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Ta Xprotovyevva tov 1808 o Caspar David Friedrich e€¢0eoe oo epyaotipt

Tov 0N Apeadn éva acvvn01oTo, yia ta tote Sedopéva, «arnyopikd» tortio. To
aouvvnOoTo NTav OTL To ToTTio eKelvo PrrodoEovoe va Siafaotel wg Opnokevtikn
{wypa@ikn kaBag mpooplddTav yia eva 181w tko TapeKKAN oL ZTnv KOpu@t) evog
Bouvol apketd pakpld kat YnAd astod To onpelo mov o {wypagog pag tomobetel wg
Beatég fader Evav eotavpwpévo otpapuévo mpog to fabog g ovvBeong. O ovpavdg
Bapvg kar ouvvePlacpévog Sraoyiletal amd TPELG AKTIVEG TTOV EEKIVOUV oW amtd
TNV KOpu@n kat avolyovtat 1pog ta nave. To £pyo, mov ektédnke Tomobetnuévo

0€ &vVa KAPE TPATEQ OKEMACUEVO LE EVA LAVPO TPATECOUAVTNAO, TAAICIOVOTAV

Qo i sepitexvn Yothkotporn kopvida [e KIOVEG ToU KATEAN YAV g GUAAA
poivika v eider 0§okdpupov TOEov. O Kkp1TIKOG Kal pradocopog Friedrich Ramdohr,
omabO¢ Hag KAACIKIOTIK®V QITOXPWOOEWDY KAVOVIOTIKNG aoONTIKT|g, emtiOetan pe
oPOSPOTNTA eVAVTIOV TOL {WYPAPOV Kal Tov sivakd tov. O Ramdohr asmoppimtet
KAt apyag to BpnokevuTIKO TOITO TOL HEYAAOL POLAVTIKOD LE KPLTHPIA XPOUATIKA
Kat ouvBeTikA. To EKTEVEC TOV KEIUEVO YIVETAL TTI0 EVO1APEPOV 0TI GUVEXELA OTAV
ETTLYEIPNUATOAOYEL LITEP TNE KaBapodnTag tov {wypagkol pécov. H cuvBeon

tov Friedrich, 1oxvpidetat, Sev pmopel va meioet wg Opnokevtikod Epyo, dev pmopet
SnAadn) va Safaotel adMnyopkd yiati n adinyopia stipodmtobeter pua avoikeiowon
TOU AVTIKEPEVOD TNG AvVaITapiaTtaong stov odnyel tov Oeatr) va vroylaotel 0Tt AAo
BA&mer k1 A0 kpUPetar aitd miow. Ia va yivel kATt TETo10 0To ToTio 0 KOoHog Ba
MpEmEL va yupioel avamtoda, 1 @von dniadn) va kataotpagel. [IpokeEvou Aoutov

0 {oypagog va metiyel va KAver &va Tomio OpnokevTikn aAAnyopia, cuveyilel o
Ramdobhr, piyvet to Bapog otnv kopvida, oto mAaiolo. Pedyet atd Tov {HypaPtko
XOPO OTOV TPLOOIACTATO XWPO TNG YAUITTIKTG KAl £1vAl AUTOG 0 EATYIOG TEAKA TTOV
vonuatodotel to £pyo. O mpaypatikog otdxog g emibeong Tov, ov eival CUVOAKA
0 Popavtiopog, ammokaAvsrtetal tpog o TeA0g Tov Sokipiov. Me to Popavtiopo
ouvvdéovtat katd tov Ramdohr o puotikiopog kat ot epuntikoi cvpfolopot, 1
Aatpeia yia o yotdiko. H otpogn oto Meoaiwva otnpiletal Katd Ty Amoyr) tov o€
Ayvola TNg 10TopIKng aindelag kat oty vtoxmpnon g Padeldg yvaoong kat peAemg
UIIPOOTA OTNV EVKOALA TNG AVAAAPPNE PUXAYWDYIAG TTOU KAANEPYEITAL ATTd pia
ELITOPEVUATOTOHEVT] ().
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Caspar David Friedrich
The Tetschen Altar, 1807
Gemaldegalerie, Dresden

It was Christmas 1808 when Caspar David Friedrich presented, in his Dresden studio,
what was an unusual for the time, “allegorical” landscape. The unusual thing about it
was that the landscape in question aspired to be read as a religious painting, meant
as it was to decorate a private chapel. At the top of a mountain, high up and far into
the distance from where the painter assumes his viewers to be standing, a crucifix

is seen, turned in the direction of the composition’s background. The dark sky,
overhanging with clouds, is traversed by three rays of light, rising from behind the
mountaintop and opening up as they ascend. The work, displayed atop a brown table
that was covered with a black tablecloth, was placed in an elaborate, gothic-styled
frame, whose vertical sides were two columns capped by palm leaves that formed an
acute-angled arch. The critic and philosopher Friedrich Ramdohr, an advocate of a
rather classicist aesthetic canon, would vehemently attack the painter and his work.
Ramdohr begins by denouncing the great Romantic’s religious landscape on the
basis of criteria that concern the use of colour and the composition’s arrangement.
His extensive review of Friedrich’s work becomes more interesting further on,

when the critic argues in favour of the purity of painting and its expressive means.
Friedrich’s composition, he claims, cannot be a convincing work of religious art; it
cannot, in other words, be read as allegory, because such a reading would necessarily
presuppose a defamiliarization of the object of representation, leading viewers to
suspect that there is something hiding behind what they actually see. For a landscape
to accommodate such a condition, the whole world should have to be turned on its
head; nature should have to be destroyed as such. So, Ramdohr continues, in his
effort to infuse his landscape with the quality of religious allegory, the artist places
all emphasis on the frame. He flees the space of painting and enters the three-
dimensional realm of sculpture, and it is this tactical maneuver that ultimately
attributes meaning to the work. The real target, on which Ramdohr levels his attack,
which is none other than Romanticism as a whole, is only revealed as his essay nears
its conclusion. To the critic’s mind, Romanticism is closely associated with mysticism
and hermetic symbols; with a love of all things gothic. This turn toward medieval
tradition is fueled, in his view, by an ignorance of historical truth and by a retreat of
meticulous study and knowledge before the convenience of lighthearted recreation
that a commercialized life promotes.
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2
Tnv avoi€n tov 1809 dnuootedetal o€ £va EVTLIIO NG ETTOXT|G T} ATAVTIOT) TOV
Friedrich otv kprtikn tov Ramdohr. Aivel tnv epunveia Tov yia to Tostio Tov Tivaka
aMa xat ya v kopvida (To TAAL010 1) TAPEPYO) TTOL PATVETAL VA TOV QITAOYOAEL
e€ioov pe 1o £pyo. O Lwypd@og mapadéyetal OTL KATAOTPATIYNOE TAPASoo1iaKoUg
KAVOVEG TOU HECOV, ®OTOC0, LITOOTNPIZEL OTL TO £PYO TOU OIKATWVETAL TEAIKA ATTO
v Wirkung navw oto Beatr|. Av 10 £pyo Tov ayyi&el kat mpokaiéael cuvaloOrnpata
710V oLVSEovTaAL e TO Belo 0 KAMTEYVIG EXEL ATTOAUTMG TTETUXEL TOV 0KOITO ToL. 'Exet
pAnoet yua to Bgio péow evog tortiov.

