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Kwotng Iewpyiov / Hortus Clausus

Space exists outside the door and inside the mind.

Antony Gormley

I

Ze avtifeon pe v tpéxovoa amoym, Bewpw 0Tt Sev eivan n {wypagikn N xewalopevn Téxvn aAAd n YAtk
Avtr) 1) tedevtaia Puover vraplaxn kpion epoocov oe Sapkn kpion Ppioketan eni Sekaetieg 0 SnpOCLOG XWPOG,
OVPPLKVOVUEVOG SpapaTiké amo TNV eloPoAr} TOV SIWTIKOY, TNG ayeAaiag CUUTEPLPOPAS TwV TOANWY aAd Kal
NG AOTLVOUEVONG, 1| omoia ovvvTdpxetl StakekTikd mpog TNV embetikn mapapatiwkotnra. M’ dAla Adyla, To
YALTITO AMOKOUUEVO ATIO TO PUOIKO TOV XWPO Kol TNV avolXTh, T Snpocta Aettovpyio Tov wg £VUAN, GVANOYLKN
HvNpEn Kot wg epmpaypatog Aoyog (mept) ehevOepiag, e§opiletal oxedOV amokAeloTIKA 0T HOVOELA, OTIG LOLWTIKEG
OVANOYEG KAl 0TOVG KAELGTOVG, TIEPLPPAYUEVOUG KAl YUAATTOUEVOVG ISLWTIKODG XWPOLG, T TTOAVTEAT| KTiopata N
Tovg TepikAeloTOVG, €V idet amayopevuévng ES€p, kfmovg tovg. I avtd ovyxpovol peketntég (Rosalind Krauss)
ovopdfovv tn yhvrtikiy homeless, Snhadn avéotia, mov aneAmiopéva {ntd tov 1davikod xwpo.

AvaykaoTikd n ovyxpovn yAumTikr, e0tkd oty o mepapatikny ekdoxn e, fevodoyeitar oTig ykaept, Tig
Siebveig foires 1 ta povoeia, ota povTépva apyitektovipata mov oteydfovy Tpdmeleg 1) eTalpeieg kol TOND
ALyoTepo 0TIG TAATELEG, T TTAPKA, TIG AeWPOPOLG 1) Ta 6Tavpodpoyia, ekei Snhadr mov n tapddoon Tov pvnueiov
OoVVAVTA TNV ATTOYT TOV KPATOVG, UE TNV EVPELA EVVOLA, OXETIKA e TO wpaio. Oa éheya Twg 1 Snuocta Téxvn givat
avaloyn pe v madeia 1} Ty awoBntikn g eovaiag mov v emAéyet (000 TV emAEYEL) Kat Tov TV TIPoBaAlet
(600 Vv mpoPariel). H dnpoota yAvrtikn mov pog mepBdAdel, 60o avtéxet Ty emifeon twv Pavddiwv (mov
pdAota emlnrovv ghonua kalaodnoiag), eivat mpoidv emTponwy, Beopwv aAAd KAl CUYKEKPLUEVWY TIOMTIKWV
napepPacewv. Etot ta «pvnpeia» Stakovodv meplocodtepo Ty emionun mpomaydvda kat Atyotepo Tr cuAloytkr
pvipn Nty awedntikn avaykn. Na yiati ioxvpiotnka 0t n YAtk pioketal o€ kpiot), emetdr) a0QUKTLA «XwPLKA»,
KL Oxt N {wypa@ikr| oV AeLTOvpYEL aKOUN WG PETIX EIKOVWY YLoL TNV, akOU, Kupiapxn aoTikr| Ta&n.

