» Twv £pywv Tou Tou Ba npénet kaveig va AaBet unoyn Tou: «...0 Bzatng
MpéTEeL va BEL KAl TIPEMEL va EEPEL OTL MPOKELTAL YA NUITEAEIG POPHES, TIOU TIPETIEL
va TIG OAOKANP®OEL voEPd: EATIGW va TIG OAOKANPOOEL Kal va TIg BeL 0g OXEOM
pe Tov mepIBaAlovra xwpo».2 Emong: «..Motelw nwg ta £pya pou BEAouV
XpOvo yia va ta el kaveig».? Avapepopevog de ouykekpiuéva ota Panels tou,
toviZel 6Ti: «H povn olykpion mou Ba pnopoloa va Kavw He KATL eival pe Tig
ayloypadieg, pe v apatn, woxupn TIVEUPATIKY Toug mapoucia».* Evd, aAhol,
one0SeL va DIEUKPIVACEL TIWG: «ZTO BIKO [OU £pYO OEV UTIAPXEL CUPBOAIONOG,
avarnapdotaor, alAnyopia, ¢avraciwon. (...) Me evdadépouv ‘mMpaylaTikd
npdypata og MPAaypHatikols xwpoug'™. (...) EuXopal exel va umapxetn duvatodmta

yla pia o ‘uymhin’ ouvaioBnon g Unapgng».®

Me Bdon Ta napamavw, évag avunépovog Beatig dUokoha Ba arnokopioel kATl
OUCLAOTIKG amod TNV enadr| Tou pe to £pyo tou Stephen Antonakos. "'Omwg o Blog
adrivel va evvonBei, Ta £pya Tou dev AetToupyolv HOVO WG VONTIKEG QOKNOELG
aAAd anatteitat n oUPPeToXN Tou BAEIHATOG HAG WOTE AUTA va evepYoTomMBoUy.,

Me ahha Adyia, To TL propei va avTAfoet kaveig and pia napaotaon, moow pdAiov
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otav mpokKelTal yla AatpeuTikol Xapaktipa, sival kat Bépa ouvToviopoU Tou
MPOCWIIKOU 0pANATog Tou KAAAITEXVN Kal TNG TVEUHATIKNG avalfTnong Tou
Beat. Tiyivetal Opwe dTav AAUE yia Hid avanapdoTaoT mou mapekKAveL ané Tov
kavova kat anodidetat apalpeTika; Mg ouvtaipladovral oe auThv TV Neplrrwon
TO ouvaioBnua niotng Tou Beatr kAl N PAVOUEVIKA UN-TUOTH MPOOEYYLOT TOU
KaAMTEXVN; Ze ox€om He auTd To emipaxo BEpa, o mapaAAnAlopdg pe Tto £pyo
£VOG peydiou ‘EAANva ouyypadéa Tou guvBEBNKe oTeva Ue Tn Bpnokeia aAAd
Tautoxpova fpbe ge pngn pe v ExkkAnoia eaitiag g avtioupBatikic Tou
OTIIIKNG, amodelkvietal dlapwTIoTiKOG. MNa TNV akpiBela, o avopBodofoc 1
«QIPETIKOG» TPOTOG PE Tov omoio o Antonakos xelpiZetal v eikdva tou Ayiou
Xplotédopou Ba propoloe va ouykplBsl pe ekeivov mou uloBétnoe o Nikog
Kagavt{akng, yia va «ouvtalplaget tov Blo pe Tov piBo» tou Ayiou ®paykiokou
mg Aciing, oto BiBAio Tou O @TwyxoUAng Tou Gcou (1956). 'Onwe sruonuaivel
o John Michael Talbot otnv gloaywyn Hag mpochatng ayyAlkng £ékdoong, autol
Tou eidoug o Xelplopdg, mou mapekkAivel and pa turukn Bloypagia, aviket
oV Katnyopia mou “pag fagpviaZet kat SIeUPUVEL TNV OTITIKY HAG TEPA Amd TIG
YVwOoTEG 10TOopieg, MEpa and 0Tt vouifoupe OTL yvwpiZoupe. (...) H véa, akoua
Kal pIoomadTiky, eppnvela dlampel v lotopia ¢péokia kal SleyepTikn yia
avayvawoTeg Tou £pXOVTal O eMadn HE Wi YVWOoTH Katd T aAia Bloypadia, Kat
uag BonBast va doUue TNV (oTopia Tou dPpaykiokou pe Evav vEo TPOTIO Kal va
avTIHETWIIoOUNE aToela TG LoTopiag rmou evdexopévwe va arodelyaue».® H
napatfpnon tou Talbot eival eEalpeTIKA Xpriotun yia 6ooug Beatég duokoAeyovTal

va evTomioouv To BpnokeuTIKO oToxeio ota Panels Tou Antonakos.