3
To kahokaipt Tov 1967 o Michael Fried 8npooievoe to 10topko «Art and
Objecthood», kUkvelo dopa g povrepviotikng opBodotiag ykpnvumepykiavol
TUTOL. YIEPAOTIOTNKE TNV AvayKn kafapotntag TV KAAMTEXVIKOV HECKV
ETTLYEIPTLATOAOYRDOVTAG EVAVTIOV TNG AVAUELENG TOUG TTOV 08T YEL TIG TEXVES TTPOG TNV
KaTtaoTtaor tov 0edtpov. 'OTav 1o £pyo Tavel va ATOTEAEL 10 ATTOAVTKOE AUTOTEAT
OVTOTITA 1] OITOLA VITAPXEL HOVO V1A TOV EAVTO NG KA Sikaumvetatl asto v LItapén
evog Beartr| &xetl SraPpwbel amod ) Beatpikotta. H Beatpikdotnta katd tov Fried
Sev etvar amhdg pia AavBaopévn cuoBntikr) emhoyr elval pHia GUVOALKT) ATTEIAT i
ta 110N kot mv kowvevia. H iepepidda tov Fried ftav pia apketa kabvotepnuévn
amavnon otov Mivipahiopod kat 0tovg Bempnmikog Tov LITOOTNPIKTEG (Kat E181Ka
otov Robert Morris) 5tou tostofetoboav Ty KAANTEXVIKT] TAPAY®YT| OTO £TiTeS0
L10G (PATVOUEVOAOYTKOU TUTTOV MeEepyaoiag OXETewV e TO OmUa Tov Deatn péoa oto
XOPO Kat amévavtt ota avukeipeva. To £pyo edm etvan To flopa evog COUATOG.

4
Katavoo m SovAeid tov Koota Maoavov péoa amo v mapadoaor tov
Popavtiopol kat 0To TAQio10 NG TPOITNG IOV TN PE 1} TEXV AVTIOP®VTAG GTOV
OJTTIKOKEVTPIKO povtepviouo twv Grennberg kot Fried 1161 amo tig apyég g
Sexaetiag tov 1960. ITov onuaivel OTL T CLUVEE® TAUTOXPOVA LIE TNV TTPOToTOPIA
KAl UE TNV KPLoT) TOL pavop£vou stov ovouddovpe ouvifwg «uovtepviopo» (av
avtapfavopaoTe Ty 10Topia TG TEXVNG LE HE OPOVG PTIENG).

GR
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Caspar David Friedrich
Das Eismeer (Die
gescheiterte Hoffnung),
1823-1824

Kunsthalle, Hamburg

In the spring of 1809, Friedrich publishes his response to Ramdohr’s criticism in
the contemporary press. He offers his own interpretation of the landscape depicted
in the painting, but also of the work’s frame (of the framework, or by-work, the
parergon as it were), which seems to preoccupy him as much as the work itself. The
painter admits to having broken the rules set forth by the medium’s tradition, and
yet maintains that his work is ultimately vindicated simply by virtue of its Wirkung,
its effect on the viewer. If indeed the work manages to affect viewers, to stir in
them emotions associated with the divine, then the artist will have succeeded in his
intentions. He will have spoken of the divine by means of a landscape.

3
In the summer of 1967, Michael Fried published his seminal text, Art and Object-
hood, a swan song of modernist orthodoxy in the Greenbergian tradition. He advocat-
ed the need to safeguard the purity of visual media, arguing against a practice of mix-
ing them together, which could subject the visual arts to a condition no too dissimilar
to that of theatre. When the work of art forfeits its character as a perfectly self-con-
tained entity, existing only in and of itself, and is validated instead in the presence of
a viewer, then it has been eroded by the condition of theatricality. According to Fried,
theatricality does not simply constitute a misguided aesthetic choice, but rather, and
perhaps more so, an all-round threat to social mores and to society at large. Fried’s
jeremiad was in fact a rather belated response to Minimalism and to those who up-
held its theoretical principles (Robert Morris in particular), whose reading of art pro-
duction reduced it to the level of a phenomenological investigation of relationships
formed between viewer and artwork, between viewer and the object within space. The
work here becomes nothing more than a body’s experience.

4
My perception of the work of Kostas Bassanos is filtered through the tradition of
Romanticism and the turn art would take, already from the beginning of the 60s, as it
rose in defiance of Greenberg’s and Fried’s optico-centric modernism. In other words,
this means that I tend to view his work in relation to the prehistory and, at the same
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5
O Kootag Mmaoavog Xpro1HoIolel CUGTNUATIKA TO ATOCTIACHA KAl Elval auTo
TO KUPLOTEPO 10WG OTOLYELD 7OV TOV PEPVEL KovTa 0to Popavtiopo. Ot Blaooteg
TNG OUYKEKPIUEVNG TIPAKTIKIG KAL LOPPTIC, PLYOVPES OAOL KEVTPIKEG TG TPWTNG
PAoNg NG popavTikng Bvelag ekel ota TéAN Tov 180V KAl OTIG APYES TOV 190V
AOVA EMEAEYAV CLUOTNUATIKA TO ATOOTIACUA YIATL EKTILOVOAV TO YEYOVOG OTL
TAPOLOIALETAL AVOLYTO 0TIV EPUNVELQ, TAUTOYPOVA OUKG TO EKPLVAY TKAVO VA
artokaAvpel kaboAkeg aindeieg. To amoomaopa Sev mpokvitel tOoo doo Oa mepipeve
Kaveig péoa amd Sradikaoieg apaipeong. Tty a@npnuevn texvn yia tapddetyua
£yovpe ovvnBwg pa otadiaxr) aokdbapon mov, votibetal, popei va odnynoet oe
£va onpeio arr’ 6mov Sev gxel kaveig ) SuvatodTNTA va TIPOYWPT|OEL TAPATEPA, O
&va onueio 0mov KaTokel kATt oav kpuppévn ovoia. H pntopikn g agnpnuévng
TEYVNE NTAV 0XEOOV TAVTA OVCIOKPATIKT): LITAPYEL Eva Babl kpvppévo vonua ota
TPAYUATA, 1) OVCIA TOVG, TTOV 0 KAAAITEXVIC APAIP®VTAG TA TEPLTTA, PEPVEL OTNV
empavela. To anmdomaoua dev etvat Aoutov vitoAowuto tEtotov eidoug, dev etvan BEfana
KOUL QUPT YT LLQUTIKT) L) awvT).