II
ITépa amb Ta Opiax Tov oTmapaypov Oev amopével
mapd 1 ovvOKY TOV YPOVOU KAl TOV YWpOU.
Friedrich Holderlin

H téxvn elvat pia pnyxovr) TG @avtaciog mov aviyvevel Ta 9pla ToL XWwPoL Kol TOL XpOVOL avaTpETOVTAG Ta OVVOPA
¢ lotopiag. H pikpr) aAld ekpnktikn mapadoon Tov HovTepVIOHOD, avTifeTa, Kipuooe TNV auTovOUnoT| Tov am’
Ola ta ovotpata NG IoTopiag. To petapovtépvo, AL, TAPOVCIACTNKE WG 1) KATAPAOT TNG LOTOPLKIG CUVEXELAG,
wote To TapeABov va evepyomoteital Suvapkd péoa aTny TEXVI Tov TapdvTog. Nopilw mavtwg ot n Salevdn
LOVTEPVOL-UETAPOVTEPVOU eivatl HdAAov oxXnUaTikr), kaBwg katalryel oe eAMmr) 600 kat akpaio oxrpata. To €pyo
TEXVNG PEPEL €6 OPLOUOD TNV TIPOKANGCT TNG AVATPOTIG KAl TO OTEPUA TOL Katvovpylov, kabwg mpomayavdilet
poy «aANp TpaypatikoTnTa, fa Stagopetikn 0éopion g kowvwviag. Amo Tnv aAAn mAevpd, emedr) akpPwg
elvar mohtiopukn afia kar awoOnromomnpévn 18eoloyia, mapovoldletar avandtpenta ouvdedepEvo TPOG TN
StakekTikn) Tov TMOATIOPOD, dnAadny akolovBei pia mopeia mapdAAnAn pe Tovg pnxaviopovs g Iotopiag. Etot
Aowov onpepa, aflomowdvtag kaveic OAn v epmetpia Tov TaAPeABOVTOG, HakpLd and a@eleic OTEYAVOTIOOELS
KOl TIPOKATAOKEVAOUEVEG ATOYELS, HTopel va Yaket To £pyo TéXVIIG GTOV TTUPIVA TOV KAl VoL TO HEAETHOEL YU QUTO
7OV elvat KL Ot yU avtd Tov Tov emfdAlovy va gival kamola cuothipata noAtotikig efovaoiag. To épyo téxvng
Sev yivetat va vonBei é&w and ) Stakextikn tng lotopiag, eite To 18€0N0YIKO POPTio TOL AelToVpYEi WG KATAPAOT)
NG LOTOPIKNG TTapadoong eite wg dpvnon. AAo mpdypa PEPata va epevvag ovveldntd tnv e§éhi&n twv popewv
EV XPOVW Kal €V XWpw kat Ao TTpaypa va eikovoypageis emdepukd tnv Iotopia, ppodpevog eEwtepid kamota
OTUA €V €idet SLamoALTIopKOU KONAL, OTwg oLVEPALVE EVPEWG KATA TV TIPOTYOVHEVT] —TOLAAYLOTOV— SeKaeTia, e
TN OVVETIKOLpia HAAOTA TOANDV BEWPNTIKWY TOV LETAPOVTEPVOU.

Exovrtag avtd v’ oyty emSuwape va opyavwoovpe Ty mapovoa ekbeon ylvmtikrg tov Kwotn Fewpyiov wg éva

melpapa Kat wg MPOPANHATIONO OXETIKA pe T1) SUVAULKT] TOV «avOLXTOU» Kal TOV «KAELGTOD» XWPOV- ToL SnHOCLov
Kat Tov 101wTIKoV (v OKEPTOVE OV KAl TTWG KATATAGOOVE OXETIKA £va Lovoeio). Anpovpyroape, Aotmodv, Evav
KAELOTO «KNTIO», £va hortus clausus o710 aifplo Tov povaoeiov, 6to onoio eykataPlodv yla évav prva ac@ain aAld
Kat exevBepa o 18LOpOpPa MAdopata ov mapdyet i yAvntikr tov Koot Tewpyiov. Zav anelevBepwpéva and
v avaykn n 1o ¢opo, Tnv embetikotnTa f To Pavdaiiopod. Awiypatikd kat apeionua arolappavovy edw tnv
1810TeAn Toug ehevBepia potpacpévn ota PAEHUATA TWV ETUOKETTWY.