IV peydAng kAipakag eykatdoTtaon pe Titho The Search, mou o Stephen
Antonakos napouciaZet oto nahatd EAatoupyelo g EAeudivag, mepthapBavovTat
HETAEL aMuwyv £EL Panels ané v idla evoTnTa Kal Xpovikn mepiodo (1992) oTiq
OTOIEG QVvAKEL TO épyo Saint Christophoros. Mévte and autd dEpouv TiTAOUC

ayyéhwv kat ayiwv g EAANvIKAC OpB8bdoENg EkkAnoiac (St Peter the Apostle,

St. John the Apostle and Evangelist, Angel of Truth, Angel of Death, Angel the
Protector), eve gva, To ueYaAUTepo Kal o eMBANTIKG, eriKaAsiTal v rnapouaia
Tou Xplotol (Chi-Rho). 'Onwg pe v npoavadepbeioa dwToypadia Tou £pyou
Saint Christophoros, €10l KL €8 Ta «ouyyevika» Panels eivai TomoBeTnuEva
navw oe $pBapuEvoug Toixoug, PTiaypévoug ouviBwe and TOlHEVTOALBOUG, pE
aroTéAeoua va dnuloupyeltal évag Siahoyog pe Ta Méypata mou Snuloupyolv
oL appol kal pe Ta ouvTpipuia mou BpiokovTal TplyUpw. EKTOG and Ta ev AoOYw
Panels, n eykataoraon tou Antonakos amoteAeitar and jua oelpd site-specific
EMEUBACEWY PE VEOV OE TEPITOU TPIAVTA SIaPOPETIKA onuela Tou EPEMWUEVOU
KTNplakoU ouyKpoTARATog, TO0O eEWTEPIKA GTO Kal E0WTEPIKA AUTOU. Se TIOAAEC
MEPUTIAOEIG MAALOTA, avaAoya Kat HE TO OTAHOLHO TOUG OTOV XMPo, Slakpivelkaveig
avagopég oe MOAALOTEPA £pYaA TOU KAAALITEX VT, OTIwG OTa eUPBANUATIKA The Blue
Box (1965), Hanging Neon (1962), Small Incomplete Corner Neon (1973), Sold Green
Square (1974), Neon «A» (1984) kat Three Gates (2003). Zexwplotn Béon avapeod
TOUG KATEXEL Eva PIAE VEOV OE OXNHa BU0 HaKkpooTeVwY evwuévev U, To omnoio
EHPavWG napanepnet oto Blue Inside Corner Neon (1971), kat eivat TornoBeTnuévo

0TO TEAOG EVOG HIKpOU Bladpopou Tou dnuioupyel n pecotolkia duo kTnpiwy.

Kpivovtag and To yevikOTEPO TKETITIKO TOU Yia To site-specific £pyo kat Tov TPOTIO
ToU EXEL XEIPIOTE( TOV OUYKEKPIUEVO EKBECIAKO XMPO, elval mpopavég mwg auTn
N $opd o Antonakos dev £pxetal va MoAepnoel Ta Kpla Tou EAatoupyeiou
ala va ouppaxfoet pagi Toug.” AvapdloBiTnTa MPOKELTAL YIA TOV T «Ayplos
APXITEKTOVIKA KAl OTTTIKA XWPO OToV oToio £Xel KANBel va emépPel péxpl anuepa,
KL QuTO amod povo Tou amoTeAel a peydAn mpokAnon yia Tov Bio, sidikda av
avaAoyloTel kaveig TNV «aydrm TOU TPOC Hia APXITEKTOVIKN TEAEIOTNTA».2 I&
avtiBeon pe v eykaractaon MapekkAnor Twv Aylwv (1993) oTo KaoTpo Tou
Ayiou Mewpyiou otn P6d0, omou elxe mpwToekTeBei 1 OEIPA OTNV OToia AVAKOUV
Ta £EL Panels, otnv EAeucdiva o KaAMTEXVNC £mvoel TO TIVEUPATIKO TAQIOIO TOU