6
IMa va ovvdeboliv Ta ATOOTACHATA 0 KAAMTEYVNG TIPOTEIVEL XWPIKEG OXETELG
710V OUWG Sev elvar amoAvTwe armapdfateg. Evasokertar tehikd otov Oeatn va ta
ouvvdéoel av embupel kKAoovL €160V¢ TANPOTNTA, Eva KAeiowo. Ydpyel Opwg évag
ULTOG JTOV TIPOCPEPETAL YIA VA SIEVKOADVEL TNV TIEPUTAAVION: EIVAL 0 VAIOTIKOG
xapaktpag mg paong. H maAéta, mov mapovoiadetal evbEmg 1) wg vOEN, etvat
&va ovyvo potifo ot Sovield tov Mitaoavov. H maAéta eivat i) Kivovpevn eketvn
Baon pe ™ PorOeia g omolag petapépovtal eumopeduaATa Kat VAIKA kabe eidoug.
Kataokeur] otoiyeiomdng aAAA astapaitn T Wtopel va elavayprolomoleiTal aAAd Kat
va aMader xpnoeig. Mitopet va Bonda oy amobrikevon papfdwv xpuoov ka og pa
ETTOUEVT] XPTOT TNG VA CUVIPALEL OTTWE OTIWE OTO UITAADUA EVOG TAPATTYLLATOG O
TIPOXELPO KATAVAIGUO.
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time, to the crisis of the phenomenon usually described with the term “modernism”
(if, that is, we should approach the history of art in terms of the ruptures occurring
therein).

Kostas Bassanos’ systematic use of the fragment is perhaps where one may primarily
trace his affinity with Romanticism. Exponents of this particular practice and of

the forms it took, all leading figures of the movement’s first phase, somewhere
around the end of the eighteenth century and the beginning of the nineteenth,

when Romanticism would sweep through the art world like a storm, would show an
unwavering preference for the fragment, as they appreciated its open-ended quality
in terms of interpretation, while deemed it able at the same time to reveal universal
truths. However, contrary to what one might expect, the fragment does not really
originate as a result of abstractive processes. What we usually encounter in abstract
art, for instance, is a gradual process of subtraction, of purging, that may supposedly
lead to a point beyond which there is nowhere more to go; the abode of some sort

of profound, hidden essence. The rhetoric of abstract art has almost always been
essentialist: there is a deep, hidden meaning to things, their essence, which the artist
forces to the surface by removing all that is redundant. But the fragment is not a
remnant in this sense; neither is it, in fact, a narrative device.

6
For fragments to connect into a whole, the artist proposes a series of spatial relations,
yet these are in no way decidedly fixed or otherwise rigid. Ultimately, it is left upon
the viewer to connect them, should one indeed wish to do so, and to achieve a sense
of completion or fulfillment; a sense of closure. Nevertheless, a thread is offered to
assist viewers in their meanderings: it is the material, tactile character of the base.
The pallet, either apparently present, or intimated, is the equivalent of a leitmotif in
Bassanos’ visual work. The pallet is a movable base, by means of which all sorts of
goods and materials may be transported. Though rudimentary, it is an irreplaceable
construction whose versatility allows it to be used and re-used for a variety of

23
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7
O «Baoikdg VAIoUOG» TG TOAETAG HAG TTAPATIEUITIEL OTO ETONEVO TESIO
mpofAnpaTiopol Tov kKaMtEyvn. v évvola g eninedng Siatagng. H Siatagn avtr
onuatodotel yia Karolovg OempnTKovg Hid GNUAVTIKT LETATOION TTEPA AITTO ATTO TOV
0pB080E0 HOVTEPVIOUO KA HAG PEPVEL KOVTA OTO PALVOUEVO TNG CUYXPOVIG TEXVNC,
e ToV Tpoadloplopd «oUYXPOVOG» va Uy eivatl HOvo Xpovikog aAAd va vitodnAdwvel
KO OUYKEKPIUEVA TTOL0TIKA XAPAKTNPLOTIKA. MOvo mov ot SovAeid tov Mmtaodvou
BA&movpe v mopeia tov avtikeEvou va Staypaget vav AN pn kUkAo. Av Sniadn)
o Robert Rauschenberg (otnv mepintwon mov Sextovpe To emyeipnua sov apbpmvet
o Leo Steinberg oto «Other Criteria») ei0ayet ) p1{o0TACTIKT] AUTI TIPAKTIKT O
QL TEYVT] TTOV Y1A ALWVES TALTILOTAV UE TNV TTAPAYWDYT] EMPAVEIDY TAPAAANAGDV e
Tov A€ova Tov OMUATOC Hag, oTa Epya Tov Mmacavov, mévte Sekaetieg petd, &va
kate€oynv faowko, eninedo, ynvo potifo, n maréta, tomobeteitar ouxva kabeta,
TTAPAAANAA LE TO OMUA pag oav KABAAETO 1) oav KAAOIKOG TTivakag.

8
H evtporia, pia akopn onuavTiky ouvioteoa g TEXVNG 1161 atd Tig mpwteg
Sekaetieg TOLV 2000 AOVA AAAA KA U0 APOPUT] VIO POLAVTIKT) OVELPOITTOAN 0N
UITpootd oTo avapyo (kat pe Opovg aonTikng «uynio») g euong (Buuidw to
«Eismeer» st@\ tov Friedrich pe toug koptepoig mayovg va opbmvovtar asmdlvtor,
adlamépaotot kat TO00 KOVTIVOL [ITPooTd Hag) elvat emmiong pe eviiapepovta tpomo
mapovod otr dovAeld tov Mmaodvov. Tta «Kopakiar, 1o AAOTE 0pyaveouevo,
€UTAKTO LAIKO EXEL OYNUATIOEL Evay ATAKTO 0wPO KAl TA SUC0ImVA AITEATIKA JTTOLALA
AV TOV HO1AovV puecAldovTeg 0T YPNYOPOTEPT) LETABACT] TNG LOPPOTTONUEVTS
UANG 7POg TN PUOTKT KATAOTAOT).

9
Kat to mohtiko SraxvBevpa; H «Baowkr)», tamewr), vopadikn rtodéta otéketal
100TIHOG TTAPAYWYOS VOT|HATOG SImtAa 0TO «LYPNAG» TOTTio OMTWG AKPPKOS TO
TAPAYVOPLOUEVO TTAAIO10 (TApePYOV) KAAEITAL VA VON|LATOSOTNOEL TO £PYO0 OTO
Siaoyo Ramdohr - Friedrich. Avo peyddeg Stapdyeg (Friedrich - Ramdohr, Fried -
MuwvipaAiotég) tov onpatoSoTolv OTUELN KAUING Y1 TI LOVTEPVIOTIKT] AVTILETMITLON

GR

ENG 25

Caspar David Friedrich
Der Wanderer (iber dem
Nebelmeer, 1817
Kunsthalle, Hamburg

purposes. It could serve to store gold bullion, just as well as it could provide an ad-
hoc patch to the walls of a shed in a makeshift camp.