T exkmpoownovv avtd Ta YALTTd;

Eivat Saupovia piag mpontwTikig ETOXNG, HNXavika vepdvOn kat Sévipa, 1) (wopopea avdpeikela tov pEANOVTOG;
[Tatobv oe pa mapadoon acpaleiag 1 dokipdlovtar oe Kivodpevn aupo; Tupofatody avtokaTacTpoPikd N
npoeTolpaovtal v anoyeiwbovv; Aertovpyodv kab’ opddeg 1 emeiyovtar v avtovounBovv; Ovelpevovtat
Snudoia katagiwar) Tovg 1} Praovrat va evtaxBovv otny atehéogopn (yla T QOO TOVG WG YAVTITWYV) EMKPATEL
Tov 1StwTikov; Exouv amogaocioet yia tn poipa tovg 1 oxt avapesa 0to avBpwioetdés, To QuTikd Kkat To {wwdeg,
7o avBevtikd kat 1o StapecolaPnuévo, To TAAOTIKO Kat TO {wypagkd, Tn pdla 1 To XPWHA, TO UVIHELAKS 1) TO
UVILAALOTIKO, TNV a@iiynon 1} Ty vtoPoAn, Tn HETAPOPA 1) TN HETWVUIA;



III

O Walter Pater anogaivetat mwg popavtiopds eivat n ovvavnon tov mapadofov e v opopeid. H anodxAion,
T0 TapAgevo, 1 TAPAROPPWOT] ATOTEAOVY TIOLOTIKA XAPAKTNPLOTIKA TG YALTITIKNG Tov Tewpyiov, OTwg emiong kat
1] OXNUATOTOINOT TNG HOPPNG, O UIVILAAOUOG, 1) TPOPOAT} TOV HEPOLG AVTi TOL OAOV (TL.X. KEPAAL XWPIG CWHA), TO
ykpotéoko. O,tt dnhadn Ba amodidotav evkola atny emkpdTela Tov e€mpectoviopol pe GAa ta ewmpaypatikd
(veppeatoTikds) Tov apeAkdpeva. OUTwG 1 AAAWG 0 popavTIopOG Bewpeitat Tpodyyelog kat Tov eEMPeTIOVIoHOD
Kat TOL 6OVPeAALOUOD aToV 200 atdva.

ITio oLYKEKPLIEVA, EXOVHE VO KAVOUUE e Lo YAUTITIKT) TIOL TIPOEPXETaL Ao TN {wypagikr epocov ta Béuatd tng
(Lwopopgpa 1) avBpwmoetdn)) éxovy 1dn SovAevtel oe makatdtepes ((wypagikéq) exBéoelg Tov kaAArtéyvn. (To 1990
OTNV ATOWIKT TOL Ttapovaiaon otny ykaepi Titanium kat T cvppetoxn Tov oty opadikn ékBeon «Avagopd otov
Mmnovldvrp, Anpotikn IIivakoBrikn ABnvawv, kat to 1989 oto agiépwpa otn TaAlkn Enavdotaon «6+6», ABrva
kat Nimes. Kat ot tpetg avtég ekbéoelg eiyav eloaywytko onpeiwpa Tov vIoypAPovTog.)