dlabeaipou xwpou.® Ta Tov okomd autd avalnTd pe WBuaitepn mpogoxn Ta



onpela mou mpénel va eykataoToel Ta véov Tou. Kata évav mepiepyo TpoTo,
N KaTteoTpaupevn own Tou Elaoupyeiou, n yonteia tou aoyediaoTou kal,
YEVIKA, OAEG oL aTéAeleg Kal ol $pBopég Tou EXouv dnuloupynBei oe autd pe TO
TMEPACUA TOU XPOVOU CUMMANp@VOoUV 18aVIKA To HoTiBo NG nuITEAoUG ¢popuacg
ToU Xapakmnpifet To £épyo tou Antonakos. Aev eival Tuxaio, yla mapadetyua, 6Tt
oTa epemwpéva KThpLa Tou mpwnv EAaloupyeiou ta 6pla peTatl ecwtepikoU Kat
Tou eEwTeplkol xavovratl: elte TomoBetel 0 KAATEXVNG £pya OTNV £EWTEPIKN
Mpocoyn Twv KInpiwv eiTe 0TO ECWTEPIKO TOUG, N OTTIKY epnelpia eival n {Sia.
Ano aumv Tnv anoyn, e§icou peyain onuacia oto The Search ¢aiveTtal nwe
£xouv ol anpoBAerTeg Kal MolkiAeg guvavTnoelg pag e Ta €pya, ol omoieg
rpokUrTouy 6Tav To BAEppa Tou Blaocyifel TIG pwypeg KAl T TPUTES ToU
undpxouv ota xahaoupata. Emuméov, Ta xaouata Kal Ta KEVA OTIG YKPEUIGUEVES
opodég Kal ota mapabupa Twv KInpiwv dnuloupyoly pia dopwan Pe Tov oupavd
Kat To Babu pmie TG viXTag — anoteAolv «aneia eKOTATIKAG aneAsuBEpwonc»,
orwg nepléypage kat o Antonakos To avotypa oTnv opodr Tou flapskkAnoiov e

Oupdviag KAfpakag, ou eixe ekBEael anv MruevaAe e Bevetiag To 1997.

Eite mpokeltal yia k1pla kal Toixoug eite yia 1o Xxapti mou xprowporolel ota
ox£81d Tou, N emddvela navw otnv onoia douielel o Antonakos £xel yI' auTov
TMoAU peydAn onpaocia. £Toug amoyupvwpévoug Xwpoug Ttou EAaloupyeiou o
Antonakos ¢aiveTal mwg avakaAUTTel To KaBapd «Tmpa», Evav wud peallopod. Ie
avtiBeon pe pla gykaraotaon oe evav MoAUBouo adnpodpoplkd otabuod, éva
aepodpoyio 1 éva KTfplo Tou apulel ) mepifdiietal and Jwh, oTa epenmwuéva
KTNpLa e EAsucivag Sev UNAPXEL OUYKEKPLUEVO onpelo adetnpiag, evdlapeoeg
otdoeig 1] To oTolxelo g kivnong mpog évav TeAIKO TPOOPLORO — EKEVO TOU
Kuplapyel eivat n évvola Tng eAeUBepng Kal Gxpovng Mepriavnong (aAAd kai n
duvatdTnta rnou divetal oTov KAAAITEXVN va TNV vonuatodoTioel eAelBepa),™
eVTEAEL Wlag TveupaTikAG avadiftnong «mpog Ty KatdoTtaon Tou ayvwoTou»,

rou £kdnia utoPaAAel o Xwpog. EB® o Beatng Kiveitatl oXed0V UTIVWTIONEVOG, LUE

apyo BnuaTiopé kat «Badiéc avanvois», eva Bev Aelmnel kat exeivn n aioBnon Tou

avoikelou, Tou vidBeL KAToLog GTav TEPIEPETAL O EVAV TOTIO 1EPO. "