The “base materialism” of the pallet points to the next step in the artist’s
preoccupations: the concept of “the flatbed”. According to several critics, such an
arrangement signals a significant shift away from orthodox modernism, bringing us
closer to the reality of contemporary art, the word “contemporary” suggesting here
not only a temporal dimension, but also a set of specific qualitative characteristics.
And yet, in Bassanos’ work, the object seems to come full circle. If, in other words
(and provided that we accept the argument put forth by Leo Steinberg in Other
Criteria), Robert Rauschenberg introduces this radical shift into an art that had for
centuries been identified with the production of surfaces whose reading rests on
verticality (in correspondence with the axis of the human body), then five decades
later, in Bassanos’ work, the pallet, this fundamentally horizontal, earthly pattern,
is rotated to a vertical position and placed parallel to the body’ plane, almost as an
easel, or a traditional painting.

8
Entropy, yet another notion to acquire importance in the world of art already from
the first few decades of the twentieth century, but also one which triggers many a
romantic reverie before nature’s anarchic (“high”, if we were to use aesthetic terms)
character (again, let me remind readers of Friedrich’s Das Eismeer, with its sharp
blocks of ice rising, absolute and impermeable, so close to us), is also present in
Kostas Bassanos’ work and in quite a compelling manner at that. In Ravens, a once
organized, well-ordered material has been reduced to a jumble, a disordered mass,
and the menacing birds ominously soaring above it seem to be mediating for a swifter
transition from matter as form to matter in its natural state.



26

TOV KOGLOU KATAANYOUV QITO GU{)TNOELS YUP® QIO TN LOP@PT] TOV £PYOU G€ GLUJNTIOELG
yia Ta Opla NG AvVaTapAcTacT|S Y1 VA OAOKAN pwOOTV e 6pOUG AVOTYTA TTOAITIKOUG
(1) ko nBwkovg). Amotedel apaye 1 HopPN WIA®S To (Emovo1mdeg) PEco yia va
KATOANEOVUE OTO TTONITIKO TIEPIEXOUEVO TOU KAANITEYXVIKOD AVTIKEIUEVOUL OTTWG

LO1AZEN VA LITAVICOETAL 1] SOUAELA APKETWV GUYXPOVGOV KAATEXVGOV KAl T avAAvoT)
QKO TIEPIOCOTEPHDV KPLTIKWV T} LOPPT] KAL TTEPLEYXOLEVO ELVAL OTNV TEXVI] AWTOAVTHG
aMnAévieta; Ioyvel katd v amtown pov to devtepo. Eival pdAiota autod katt tov o
510G 0 HOVTEPVIONOG [LAG EKAVE VA CUVELSTITOTIO00VIE AITOMPEVYOVTAS CUOTNIATIKA
mv avarapaotatikn agnynon. H poper dev etvar amhdg 1o kEAL@OG Ttov mtepikAeiet
TO TEPIEXOUEVO (TTOAITIKO T) AANO).

10

Kottaddovtag Tig Xpioe1g NG TAAETAG OTA TTPOCEKTIKA SOVAEUEVA OE HOPPOAOYIKO
ennedo £pya tov Mmtaoavou piropovpe va aviin@Bovpe epmpaypata IAEov my
gvvola g Baong otov pap&opd. Kortadovtag Tig Tomoypapikeg ToU EYyKATAOTACELG
KATAVOUUE TOUG UNYAVIOHOUG TNG EIKOVOTTAACIAG TOV LYPNAOD GTI) POUAVTIKN
tommoypagia. H katd m Mieke Bal «mtpwBiotepn wotopia» (to mahotepo oTuA, 1)
TTOAQLOTEPT] LOPPT] KATAVOUVTAL LITO TO PGS TOV UETAYEVEGTEPOL OTUA, TNG LOPPTIC
7ov €metan) eivan edm 1Wrtepwg Srapwtiotikn. O Popavtiopog tov 190v aumva
KATAVOEITAl KAADTEPA OT|UEPQL.

Kootag Ioavvidng
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9
And what about that which is at stake, politically speaking? In terms of the
production of meaning, the “basic”, humble, nomadic pallet becomes a peer of the
“high” landscape; much like the disregarded frame (the parergon) is called upon
to determine the work’s meaning in the context of the Ramdohr-Friedrich debate.
Two great critical disputes (Friedrich vs. Ramdohr, Fried vs. the Minimalists), both
signaling a turning point in the modernist approach of the world, begin as discussions
regarding the artwork’s form and go on to debate the limits of representation, only
to reach a conclusion that is openly political (if not moralistic) in character. Is form
really only a (minor) vehicle for voicing the political content of the object of art, as
the work of many contemporary artists, and the writings of even more critics for that
matter, seem to suggest, or are form and content indissolubly linked in art? I should
think the latter is the case. In fact, this realization is part of the legacy of modernism;
a result of its programmatic eschewing of representational narrative. Form is not just
a shell, a vessel for content (be it political or other).

10
When reviewing the uses of the pallet in Bassanos’ work, a work meticulously
developed in terms of form, one may empirically appreciate the concept of the base
as discussed in Marxist theory. When faced with his landscape-like installations, one
may appreciate the iconographic mechanisms of the sublime in the context of the
Romantic landscape tradition. Mieke Bal’s notion of “preposterous history” (which
describes a condition in which an older style, an older form may be comprehended
in the light of a later style, of a form that follows in time) proves, in this case, very
enlightening. Nineteenth century Romanticism is much better understood today.

Kostas Ioannidis

27
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Avti eloaywyng...
O Kaootag Mmaoavog oy atopikr| tov ékbeon Nowhere exBétel 1o £pyo «aitd e85

WS TNV AOVIOTNTA» pe Bgpa eva nAlofaciiepd, «UvnUeEIOKO OTNV EYKATAGTACT)»
OTwG onuewmvel o 1610¢. To €pyo Ba uopovoe va amoTelel pia xewpovopia, pia
TIPOKANOT), 1O AVAPOPA OTO ATEAECPOPO TNG « UVNUEWAKTG YAVTTTIKNG». ZT1g
OUL{NTIOELG LAG ETTAVEPYXOVTAL CUXVA OKEWELS Kat tpoPAnuatiopol yia tn 0eon,
TIG JIPOOITTIKEG, TA OP1A TNG YAVIITIKNG, TV pvnueiwv, g dnuootag texvng. O
SoKIAOTIKOG TITAOG TOU KAAMTEY VT, «GUAAOYT] LVIIEIOV KATATTPOPOV» LINPEE
T APETNPIA YIA {10 GUPPAPT] CTIUEIWTEWV, EVOG TIPOOYESIoL yia pia Oewpn ik
7POTAOT S1aXEIPIONG TNG «TTOANTIOTIKIG KANPOVOLLAG» TOV TTApeABOVTOG KAt TOU
UEAAOVTOG,.