Tabdpot, TavpokaBdyia, pvokepol, aypipia, Qryovpeg KGOTEG OTA XPWHATA TNG QWTIAG 1| TNG apvocov, ovta
Tapapop@wpéva ov ekAtmapody 1 Seixvouv tn Shvaur tovg mpwtaywviotoboav avékabev oTnV TOUTIKN
Tov Tewpyiov. Zuvemds To Avolypa 0TI Tpelg SLaoTAoELG TIpoépXeTal wG QUOLKY e&ENEN iag épevvag LopPwY
Kat Slatunwoewy mov ovvexiletat. AAAwOTE VTIAPYEL TO TIPONYOLHEVO KopuPaiwy {wypdgwy (1.x. Tov Matisse,
tov Picasso, Tov Max Ernst, tov Magritte, Tov Dali, yia va otaBobue povo otnv mpwiun avant-garde kat 610
oovpealiopno), ot omoiot guvdvalovv {wypa@ikr kat YATTIK [ évay CUUTANPOHATIKO TPOTO, OTwWG €miong
ovpPaivet kat o aAAleg mepuToElG chyxpovwy Snpovpywy, onwg A.x. o Horst Antes 1} o Thomas Schiitte. O
Tewpyiov mavTwg kat wg YAOTITNG e§akolovBel Vv avagpépetal 0TOVG AmapacAAEVTOVG EKATTIKODG TOV FPWEG, TTOV
eivat o Willem de Kooning kat o Francis Bacon. Ze pa pvBoAoyia tepdtwy, oe pua tepatwdia tov kaAlovg. Ki 6co
KL av SLagQopoTroteital 1 YALTITIKT] TV amo Ti§ {wypa@ikés Tov eUHOVES (YPAPLOTIKEG EVKOAIES, OTITIKEG GUUPAOELS
K.0.K), EVTOUTOLG Ttapapével atabepr o avtnv 1 Stdbeon va cuvumapEet To Spapia e Tn yeholotnTa, 1) prjtopeia tng
HOPQNG HE TNV AUTOVTIOVOUEVOT| TNG, 1] £VTACT] HE TO TIAUYVIWOEG, O «TIECHUOHOG TG POPUAG e TNV «atatodogio»
ToL oTIAfOVTOG XpWHATOG.

H avtiBeon mov yevva ) Béom, Tehikd.

v

H napovoa pikpr) avadpoplikri ekOETELEV GLVOYEL TOVG TEPAHATIOHODG Kat Ta eMTEDYHATA TOV YAOTITH-{wypdpov Ta
televtaia eikoot xpovia. IIpokettat yio ovvBéoelg mov mAdBovtat apyikd 6Tov Ao yia va petagepBovv apyotepa
0€ SLUPKETTEPO, UVIHELAKOTEPO VAIKO: XAAKOG, OpeiXalKkOG, TTOAVETTEPAG, alovpivio. TTotog eivart o TpoPANHATIONOG
Tov; Na Siepevvnoet Ta Opia avdpeoa 0to avBpwmivo kat o {wwdeg, To EANoyo Kat To AA0Y0, TO TPOUAKTIKO KAt TO
YKPOTEGKO, TNV ELpWVEiR WG TTEPLEXOUEVO KaL TN Aelaopévn oxnpatonoinon wg @opua. ITapdAAnha va enevdvoet pe
TO PEAALOUO TWV YAVTITIKWV HOPPWYV TIG EIKAOTIKEG TOV PAVTACLWOELS, EKEIVA TA TAGGHATO TTOV VPIOTAVTAL AVAETA
0TO ACAPEG TOV OKOTOVG Kat TNV evdia Tov PwToG. Twpa Ta oXeSIATTIKA Teptypappata g {wypagikng yivovtol
aAAnAoovpmhexopeva enineda aAote Aeia Kt dAhote adpd, akatépyaota. ITavta Opws vITepTepei N avaykn yla
EVTEAEXELA TNG LOPPNG VLot Hiat TEAIKT) EVOTNTA, OO0 KL AV ATTOKALVOUV EVIOTE TO TAPATIAT PWHATIKG TG oTotXela. IV
avTto Dewpw TN YALTITIKH TOV KAAGIKOTPOTIN TTAPA T TIELPAHATIKA TNG OTOLXEl, e TpoPavt), SnAadn, Tnv aAndela
™G, 61w eEaAlov Kkat To aiviypd tg. Zxedtaouévn yia va evtoaxBei 0” éva aoTiko ToT0, 0TOVG HLXOVG PLag TTOANG,
OXL AVAYKAOTIKA QavTaoTIKNG 1] e§idavikevpévng, metpapatifetal wg mpog ta Heyedn e avEopelwvovtdg ta wote
Vv avtégouv v avBpwmivn mapovoia. TIoA pkpd potdlovy ampootatevta, TOAD peydla gavtalovv dtpwta.
BAénete ) yhumtikn (mpémet va) mepipadetat mavta and avBpwmovg. Kat ot avBpwmot Sev givat avaykaotika
abwot tapd v kaAn tovg poaipeon. Etat o y\umtng emhéyel ekeiva ta pey£0n mov emBailovtal 6To xwpo Xwpig
VA TOV NYEHOVEVOLY, EMISLWKOVTAG évay EVTILO OLUPLBACHO e ekeivovg Tovg avBpwmovg mov ta Bovouv 1 dev T
avéxovrtat Eneidny, iowg, n vmapn tovg atoBdvetar petovektikd 1 dpora anévavtt atn Sikrj Tovg vmapén. Oco ki av
ot avBpwmot tehtkd eival TOAD o ebBpavaTol and Ta yAnTd kot Ta YAntd mo avBektikd and tovg avBpwmovs.