Ev katakAeidl, otnv EAsuciva o Stephen Antonakos dev eruxelpel va mpoodwoet
ambg «wvTtavia» ota sykataAeAelppéva KImpla Tou Tpwnv EAaloupyeiou.
Oa £Aeye kaveig 0TI okUBel pe ppovTida Kal BPNOKEUTIKN euAABela Mavw and
TO TANYWHEVO, BIATPNTO COUA TOUG TPOKEIUEVOU VA EMOUAMOEL TIG QVOIXTEG
TANYEG TOUg — oL dwTelvE site-specific mveAlEC TOU EpXovTal va enavopBwaouv
1o BefnAwuévo amd Tov Xpodvo KEAUGOG Kal T dAdopeq UPEG auT®V TWV
KkInplwv. Me Baon 1o okermikd rou B€AelL Tov Beatr] Twv £pywv Tou Antonakos
va OUUTMANPAVEL He TO BAEUMA TOU TNV NUITEAN TOUG $OPUA, TA VEOV TIOU EXEL
gykataothoel oto EAaloupyeio potdfouv va Aettoupyolv oav dlauecoAaBnTeg,
BivovTdag pag tnv sukaipia va Eavaxticoupe pe T ¢avracia pag To KIMPLako
OUMMAEYUQ, va avalnTooups 08 autd pia SlapopeTIKN Hopdn Kal AstToupyia.
H avaZitnon Tou Tithou g £kBeong otnv Eheuoiva, Ba mpénel enopévwg va
SlaBaoTel 6TwG akpLB®g Kat oL TITAOLTIOU B{VEL 0 KAAATEXVNG OTIG «QXELPOTIOMTES
EIKOVES» TWV ayiwv Tou. Suvtaipialovtag Tn okéYn Tng Marguerite Yourcenar kat
tou Nikou KaZavtZakn, pia avalntnon oav KL auTth Tou pag npoTeivel o Stephen
Antonakos dev elval mapd pia ormiki epnetpia Mou MPoUMoBETEL TNV eTNOTPOGN
oTo TAUSIKO cuvalodnua: povo étav apeBolpe oTOV «padlevepyd KOOHO» TWV

gpywv ToU Ba £€XOUPE GUAANGBEL TN «peToUGiwaT TNG UANG O€ Tvelpax.

XpioTtédopog Mapivog

I0TOPLKOG TEXVNG Kal ETUHEANTAG
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' Marguerite Yourcenar, Me avoixtd ta pdria. ZugnTioeis pe Tov Malthieu Galey, ptdp. MaviAn Metald,
£kd. XatfnvikoAn, ABfva 1981, o. 42.

2 Smithsonian, Archives of American Art, Oral History, ouvévteugn tou Stephen Antonakos otov Paul Cum-
mings, 9 Matou 1975, 0. 62.

® Stephen Antonakos, Inner Light (Northampton, Mass., Smith College Museum of Art, 1997), a. 24.
* Zugfitnon tou Stephen Antonakos pe v Katepiva Kookivd, NoéuBpioc 2007.

® ZmRev AvTwvdakog, «Aapalovtag To Gwes, ZuvévTeuEn oty Eon Kapkit, egny. AyyeAlopopog, 4
lavouapiou 2010. Kal oTo; http://iwww.agelioforos.gr/default.asp?pid=7&ct=65&artid=20329

¢ John Michael Talbot, «Introduction», oTo Nikos Kazantzakis, Saint Francis, pt¢p. P. A. Bien, Loyola Press,
Chicago 2005, o. viii.

7 «Mepikég ¢popég ‘ouvepydZopal Ue To KTAPLO Kat GAAEG POPEG TO 'TIOAEN®'», ATGoNacua and
OUVEVTEUEN TOU KAAMTEXVT, TIOU napatiBetal otn povoypapia ‘E¢n Itpoula, ETrifev Avtwvdkog.
Zdyxpovotr ‘EAAnveg Eikaotikol, Ta Néa, ABnva, o. 89.

# «MapdTi 0 Antonakos Bex6Tav evvoloAoyIKA TO TAGIOIO TwV £pywY TOU Tou napayyeivav, 1 oelpa
Twv Sekatgl eAANVOpBOSOEWY MAPEKKANCIOV [IE TIC ayoyeg avahoyieg mou EdTiake oTig apxEQ TG
dexaetiag Tou 1990 anokaAurTel gad®g TV aydnm Tou TIPOG WA apXITEKTOVLKI TEAEIOTNTA TIOU EAEINE
o€ ToAAG amd Ta pépn nou kKANBNke va BEATIMOE! pe TV TéXVN Tou». Martin Filler, «O Antonakos kat n
APXITEKTOVIKT) ToU dwTIoHOU», oTo Katepiva Kookiva (erup.), Stephen Antonakos, Avadpouikn, Mougeio
Mrievakn, ABAva 2007, o. 101).

® Avagopikd pe To MapekkAol Twv Ayiny o Antonakos anpEtdVEL: «AUTO TOU £Kava, eV nrav povo
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HIKpOYPadLWV XEIpoypadwv». «Stephen Antonakos in conversation with Phong Bui», Brooklyn Rail, Dec 07/
Jan 08, o. 22.