Xwpic Titho
KdaBe mpwi tepvaw aso to [edio tov Apewg, Prpootd amod To Pvnueio Tov
Kwvotavtivov, Baoéwg twv EAMvev, 01 ok1d Tov ouyxva Eekovpadovtat
aMoSartol, HETAVAOTEG, 10w KATTOIEG POPES TAIlovV VIOULVO, OTIwg ouvritilav
OTIC XWPES TOVG, Ue To 1610 tdB0og tov 0 Duchamp embidovtav oto okdkl. Me évav
mapadoo Tpomo, auTh, 1 «AAAOTPIWTIKT] KOWVOTOIA NG kabnuepvng povtivag»
(Monroe, 2008), AWTOKAADIITEL KAl AVAKEPAAADVEL, OPIOUEVES CUYXPOVES
TPAYUATIKOTNTES KA LITEVOLUIEL OTL OUYKEKPIUEVES KOIVWVIKES KA TIONTIKEG
enurtOoelg nyadovv amo ovpfolikeg pateg.

SNUEIOOEIC V1A TN «UVNUEIAKT)» VALTTTIKT. Anto 1o Eefepeliopa oty (emava)Oéomon

SNV LETA TO TEIYOG ETOXT 1) EVVOLA TNG UVILELAKOTNTAG OLVEEeTAL [ evBiapepovTa
TPOT0 pe v asmokabnAwor. IIoAAG pvnueia Tov TPQONY AVATOAMKOU HITAOK
Eebepehwbnkav kat’ avaloyia tov EeBepeMaouatog Twv KaBeoTOTWY IOV TA
Snuovpynoav kat n apyr g véag YIAletiag avadinoe £k VEOU TA ePEIoUATA

NG 0TV OLTOTiA KAt To toArtikd. H pvrjun, n agnynon, n avasapaotaon kat

1] L0TOPIKOITOINOT) TNG TPAYUATIKOTNTAG ETTAVEPYOVTAL SUVaIKA Kat Ortwg etvat
endpevo, véa adieoda eAhoxevovy kabag, 1 Sratpnon kat 1) toKATAoTACT NG
LVTIUNG ApOpPA OUYVA OKOTEWVEG TIEPLOYES — OTIWG OTNV TEPLTTWOT) TOV EKAUTOVIWV
kaBeototav. IIoAG eivan exetva ov anmwBolvtal og Eva pvnueio, eve mEPa amo TG
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In place of an introduction...
In his solo show, Nowhere, Kostas Bassanos presents a work titled from here to
eternity, the subject of which is a sunset, “monumental in terms of its installation”
as the artist himself notes. The work might well be considered a gesture, a challenge
directed at “monumental sculpture”, a reference to its ineffectuality, to its futile
character. Our discussions keep returning to a concern about the place, the
possibilities, the limits and limitations of sculpture, of the monument, of art in public
space. The artist’s own working title, “a collection of monuments to disasters” was an
incentive for compiling a number of notes into a draft proposal for the management
of “cultural heritage”, both that of the past and that of the future.

Untitled
Every morning I walk through Pedion tou Areos Park, passing before the statue
of Constantine I, King of the Hellenes. I see foreigners rest in the shade of the
monument, immigrants for the most part, sometimes playing domino like they
used to do back home, as avidly as Duchamp would have once played chess. “The
estranging power of this commonplace, daily routine [...] reveals and recapitulates”
as Monroe would say (Monroe, 2008) certain contemporary realities and serves
as a reminder of the fact that symbolic acts may have specific social and political
implications.

Notes on “monumental” sculpture: from dismantling to (re)instating

In the post-Wall period, the concept of the monumental has been linked, interestingly
enough, with the practice of dismantling. Many of the monuments of what was
formerly known as the Eastern Bloc were torn down in line with a dismantling of

the regimes that had created them, while the dawn of the new millennium was
accompanied by new forays into the realm of utopia and of the political in search of a
foothold. Memory, narrative, representation and an attempt at imparting a historical
character to reality are making a dynamic comeback, whereas, not surprisingly, new
impasses lay in wait, since the preservation and restoration of memory often implies
a probe into dark areas — as is the case with the above mentioned fallen regimes.
Monuments are often instances of massive repression, while, quite apart from the
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TPOPAVELG S1aPOPEG TTOV LITOPEL KAVELG VA EMIOTUAVEL OTA LVIUEIA TTOV EKTEAODVTAL
amtd ta Bvpata avl ekelvwv 7oL yivovral pe rpeTofovAia tov BT, ota pvnueia
IOV YIVOVTal [LE TPWTOPOUALA TOU 10XUPOV, EVAVTL EKEIVYV TTOV S1eKkS1KOUVTAL QITO
TOUG AlYOTEPO TIPOVOUIOUYOUG, EKEIVO TTOV PaiveTal 7o SVOKOAO va eADOEL KAVELG,
Bploketal Epa a6 SIXOTOUIKEG TTPOCEYYIOELS, KA APOpd Slaywplopole ov eivat
AlyOTEPO TTPOPAVEIG KA Apa 110 oUVOETOL.

Sav avTiotdfuiopa GAwvV aut®v To TEAOG TOL 2000 AL®VA OT|HATodoTNONKe Amtd
OL{NTNOELS TTOV APOPOVV TN GUVOETN OYEOT HETAED TNG TEXVNG KAl TOL SO0V
XOPOV. APYITEKTOVEG, 10TOPIKOL, LEAETNTEG TOV ACTIKOD XMPOVL LITOYPAUUIOAV TN
oNuaoia g TeYVNG 0T SNUOoIA 0PAIPA MG TOV EIKOVIKO XWPO TNG «apu@lopritnong»
(Lee, April 1998) avag@opikd pe tnv oAtk g Tavtotntag. Kalteyvikeg
TIPAKTIKEG EMEVELOAV OTIV AVAVEDOT] TIPAKTIK®V OTIMG TA «EPT|UEPA» UVTUELQ, TA
avTti-pvnueia, ta detournament, ta re-enactments kat ta pvnueia mg kabnuepivng,
aoTjpavtng eumepiag, 6mwg o Wodiczko, o Hirschhorn, o Deller, stov otpagnkav ot
«ukpn Aoyoteyvia» (Deleuze, Guattari, 1998), 0TIC TPOCWITIKEG APTYT|OELS, OTNV
EMAVA-BPACT) 10TOPIKGDV YEYOVOT®V KAL 0TIV ATIOKAAUWT TV UNXAVIOHOV QUTGOV TV
TPAKTIKGOV, O1 0ITO1EC TPOTAONKAV WG AVTIOTAOT) OTNV KUPIAPXT KOUATOUPA KAl AOYO.
"Eva kaAArteyviko eidog «1 téxvn Tov SnUdoiou Xmpouv», AvVavemoe TV VI LELKD)
YALTTTIKT) KO O€ TTOAD LIKPO XPpoviko Stdotnua 51&vuoe v amdoTtaoT) Tou GUVOEEL Kat
X0PLeL TV CUVAIVEDT] KA1 TOV AVTAY®VIOUO, A0 TN OXECIAKOTNTA Tov Bourriaud, kot
ta «8nuooia» yevpata tov Tiravanija, 0to oxeo1ako avtaywviopo g Bishop kat tv
o&ela dnuoowa £kBeon mapadvopwv petavaoteov tov Sierra.