EUMVHOTE QUTOUG IOV KOLUOVVTXL,
APYOTE AVTOVG TIOV OVEIPEVOVTAL.
(Amo Toixo TG Abrvac)

To KULPIAPXO YVWPLOHLA TOV LETAHOVTEPVIOHOV GUVICTATAL GTO OTLT] EIKOVA —TNV OTOLA TTAPAYEL HE KATAKAVOULA{OVG
pLOLODG N NAEKTPOVIKT, YN@Lakh TiLa, TeExVoloyia— amodeopeveTal and To oneio, OMws akplPwe arocvvdéeTat N
ATEIKOVLOT] ATTO TNV £VVOLA-ava@opd Tov kamoTe 1) ovveixe. Ot elkoveg TAEOV avagépovTal o€ dAAEG EIKOVEG Kal
TAL OUAiVOVTA, AVTOVOHOVHEVA, om0V dAAa onpaivovta, eva potalet va éxet anocabpwbei o ecwTeptkdg elppog
mov kamote Ta ovvédee. OAa auTd Ta GTOLXEIL CLYKPOTOVV piav LTIEP-TpaypaTkOTNTa, TV hyper-réalité tov
Baudrillard 1} tov Umberto Eco, 1 omoia SnAdvet pe Tov mapatoOnTiopd Twv elkovwy Tng 0Tt Ta pLa avApesa 0To
TIPAYHATIKO KAl TO QAVTAOTIKO éxovv Stafpwdel avemavopBwta. «IIpayUatikOTTA» TOUTECTLV EiVaL 1] TTPOCWTILKY
HaG OXEOT| e OAOV QUTO TOV KATAPPAKTI| TWV VTEP-TPAYHATIKWDV, TAPATAAVNTIKOV EKOVOY TTOV HOG TApEXOVV
Ol ELKOVOTIOUTIKOL HNYaviopol TnG ovyxpovng Texvooyiag. Ta mapaderypa, ag egetdoovpe v Tnheomtik

elkova: Evd avtr) vmokpivetar 6Tt mapouotdlel TV MO TPAYUATIKY] «TPAYUATIKOTITO», LA TPAYHATIKOTITA
ad extremum, 0 VTTOWYIAGHEVOG —TIo— KATAVAAWTNG TNG YVWPIlel TwG TPOKELTAL Yia [idt KATACKELT, ylot pLay
CUTIVWTLKI CUUTIEPLPOPA», KATA TNV EkPpaoct) Tov Guy Debord. Avtod Tov patvopévov andppota givat To Suooiwvo
ovpnépaopa tov Baudrillard o1t n téxvn ofjuepa €xet kataotei mapwdia Tov gavTov TNG, Kabwg dev Tn diakpivel
Kapia avagopd oe kavéva meplexopevo (simulations).

O IexwPa Tov povobeiopov Bewpei TOAD avtaywvioTikd —8nAadn emkiviuvo éwg PAAOPNHO- TO Vo QTLAXVEL
kaveig eidwla, mov Ba et opowwpata Be@v oL OpWG potalovy pe avBpwmovg. ITov Ba met TeAtkd «yAvntikr». O
Vasari 8eoloyel dtoaka vrootnpilovrag 0Tt autd mov anayopevet 0 Oedg Twv EPpaiwy, Twv Xplotiavaoy kat twv
MovoovApdvwy dev eival i) Kataokevr Twv YATT@V aAld n Aatpeia tovg. OvTwe 1 AAAwG N YATTIKY eloépyeTat
OTa VEWTEPA XPOVLA [E TO OTIYHA pLag apapTiag. APevog avBpwmopopen -kt OTAV akopn SNAMVEL «a@npnpévn»=
agpetépov Beopdyog, apol avtinoteitat To Sikaiwpa Tov Oeod otn Snuiovpyia.