' O iBiog £xel MIAAOEL Yia TNV «peydAn eAeuBepia» ou Tou £dwae n 16£a va TonoBethoel vEov Tiow
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Seeing the Invisible

As a child, | was very impressed by religious ceremonies, by the represen-
tations of angels and saints. | felt, in a simple and awkward way, that there
was an invisible world, how can | say? Radioactive in some way, invisible

and very strong.

Marguerite Yourcenar, With Open Eyes'

Flicking through the catalogue of Stephen Antonakos’ retrospective exhibition at the
Benaki Museum in 2007, a reproduction of a Panel titled St. Christophoros (1992)
especially caught my eye. Large wavy brushstrokes of different shades of blue cover
a square metal surface projecting slightly from the wall, while a rainbow-like halo, ra-
diating from behind the Panel, reveals a rough wall surface which is made of cement
blocks and layers of plaster that was used for filling the joints. In this context, the natural
geometric outlines of the wall, similar in shape and width with the brushstrokes on the
Panel, function as a loose grid structure that indirectly determines the dimensions of
the work and, at the same time, brings it in direct dialogue with the surrounding space.
At second glance, however, the halo around this abstract picture obscures rather than
illuminates its iconographic character. Judging from the title, a viewer who is not famil-
iar with Antonakos’ work might reasonably question this unusual representation of St.
Christopher. Where is the figure, one might wonder, of the gigantic man who crosses
the treacherous waters of a river carrying the Infant Jesus on his shoulders? Unless the
abstract brushstrokes are meant to depict a detail of the angry river that the Saint is

crossing or a small fragment of the cloud-covered sky.

As is often the case, the answers to the spectator's questions are to be found in the
interpretive keys provided by the artist himself. For Antonakos, therefore, there are

certain “viewing guidelines” that one must keep in mind while approaching his works:

“ the observer must see and know that these are incomplete forms, that he must com-
plete them mentally; | would hope they would finish the form and see that form in rela-
tion to the location where it is located”.? Also, “... | think all my work takes time to see".?
Referring specifically to his Panels, he stresses that, “The only comparison that | could
make with something is with icons, with their unspeakable, powerful spiritual presence”.?
Elsewhere, he clarifies that “In my work, there is no symbolism, representation, allusion.
[...] lam interested in ‘real things in real space’. [...] | hope that there will be the possibility

for a ‘higher’ consciousness”.®

In the light of these statements, an impatient viewer will find it difficult to gain a deep un-
derstanding of Stephen Antonakos’ oeuvre. As the artist makes it understood, his works
do not function only as mental exercises but demand the participation of our discerning
eye so that they can be activated. In other words, what one can gain from a work, par-
ticularly when it has a devotional character, is also a matter of the bringing together of the
artist's personal vision with that of the spectator’s spiritual quest. But what happens when
we speak of a representation that deviates from the rule and is rendered abstractly? How
does the viewer’s sense of faith correspond to the seemingly non-faithful, that is non-
representational, approach of the artist? On this vexed matter, it is enlightening to draw a
parallel with the work of a major Greek author who was closely attached to religion but at

the same time fell out with the Church because of his unconventional ideas. Namely, the
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unorthodox or “heretic” way with which Antonakos treats the image of St. Christopher
could be compared to that adopted by Nikos Kazantzakis in order to “blend the life with
the myth” of St. Francis of Assisi, in his much acclaimed Saint Francis (1956). As John
Michael Talbot writes in the introduction to a recent English edition, this kind of treat-
ment, which departs from a typical biography, belongs to the category that “startles us
and expands our vision beyond the familiar stories, beyond what we think we know.
[...] Kazantzakis's new, even radical, interpretation keeps the story fresh and stimulat-
ing to readers engaged in an otherwise well-known biography, and it can help us see
Francis’s story in a new way and confront elements of the story that we might otherwise
avoid”.® Talbot’s observation could be extremely useful for those who have difficulty

identifying the religious aspect in the Panels of Antonakos.