M7opovpe AOUTOV VA OKEPTOVUE, KAl va SoUUE S1APOPES ATTOMEIPES KA1 0N
XOPA HAG Y10 LI AVAVEMUEVT] «UVTILELAKT]» TEXVT], 000 AYOLPT), T LETEYYPAUUEVT)
Kat av eivat, ToAAEG POpPEG, TOL EEVOVL TAPABETYIATOG, AV TO AKAUIITO —C0AAA
1000 Bepehideg yia Tig petenerta efeifeig— Prina, Tov KOLPOU, TPOG AUTH| TV
katevbuvon. Me a\a Adyia, o1 entevépyeleg Towv eEeAiewv otnv Evpomn oto
TEAELTAIO TETAPTO TOL 2000 ALOVA EIVAL EUPAVELG KAl 0TN X®pa pag. Tavtoyxpova
Siexdikoiv otadiakd ) puvr Tovg wg «optAovvta ovra» (Ranciere, 2008), ot
AMEG KOIVWVIKEG OULAOEG TTOV GULITAT| POVOUV QUTEG TOV VEOU TIPOAETAPIATOV, O1
YUVAIKEC, O1 EYXPWUOL, AAAEG LEIOVOTNTEG O1 OITOIEG £XOVV KAVEL OAPT) TN LOVASIKT)
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obvious differences one may note between monuments created by the victims and
those commissioned by the victimizer, between those commissioned by the mighty
and those claimed by the less privileged, what seems harder to resolve is what lies
beyond any immediately intelligible dichotomies, what concerns distinctions that are
less obvious and thus more complex.

Almost as a counterbalance to all the above, the end of the twentieth century
was marked by discussions on the complicated relationship between art and public
space. Architects, historians, urbanists would emphasize the significance of art’s
presence in the public sphere, in this virtual space of “defiance” (Lee, April 1998),
especially in relation to art’s political identity. Art practices invested in a renewal of
forms such as the “ephemeral” monument, the anti-monument, the détournement
and re-enactments, and the monuments to mundane, insignificant experience;
practices found in the work of artists like Wodiczko, Hirschhorn, and Deller, who
turned to “minor literature” (Deleuze, Guattari, 1998), to the personal narrative, to
revisiting and re-enacting historical events, and to exposing the mechanisms of such
practices as a form of resistance to the dominant culture and its discourse. One genre
in particular, “public space art”, came to renew the practice of monumental sculpture
and to cover, in a very short time, the distance between consent and antagonism,
the line that connects and at once separates the two: from Bourriaud’s relational
aesthetics and Tiravanija’s “public” kitchens, to Bishop’s relational antagonism and
Sierra’s incisive public exposure of illegal aliens.

Greece has seen its own share of attempts at a renewed “monumental” art, even if
these have often been little more than an unsophisticated transcription of the foreign
example, much like that rigid first step taken by the Kouroi that was nevertheless so
crucial in terms of further developments. In other words, developments occurring in
Europe during the last quarter of the twentieth century have had a manifest impact
on the Greek art scene. At the same time, other social groups that come to take their
place alongside this of the new proletarians, begin to claim their right to a voice
in their capacity as “speaking beings” (Ranciere, 2008): women, people of colour,
minorities that seem to bring home the unique significance of the third world, of
gender, of sexual difference, of the relationship between awareness and power, to
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onuaoia tov Tpitov kKOGUOV, TOV PUANOV, NG 0eEOVANKTIC S1apopag, T oxEon
yvoong kat e§ovoiag oe TETo1o Pabuod mov 1) 01IKOVOUIKT] TAVTOTNTA, VIIOKEIUEVT] O
00BapEg LETATOTIOELG TOV TTOAITIOLIKOV OIKOSOUTNUATOG TG UITOKEUEVIKOTNTAG,
Stevpuvetal oV TavTOTTA TG KOVwVIKNg Stagopag (Foster, 2001). "Etot kat o
YEVIKEG KAL YEVIKTIG XPTOEIG POPLEG TNG LVIUEIAKNG YAVTITIKTG, OTIWG KAl 01 18€€g

NG MAPACTATIKNG KA a@NpnUEVNG TEXVNG EAafav KavoLpYLo vOnua kg EVepya
mapaydpeveg, kat oyt mabnmikd (Oeopkd) Aapfavopeveg, pEow g avartapdotaong/
0eong/avtutapabeong o dnudoia opaipa. Méoa o€ AUTO TO GUYKEIUEVO, 1] TEXVT
onwg Ba eleye o Ranciere, eivar moMtikn oto Babpo mov Srapoppaver epya (1)
pvnueia) ov cupfarlovy ot Stapopewaon evog Wiaitepov aabnmpiov Tov XwPOL
KAt Tov Xpovov, atontpio to omoio kabopilel TpomToug va eipacte «uadl 1 xwpotd,

péoa 1 €€w, UITPOoTA 1) 0TO HECO», KLupiwg, Ba Aéyape, tov wbel otnv avainyn Béong.

ATIOTEIPEG V1A L1 AVAVEMUEVT] € UVTILELAKT]» TEXVT], LG KAVOUV VAL OKEPTOULE
Aoutdv, Katd avaloyla g «eavtactakrg 0Eopong tov kotvovikov» (Kaotoptadng,
1981), 611 1) Snuovpylia, dmwg Aéet o Kaotopiddng, mpovmobetet, o 1610 dmwg
EEVOT), TNV TKAVOTITA VA TIPOOPEPOVE OTOV EAVTO UAG KATL TTOL SEV LITAPYEL.