v emoxn pag o Gormley, o Schiitte, o Cragg, aA\d kat o Tewpyiov mpoTeivouy ekPpalovTag £va yevikOTepPO
«uetd» (postindustrial, postmodern, posthuman kt\.) kdnota avBpwmnoedny 6vta (humanoids) avdpeoa otov
TPOKATAKAVOULALO TINAG TOV YKOAE(L KAt TNV UTTEPTEXVOAOYIA TOV POUTIOT.

T Tt pehéet orpepa n YAUTTIK;

Ma yua pav ovtoloyia Twv popewv pakptd amd noikoloyieg 1 Sidaxtiopods kat yia to 8¢ov 1 to yiyveobal
€KEIVNG TNG TTVELHaTIKOTNTAG TIoL oTabepd etofdAAel aTnv VAN yia va dnpovpynoet avto mov ovopale o Bachelard
«TOUTIKT] TOL XWpovx». H yAvmttikn, ev télel, anodidet oty vmapén ta 0vToAoyIKd TNG XAPAKTNPLOTIKA: YU QUTO
Kat pokaAel T vy tov Beiov.

VI

‘Oco Kkt av 0 kKOopog (Kat | YAwaoa) twv edveov eivat Stedvrg, dAAo 1000 1 Kataokevr (Twv EKOVWY) Kal 1|
EVVONUATWOT] TOVG £X0VV Kal TOTO kal Xpovo. Idtaitepa otnv matpida {ag, n elKaoTIKy Tapaywyn, otav Bélet
va Eepuyel anod o pAOApPO LIOKELEVIOUO 1) TIG ayopaia povTepvilovoes nodes, Sev umopei mapd va ennpedletat
and tn ovveldnTg wpipavong natpdoyvwotikn Stadikacia. Ta yAwoowkd apxétuna ennpedalovy Tny elkovoTotia
dpaye 1} To avTioTpo@o; OMwg Kat va "XeL TO TPAYHA, AV VIIAPXEL EVAG XAPAKTHPAG KAl Lo TALTOTNTA TNV EYXWPLA
OXOA1), o@eidovTal 0TV KOLvT) YAWOOIKH GLVEISON Kal 0€ 6,TL aLTH Uopei va onpaivel 0 eninedo KovwvioAoyLKod,
LOTOPLKO, EKPPACTIKO, WYUXAVAAVTIKO...

To 1993 o Kwotng lewpyiov ogupnAdtnoe kat nhektpokoAAnoe évav AykvAdwto Ztavpd 2,20 x 2,20 p. and ta
OTAAQXVa TOL 0Ttoiov EByatvay okovptég kat akabapaies. Avooiwva TpoPnTIKO £pYo, TTOL eVW Efotale Va TAKTOTOLEL
Aoyapacpovg e To evpwmaikd TapeABov, amoktd evoxAntikn emkapotnta onpepa (Seg «EAevBepotumion
21.10.1994). To 1998 o yAOTITNG TtEpVAEL LOVIIA OTT) XAAKOXVTEVOT) SNULOLPYDVTAG Ta TpWwTa avOpwmoeldny Tov, Tig
TAVPOKEPANEG, Ta {Wa, YLa Vo QTACEL GTOV TEPAOTIO OKAVTLOXOLPO, Ta AoLVAODSIaL, Ta SEVTPa Kat Ta CUHTAypaTa
TWV AKPOPATAV TIOV TTAPATEUTIOVY EKTOG TwV dAAwV o pol mepiodo tov Picasso. Tote ov o Spagnoletto ftav
EPWTEVUEVOG [LE TOVG apTioTeG TOV Toipkov Medrano.