The Search, the large-scale installation of Stephen Antonakos at the Old Elaiourgeio
(a former soap factory) in Elefsina, includes six Panels from the same series and
period (1992) as the St. Christophoros piece. Five of these are titled with the names
of angels and saints of the Greek Orthodox Church (St. Peter the Apostle, St. John
the Apostle and Evangelist, Angel of Truth, Angel of Death, Angel the Protector) and
one, which is the largest and most impressive, invokes the presence of Christ (Chi-
Rho). Like in the reproduction of St. Christophoros discussed above, these themati-
cally related Panels are now mounted on rough-textured walls, often made of cement
blocks so as to instigate a dialogue with the grids created by the joints as well as with
the surrounding ruins. Apart from the six Panels, Antonakos' installation consists of
a series of site-specific interventions with neon in approximately thirty different spots
of the derelict building complex, both in its interior and exterior spaces. Actually, from
the way they have been installed, one can detect references to earlier neon works by
the artist, such as the emblematic The Blue Box (1965), Hanging Neon (1962), Small
Incomplete Corner Neon (1973), Solid Green Square (1974), Neon “A” (1984), and
Three Gates (2003). Another distinctive piece, located at the end of a small corridor

created by the partitioned walls of two buildings, is a blue neon in the shape of two

slender, joined U’s — a work which is clearly related to the Blue Inside Corner Neon
of 1971.

Considering the artist's perception of the site-specific work and the way in which he
has dealt with this particular exhibition space, it is obvious that this time Antonakos has
not come to “fight” the buildings of the Elaiourgeio but to form an alliance with them.”
Without doubt, it is the roughest, architecturally and visually, space in which he has
been asked to intervene until now, and that alone must have been a great challenge
for him, particularly if one thinks of “his love for an architectural perfection”.® Unlike the
installation Chapels of the Saints (1993) in the Fortess of St. George in Rhodes, where
this series of Panels was first shown, in Elefsina Antonakos invents the spiritual context
of the available space.? For this reason he has carefully sought out the places where he
had to install the neons as well as the Panels. In a strange way, the derelict state of the
Elaiourgeio, the charm of the lack of planning and all the imperfections and damages
that have been created in the course of time, complement ideally the motif of the in-
complete form that characterizes Antonakos’ practice. It is not by chance, for example,
that in the ruins of the old Elaiourgeio the borders between interior and exterior spaces
are dissolved; whether the artist places works on the exterior fagade of the buildings
or in the interior, the viewing experience is the same. Hence, equally important in The
Search are the unexpected and varied encounters with the works, which come about
when our gaze breaks through the cracks and holes in the ruins. Furthermore, the gaps
and empty spaces in the collapsed ceilings and windows create a process of 0smosis
with the sky and the deep blue of night — they form “signs of ecstatic liberation”, as
Antonakos described the opening in the ceiling of the Chapel of the Heavenly Ladder,

which was shown at the Venice Biennale in 1997.

Whether it concerns buildings and walls or the paper that he uses for his drawings,
the surface on which Antonakos works is of primary importance to him. In the empty

spaces of the Elaiourgeio, Antonakos seems to have discovered the pure “now”, a raw



realism. Contrary to an installation in a noisy railroad station, an airport or a building
that is teeming with life, in the ruined buildings of Elefsina there is no specific starting
point, no intermediary stops or movement toward a final destination; what dominates is
the idea of an unguided stroll (but also the possibility for the artist to bestow meaning
and joy upon it)," of a wandering without limits, of a spiritual search “toward the state
of the unknown” which the space itself reflects. Thus, here the viewer moves almost as
if hypnotized, at a slow pace, taking “deep breaths”," and all the while a sense of the

uncanny, which someone feels when walking through a sacred site, is omnipresent.

At Elefsina, Stephen Antonakos is not simply attempting to lend “vitality” to the aban-
doned old Elaiourgeio. One could argue that he bows attentively and with religious
reverence over the buildings’ injured, pierced bodies, so as to heal their open wounds
— his illuminated, site-specific brushstrokes serve to restore not only the shell that has
been desecrated by time but also the different textures of these structures. Based
on the idea of having the spectator’'s gaze complete his incomplete forms, the neons
Antonakos has installed at the Elaiourgeio seem to function like intermediaries, allow-
ing the viewer to reconstruct the building complex with his imagination, to seek another
form and function for it. The “search” of the exhibition’s title should therefore be read in
the same way as the titles that Antonakos gives to his acheiropoieta (literally “not made
by human hands”) icons of saints. Echoing Marguerite Yourcenar’s thought, a search
like the one Stephen Antonakos suggests is nothing more than a visual experience that
presupposes a return to a child's outlook. In that sense, only when we open up to his
“radioactive world” we will have succeeded in understanding the transubstantiation of

matter into spirit.