Kau 8ev pmopotpe, 0mwg e€nyet, va Siakpivoupe 1o gavtaciako mov §pa ot
Snuovpylia, amd To «ATAMG KAt HOVO» PAVTACIOKO AEYoVTag OTL TO TPGHTO
mpoAapfavet pia un akoun Sedopevn mpaypatkotnTa, aAAd «emainBebetar» ot
ovvéyela. To ovoiwdeg tng Snuovpyiag Sev elvar amag 1 «avakahuyn», aAAA N
OUYKPOTNON TOL Katvovpyov. H avaduvon véwv Oeopmv, véwv Tpomwv {ong etvat
pa evepyog ouykpotnorn. H cuykpotnon ovvdéetan pe ) froonuotnta oe dedopéveg
TMEPLOTAOELG, TIG OTT01EC OUMG QITO TN OTLYUT| IOV Ap)ilEl KATL VAL LITAPYEL TIG
TPOITOITOLEL OT|UAVTIKA KA1 TO 0IT010 0T SuVApIKT) TOV —e@’ 600V aUTH LIApyYel— Ba
OUVEXIOEL VAL EIVAL TTAPOV KA1 OTO HEANOV NG 10Topiag. Autr) 1) «emaAnBevon» mov
Ba £pBerl péoa amo v wtopia Sev Exel kauia oXEON He KATL TTOL AVAPEPETAL O€ Eva
NoN CLYKPOTNUEVO TIPAYUATIKO, AKOUA KA AV, OTIOG EENYEL 0 PIAOCOPOC, KAVELG
LITOPEL VA ETKELPTLATOAOYT|TEL LIEP TNG ATTOWYNG OTL OTTOIASTTTOTE TPAYUATWOT)

Ba ftav Suvatn Weatd, pa tetola emyelpnuatoloyia dev Stapwtilel, yati otnv
TPAYUATIKOTNTA eV pag AEet TOMA Y1a TIG LETAKIVIOELS, TIG AANOIMOELS, TA KEVA, TIG
pnéeig kat Tig aovveyeleg, mov divouv mOnon ota TPAyUaTa.
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such a degree moreover, that economic identity, subject as it is to the massive shifts
occurring within the cultural domain of subjectivity, is stretched to accommodate the
identity of social difference (Foster, 2001). Hence, both the generic and all-purpose
forms of monumental sculpture, much like the notions of figurative and abstract

art, seem to acquire new meaning as forms that are actively produced rather than
passively (institutionally) received by means of relationships governing their presence
in the public sphere (representation/action/reaction). In this context, art is political,
as Ranciéere would remark (Ranciere, 2008), inasmuch as it manages to produce
works or monuments that contribute to shaping a particular awareness of space and
time, one which determines ways of being “together or apart, inside or out, ahead or
in the middle”.

Such attempts at a renewed “monumental” art, prompt us then to consider, by
analogy with the “social instituting imaginary” (Castoriadis, 1981), that the creative
act, as Castoriadis argues, in a manner similar to that of alienation, presupposes
the capacity to offer ourselves that which does not exist. He further explains that we
cannot in fact distinguish between the imaginary that acts upon the creative faculty
and the imaginary “per se” simply by saying that the former anticipates an as yet
tentative reality that will eventually be “verified”. The essence of the creative act
does not lie in “discovering” the new, but in constituting the new. The emergence of
new institutions, of new ways of life, implies an act of constitution, of construction.
Constitution depends on viability in given conditions, though, once a new construct
comes into being, it acts upon existing conditions, altering them significantly.
Furthermore, this new construct will continue to exist in the future of history as long
as its dynamics permits it to do so. This “verification” through history is in no way
related to an already constituted, pre-existing real. For, as the philosopher explains,
even if one were to argue in support of the view that any sort of materialization may
hypothetically be possible, ultimately such an argument is quite unenlightening,
since it fails to account for the shifts and changes, the breaks, disruptions and
discontinuities that push things forward.

What ensures social cohesion, he observes, what ensures the very fabric of
a given society, is the unity of a universe of meanings that is particular to it: it is
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Avto, Stevkpvidet, Tov CLVEYEL LA KOV@OVIA EIval 1) EVOTITA TOV KOOLOU
TV ONUACIOV AUTIG TNG KOWV®VIAG, AUTO JOV EMTPETEL VA OKEPTOVE AUTI) TN
OUYKEKPILEVT] Kat OX1 AN Kowvwvia, etval 1) Wiatepotnta 1 n eildikotta Tov
KOO0V T®V ONUACIOV NG ®G OE0UI0T) TV CUYKEKPIUEVROV KOTVOVIK®DV (PAVTACIAK®DV
OTJLACIGOV TTOV EIVAL ETO1 OPYAVOUEVEG KAl OX1 AAA®MG. AEV UTTOPOVUE OU®G, HOG
TIPOEISOTOLEL, VA OKEPTOVLE HECA OE EVA «TAVTIOTIKO» GUOTILA AVAPOPAG
EPWTNUATA OTWG: «AITIO TOLA OTLYLT) KAl LETA 1A Kowvwvia Sev elvar mma eketvn
IOV T)TAV, VIO TTO1EG TTPOVITOHETEIG LITOPOVLLE VA TTOVNE OTL CUYXpOvVA KAl “ouyyevr)”
HEeTafl TOUG KOVWVIKA GUVOA AITOTEAOVY TUnpata g “idag” kovwviag i)
QITOTEAOVV TIEPIOCOTEPO O1APOPETIKESG KOIVWVIES»;

Kat ) otiypr) g amogaong 0Tt pia kowvevia dev etvar mma gkeivn mov nrav, ava-
Svetal Tavtdypova N SrartioTwaor 0T Sev LITAPYEL Evag ATTAPANNAYTOG «EYYUNUEVOS
KO QVTIKEUEVIKOG SEIKTNG» IOV TNV TEPTYPAPEL, YIATL 1] 10TOPIA, T) LVTUN KAl KAT
emektaon 1 Kowwvia Sev eivar oAotteg. Kat ) otiyun avtr) onuavtikd poio maidet
TO BNua «IEpav g ovtomag» mov, OTwg e&nyet o O. Atmofartg (Attofarg, 1991),
avayvwpidel OTL 1] AUEoPTTNOoT TOV KATEGTNUEV®V OXECEMY KAl TOU AOYOU NG Kupt-
apyiag Sev pmopel va vTapEovV Xwpig TNV Evvola g oL BOAIKTIG AlaPopag Kat v
AVAYVOPLoT] KAl TNV EXAvadiampaypatevoT) Tov poAov g &vvolag g ovtoriag. Tng
oVTOIAG OUMG, ETOTUAIVEL, OX1 WG UIAG LOVOOT|LAVTIG OUTOITIAC JTOV AVAPEPETAL
amAg o€ AAEC S10POPETIKEG 10TOPIKEG KATAOTATELS, OUTE LUE TNV £VVOLA TNG UG-
Onong g EAMenyng, g Stapuyng 0To 10Top1Ko TapeABov 1) ueAhov 1) g 18€ag ov
eGlomvel TeXvoKpaTIKA TN Ala@opd otV asaiton pia oA Tag (aAAd tov oeaopot
mg Srapopdg wg apvnon g mAnpotnTag/oAotntag/eAeldottag). Kar avtd, avago-
PIKA pe v «kaBnuepvr) on», katahnyet —kat m Oepediwon (uvnpeinv) og katd-
paon avtrg Ba Aéyaue— onuaivel, «va pnv £xel Kaveig autamdteg ya tig 18eoloyieg
IOV AUTI CUVEXEL TTAPAYEL AAA va pnv Eexva ammd v AAAN OTL TAVTA PITOPOVY VA
ovpPovv pngeig pe Ta ouvnOouéva parvoueva g kabnuepvig {wng Kat TOTe mpEmel
KQAveig —n (v — va eivat £Toiurn va emépfer yia va punv xaoet tny 10Topikn oy,
LECA QITO TNV Avayvoplon g Alapopag, Tov AAMov kat Tov NEov».