Ta yhnta tov Tewpyiov otadiakd, KATAKTOVTAG EMAPKELN, KATAKTODY TOV KOGHO Kol HETAPEPOVY TNV EPWVIKT
aponpia tovg oo tn Néa Yopkn ot avadvopeves véeg peyarovnodels g Kivag pe ta evtivnwotakd povoeia.
To omoia e TN oepd Tovg avakaivmtovy tov Hortus Clausus kat ta goppola evog Sutikod kalAitéxvn. Avaloya
OTwG yivetal §ekTdG 1000 6N Pdpn 600 kat tn Bevetia o Ianwvag Kan Yasuda, mov yevviOnke to 1945 kat Sovevet
TIG HVNHELaKEG POPUEG TOV e piav évtova Stakoopntikr StdBeon (Museo Dei Fori Imperiali, 2007). Oouwon
avapeoa oe Abon kot AvaTolr], SLATOATIOUIKOTNTA, KATAPYNOTN TWV CLVOPWY HEGA Ao TNV TEXVN, VITEPEBVIK
emkowvwvia; Eivat opég mov pepovwpévol dnuovpyoi kavouy 0,TtL émpeme va kdvouy kpatn 1) Siebveig gopeic e
VYNAN Xpnpatodotnon Kat HakponpdBeoo TOATIOTIKO TPOYP LU

>to aifplo Tov véov Movaoeiov Mrmevakn extifevtan pepikd épya mov 1dn éxovv taidéyet ) wor vépodyeto: To
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Space exists outside the door and inside the mind.
Antony Gormley

I

Contrary to popular belief, my opinion is that painting is not the suffering art; this title is rather reserved for sculp-
ture, an art going through an existential crisis, directly linked with the constant turmoil public life has been in for
many a decade now, shrinking dramatically under the invasion of the private, of the widespread herd mentality and
also of policing, which exists side by side with violent delinquency, in an interactive relationship. In other words,
the sculpture, separated from its natural space and its open, public function as an incarnate collective memory and
as a tangible declaration of freedom, is almost wholly banished to museums, private collections and closed-off,
closely guarded private spaces, luxury buildings or their gardens, fenced and protected as if they were a forbidden
Eden. This is why modern scholars (Rosalind Krauss ) refer to sculpture as being homeless, desperately seeking its
proper grounds.

Modern sculpture, especially its more experimental version, is by necessity housed in galleries, international foires
or museums, modern buildings that accommodate banks or corporations, and less frequently in squares, parks,
avenues or crossroads, which is where the monument tradition meets the opinion of the state, in the broad sense
of the word, regarding what is aesthetically good. I would say that public art is proportional to the education or the
aesthetics of the power that chooses it (for however long it chooses it) and promotes it (for however long it pro-
motes it). The public sculptures that surround us, so long as they withstand the attacks of the vandals (who strive to
be commended for their good taste), are products of committees, institutions, and specific political interventions.
In this way, the “monuments” serve official propaganda, rather than collective memory or aesthetic needs. This is
why I contended that sculpture is facing a crisis; because it is the art being stifled in search of space, while painting
still enjoys the role of providing fetish images for the -still- ruling upper middle class.

II

Beyond the boundaries of sorrow,
there is nothing left but the convention of time and space.
Friedrich Holderlin

Art is a machine of the imagination, tracing the confines of space and time and overturning the boundaries of His-
tory. The small but explosive tradition of modernism, on the other hand, was proclaiming its independence from
all systems of History, and the post-modern was presented as the affirmation of historical continuity, so that the
past is dynamically activated within the art of the present. I believe, however, that the distinction between modern
and post-modern is rather schematic, since it culminates in incomplete, as well as radical forms. A work of art by
definition contains the challenge of subversion and the seed of the new, since it propagandizes a “different” reality,
a different social institution. On the other hand, because of the very fact that it represents a cultural value and a
perceptible ideology, it is unavoidably presented as being connected to the dialectics of culture—following, in other
words, a course parallel to the mechanics of History. So, today, making the most of the experience offered by the
past, away from naive stereotypes and precast notions, one can delve into the core of the work of art and study it for
what it is, and not for what some cultural authority systems force it to be. An art work cannot be perceived outside
the dialectics of History, regardless of whether its ideological load functions as an affirmation of historical tradition
or as its negation. It is one thing, however, to consciously study the evolution of the forms in space and time, and
a totally different matter to attribute a superficial image to History, by outwardly imitating some styles in the way
of an intercultural collage, as was so often the case in the previous decade - at least —, and with the aid of many
theorists in the field of the post-modern.