Christopher Marinos
Art Historian and Curator

! Marguerite Yourcenar, With Open Eyes. Conversations with Matthieu Galey, Greek transl,
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* Conversation between Stephen Antonakos and Katerina Koskina, November 2007.
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' In speaking about how he wants the spectator to experience his exhibition at Elefsina, Antonakos
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Artist’s Statement

When | first saw the buildings and spaces of the old soap factory, | was struck. It was almost physical. From that moment, for weeks, | could think of noth-
ing else. |was filled, and at the same time | was liberated. Gradually | knew all that | wanted to do. From the first encounter | knew that the whole place
-- every wall, every stone, the sky above -- was a single, complete unit. And still now for me the art, the buildings, and all their inner and surrounding spaces
together remain one continuum to be experienced as a whole. | do not know what others may find here, but | saw the chance to say, in the simplest way |

could, some very complex things that | have found in my life in art.

I deeply thank George Skianis and the Municipality of Eleusina and Nikos Tryfillis and everyone at Neon Tryk. As always, my sincere appreciation to
Roupen and Arsen Kalfayan, Veronica Mahdessian, and the entire staff of Kalfayan Galleries, Athens - Thessaloniki for all that they have done. | am grateful

as well to Helen Evans and Christoforos Marinos for their superb texts, to Panos Kokkinias for his extraordinary photography, to the elegant Hotel Elefsina,

and to all the friends who helped in so many ways.



ZxO6A10 TOUu KAAAITEXVN

‘Otav mpwToEeida Ta KTMPa Kal Toug Xwpoug Tou Tahiol camwvorosiou, éuelva apwvog. ‘Hrav togo ainBiva. And ekeivn tn otiypr, yia
eBdopadeg, dev pnopoloa va oKedPT® TiMoTe dAho. ‘EviwBa MAfpne Kal ouyxpovwg aneAeuBepwpévog. Ziya oyd katdhaBa 1L nBeAa va kavw.
Ano v mpaTn pou emadn NEepa 0TI 0AGKANPOG 0 XWpog, Kabs Toilxog, KABs METpa, 0 oupavog and Mavw, HTav To Kabéva and povo Tou Eva
ohokAnpwpévo alvoho. AKOun Kal of)uepa BAEN® TNV TEX VN, TA KTPLa, TO ECWTEPIKG AAA KAl TOUG YUPW XWPOUS gav HId GUVEXELT, KaBmg To
£va atolyelo cupmnpavel To dAho, KL £ToL Ba TpETEel va Ta BAENEeL kaveic. Asv EEpw 11 Ba uropoldoav aAAol va Bpouv £8®, alAd ey sixa v

eukalpia va ekppdacw, 600 o armka Propoloa, Heptkd TIOAU oUvBeTa Npdyata mou £xw Bpetl otn {wn Hou péoa armd TV TEXVN.

Euxaplotw and kapdiag tov MNwpyo Zkavvr), 1o Afpo EAsucivag, Tov MNwpyo TpipUAAN Kat Tov kaBéva Eexwplotd oto Neon Tryk. Emiong, v
elAKpIVT Hou eyvwpooUvn atov Pounév kal Tov Apoév Kaldayiav, otn Bepovika MaxTteolay, kat oe 0Ao To mpoowrkd tTwv Kalfayan Galleries,
ABrjva — ©scoalovikn yia 6Aa 6aa exkavav. Eipal evyvopwy eniong otn Helen Evans kat otov Xplotddopo Mapivo yia Ta unépoxa keipeva toug,

otov Mavo Kokkivd yia Tiq eEalpeTIKEG Tou pwToypadieg, oto kouo Hotel Elefsina, pa kat oe 6Aoug Toug pihoug rou BorBnoav pe kdBe TpoTO.
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Kataloyog

ZeAida 13

Angel of Truth, 1992

AEUKO Xppa oe HETAAAD, AEUKO VEOV
91.5x91.5x14eKk. (3'x3 x51/2")

ZeAidec 14 ka1 16

St. John the Apostle and Evangelist, 1992

UrAe Xpwpa o HETAAAO, vEov O Bladopa XphHaTta
91.5x91.5x14ek. (3 x3 x51/2"

ZeAida 22

Angel the Protector, 1992

HMAE XpWHa Kal okupa oe HETAAAO, véov ot Siadopa xphuata
120x 120 x 14 ek. (4'x 4’ x 51/2")