KaBawg, Aoutov ot véa guvOTkn Tpaypatov, KUpLapyel n aunyavia kat n
AUELOTUIA LE TNV 07Tl AKOUA, T KUPLWGE, 01 10XUPOol avTipetmmi{ovy Tig paydaieg
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this which allows us to think of one society and not another; the particularity, or
specificity of its universe of meanings as a distinct social instituting imaginary that is
thus and not otherwise organized. Yet, he warns, we cannot rely on an “identitarian”
system of reference if we are to answer questions such as: “from which point onward
does a given society cease to be what it was; under which conditions can various
contemporary social groups that are ‘akin’ to one another be considered to form parts
of the same society, or else to form distinct societies in and of themselves?”

And at the moment when one decides that a society no longer is what it once
was, one also realizes that there is no fixed, “definite and objective gauge” by which
to measure and describe it, because history, memory and, by extent, society are not
countable aggregates. At that moment, it seems crucial to take the step “beyond
utopia”, which, as Thanos Lipovats explains (Lipovats, 1991), implies awareness of
the fact that a challenging of established relations and dominant Discourses cannot
occur in the absence of the notion of symbolic Difference; it cannot occur without
prior acknowledgement of the role held by the concept of Utopia and without a re-
negotiation of its terms. And yet, Lipovats points out, utopia is not meant here in a
univocal sense, as a simple reference to a different set of historical conditions; neither
is it meant in the sense of a repression of that which is wanting, of an escape into the
historical past, or the historical future for that matter; nor still as a notion that asserts
a technocratic equation between Difference and the demand for totality (but rather
as one that proposes the respect for difference as a negation of totality/perfection/
wholeness). This means, he concludes, that as far as “everyday life” is concerned
(and, we might add, the process of establishment -the monument- as an affirmation
of this life), “one should cling to no illusions as to the ideologies this continually
produces, while keeping in mind at the same time that there is always the chance of a
rupture occurring within its realm; and it is then that one — art — should be ready to
intervene, to take advantage of the historical moment, by acknowledging Difference,
the Other, the New.”

Since, then, the so-called new order of things seems pervaded by a dominant
sense of awkwardness and ambiguity, a sense that is still — or perhaps, mostly
— evident in how those in power face the radical changes taking place in neighboring
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AMAYEG 0TA YEITOVIKA TOUG OUVOPA KAL TIG EMEVEPYELEG AANAYDV OTO ECWTEPIKO TOUG,
T «puvnuelakn texvn» exet va (ava)afer pa Beon mov Ba pag kavetr va Bepehiooovpe
™ ox€on pag pe avtr) v apgiBupia (ambivalence). Na otpéyet to eviiapepov
pag oe pa ko ouvOnkn mov asteAevBepaver v (roAttikn)) VN Ao v
avastapdoTacT) TV KOWOVIKGV SOU®OV, GUYKPODOE®Y KAl TAUTOTHTWV Kat Snpovpyet
Tig TpovimofEoelg yia pa o1 kat tooo sabntikn Anyn. Tdéoo oy amokadniwon
000 ka1 oty eykaBidpuon vtapyet pia kowvr) ouvOnkn (8&opevong) yia tov Beartr),
o0 Beatg mpémer va avardfer pa Surr Stavontikn Stadikacia (Atmoparg, 1993,
0.71.), TPWTA va astocapnvioet t B€on tov Spwvtog oe oxEon pe autr) v mpdan kat
01N ouvexela va avaidfet o id10g pa O¢on avagpopikd pe tn Sikn Tov pébodo kat
embopia, va £pBel avTipETwitog pe Tig S1kég Tov avTipaTikeg kal appnteg embopieg,
TG PIEELG, TIG POYLES TV ATTOTUXIMV KAL TV AVTLPACE®Y OV 1610 TNV {wT) TOU Kat
TOV AOUTQOV VITOKEIUEV®V.

ANwOoTe, Ba HITopooe KAVELG VAL OKEPTEL, TPOG GTIYUT), TN OSnuooia TV Kat
TN LV UELOKT) YAUTTTIKT] 0 1A HETAMPOPA 1) 1A LETOVLHIA TRV 181wV Tov Beoumv
Kat mg ap@bupiag mov ovvodevel TOV ENAVAIPOad10p1opo Tovg kat T Sradikacia
(emava)Béopong Tovg.
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states, or the impact of such changes on the interior, “monumental art” is faced with
the need to (re-)take a stance that will help establish the form of our relationship to
this ambivalence. It must turn our attention to this universal condition that frees
(political) art from the convention of representing social structures, conflicts and
identities, and sets the scene for a less passive reception on the part of the viewer.
Both the practices of dismantling and instituting require that the viewer be equally
committed to the two sides of the same intellectual process; that they first decide as
to the nature of the stance taken by the agent of the act in question, and in turn take a
stance themselves, confront their own contradictory, unspoken desires; confront the
ruptures and cracks that inconsistency and failure have wrought on their lives as on
the lives of other subjects around them (Lipovats, 1993, Ibid.).
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Inspired ambition I, 2007
peAavt, xapti, yowog
Inspired ambition I, 2007
ink, paper, plaster
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#3 (a6 ) oe1pd
Borders), 2008

a/p pwtoypapia,

75X100 €K.,

#3 (from the Borders

series), 2008
b/w print,

75X100 cm,

edition of 3



Colours are made
from tears, 2007
yOwog (ekpayeio
TpameQon), HeAavt
(ynelaxn pakéta
£YKATAOTAOT|G)
Colours are made
from tears, 2007
plaster (table cast), ink
(digital representation
of installation)
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[IPOHIOYMENES SEAIAEE]*

To. kopadxio, (aro t Zviioy Mviueiov
Kazaopopav), 2007

YOWoG (ekpoyeio TaAETAG), HEAGVL,

peTaPANTEG SL0OTAGELS, GmOYn EYKATAGTUONG.

Das Kapital, 2008
YOWog (ekpayeio modétag),
20x60x100 ex

19:44,2008
ypapitg, Tanetoapio, yoyooavida,
30x24 ek. T0 koOéva

Nowhere, 2008
YOWoG (ekpoyeia ToarETag), HERGVL,
120x575 ex.

[PREVIOUS PAGES]*

The crows (from the Collection of Monuments
of Catastrophes), 2007

plaster (pallet cast), ink,

dimension variable, installation view

Das Kapital, 2008
plaster (pallet cast),
20x60x100 cm

19:44,2008
graphite, wallpaper, plasterboard,
30x24 cm each.

Nowhere, 2008
plaster (pallet cast), ink,
120x570 cm.
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