Zehida 29

Chi-Rho, 1992

WIMAe Xpwua og PETallo, vEov O Bladopa Xpwuata
180x 180 x 14 ex. (6'x6'x 5 1/2")

ZeAida 30

St. Peter the Apostle, 1992

HMAE XpWHa o HETAANO, TIPACIVO VEOV
120 x 120 x 14 k. (4'x 4’ x 51/2")

Catalogue

Page 13

Angel of Truth, 1992

White paint on metal, white neon
91.5x91.5x14cm (3'x3'x51/2")

Pages 14 and 16

St. John the Apostle and Evangelist, 1992
Blue paint on metal, various colors of neon
91.5x91.5x14cm (3'x3'x51/2")

Page 22

Angel the Protector, 1992

Blue paint and small rocks on metal, various colors of neon
120 x 120 x 14 cm (4'x4'x 5 1/2")

Page 29

Chi-Rho, 1992

Blue paint on metal, various colors of neon
180 x 180 x 14 cm (6'x 6'x 5 1/2")

Page 30

St. Peter the Apostle, 1992

Bue paint on metal, green neon
120 x 120 x 14 cm (4'x 4'x 51/2")



ZeAida 33

Passage, 2005

KOKKLVO-TIOPTOKAAL Xppa o HeTAANO, VEOQV

K@GBe oTAAN: T 6 K. x 25.5x25.5 ex. (19" x 10" x 10”)

SeAlda 35
Angel of Death, 1992
KOMMATLO OKOUPLAOUEVO QTOAAL OE OKOUPLAOHUEVO aTodAL, TIPAcLvo vEov

m120x 120 x 14 ek. (L 4" x4’ x 5 1/2")

Page 33

Passage, 2005

Red-orange paint on metal, neon

Each of the two columns ¢. 6 m x 25.5 x 25.5 cm (19'x 10" x 10”)

Page 35

Angel of Death, 1992

Small scraps of rusted iron on rusted iron, green neon
c.120xc. 120x14cm (c. 4'xc. 4'x 5 1/2")

61






STEPHEN ANTONAKOS
THE SEARCH

deoTIBAA AloxuAsiwy
Mahaté EAdaloupyelo, EAeuciva

2 ZemreBpiou — 30 OkTwRpiou 2011
Empéiela: Mapyog ZKAvng

Keipeva: MNapyog Apmatldyrou, Maopyog Zkiavng, Helen C. Evans,
Xplotogpopog Mapivog kal Stephen Antonakos

dwrtoypadicee: MNavog KokkLviag

Metappaon: Bikn MoAitn, Mixaing Kuptakidng, MNolAn Kapataikn,
MkoUAa Kaoarmav kat Eppikog Zogppdg

Kataokeun kat eykataotaaon: Neon Tryk, ABriva
sxedlaopde: Bepovika Mayteolav

EktUnwon: MNwpyog KwoTomouAog

All art © Stephen Antonakos

STEPHEN ANTONAKOS
THE SEARCH

Aeschyleia Festival . .
Old Olive Press and Soap Works (Elaiourgeio), Elefsina

2 September - 30 October 2011
Curator: George Skianis

Essays: Yorgos Abatzoglou, George Skianis, Helen C. Evans,
Christopher Marinos and Stephen Antonakos

Photography: Panos Kokkinias

Translations: Vicki Politis, Michalis Kyriakides, Yuli Karatsiki,
Gioula Kasapian and Errikos Sofras

Fabrication and installation: Neon Tryk, Athens
Design: Veronica Mahdessian

Printing: Giorgos Kostopoulos

Catalogue © City of Elefsina, Kalfayan Galleries and Stephen Antonakos
Texts © Yorgos Abatzoglou, George Skianis, Helen C. Evans, Christopher Marinos and Stephen Antonakos

Catalogue edition 1000

ISBN: 978-960-85764-8-3 - ISBN: 978-960-99065-7-9

pe v unoatipiEn | support

=

@, Kalfayan Galleries

Athens - Thessaloniki

erukowwviag | media

¢hokeviag | hospitality

=
@ ELEFSINA HOTEL
i







R

o |
¢

e




: v iv
W L y Py
F A X 2
¥ o I
A 3
L 1 o)t A
\ ISR
{’,-ﬂ' ¥ X b
i~ d sy
) r} i 4 "~
t X
i ] i
}
L 4 '
Nt y
. * * L e i |
] »
\ Al

¥ :
\‘l - \
N |