Taking all that into consideration, we endeavored to organize the present sculpture exhibition by Kostis Georgiou,
as an experiment and a reflection into the dynamics of the “open” and the “closed” space; in other words, the public
and the private (if we consider where and how we come to classify a museum in those terms). Thus we created an
enclosed “garden,” a hortus clausus in the museum’s atrium, where the peculiar sculpted creatures of Kostis Geor-
giou will reside for one month, safe and free. Liberated from need or fear, hostility or vandalism, enigmatic and
ambiguous, here they enjoy their selfish freedom revelling in the eyes of the spectators.

What do these sculptures represent?

Are they daemons from a time before the fall, mechanical super-flowers and trees, or zoomorphic puppets of the
future? Do they tread on a safety tradition or are they being tried on quicksand? Are they fire walking in a self-de-
structing mode or are they preparing to take oft? Do they operate as teams or are they eager to sever the bonds of
dependence? Do they dream of public recognition or are they rushing to become part of the fruitless (for their na-
ture as sculptures) domain of the private? Have they or have they not decided on their fate between the humanoid,
the herbal and the animalistic, the authentic and the mediated, the plastic and the painted, the mass or the colour,
the monumental or the minimalistic, the narration or the subjugation, the metaphor or the metonymy?



I

Walter Pater argues that romanticism is the point where paradox and beauty converge. Deviance, peculiarity, and
distortion are all quality characteristics of Georgiou’s sculptures, in addition to form moulding, minimalism, pre-
senting part instead of the whole (eg. a disembodied head), and also the grotesque. In other words, everything that
would very easily be attributed to the field of expressionism, with all its otherworldly (surrealistic?) elements. At
any rate, romanticism is considered to be the precursor of both expressionism and surrealism in the 20th century.
To be more precise, we are dealing with sculpture that derives from painting, since its topics (zoomorphic or hu-
manoid) have already appeared in older (painting) exhibitions of the artist. (In 1990 in his individual presentation
at the Titanium gallery and his participation in the group exhibition “A reference to Bouzianis,” Municipal Gallery
of Athens, and in 1989 with the tribute to the French Revolution titled “6+6,” Athens and Nimes. All three of the
exhibitions had an introductory note by the undersigned.)

Bulls, bull-leaping, rhinos, ferocious animals, figures surrendered to the colours of fire or the abyss, distorted beings
begging or showing off their strength have always taken centre stage in Georgiou’s art. Consequently, the transition
to the three-dimensional comes as the natural evolution of a continuous study of forms and expressions. There is,
after all, the example set by eminent artists (eg. Matisse, Picasso, Max Ernst, Magritte, and Dali, to name but a few
representatives of the early avant-garde and surrealism), who combine painting and sculpture in a complementary
way, also seen in other modern artists, such as Horst Antes or Thomas Schiitte. Georgiou the sculptor, however,
continues to make references to his immovable hero-artists, Willem de Kooning and Francis Bacon. Mythologizing
monsters, monstrasizing beauty. And regardless of how his sculptures differ from his painting obsessions (graphic
conveniences, visual conventions etc.), one can discern in them, however, a constant tendency to merge drama with
the farcical, the rhetoric of the form with its self-negation, intensity with playfulness, the “pessimism” of the form
with the “optimism” of the radiant colour. In other words, antithesis giving way to thesis.

v

This small retrospective exhibition presents in a concise way the experimentations and accomplishments of the
sculptor-painter in the past twenty years. They comprise compositions initially moulded in clay, to be transferred
later to a longer-lasting, more grandiose material: copper, bronze, polyester, aluminum. What is his concern? To
study the boundaries between the human and the animalistic, the logical and the illogical, the frightening and the
grotesque, the irony as content and the polished moulding as form. At the same time, to immerse his artistic fan-
tasies, those creatures that exist between the obscurity of darkness and the serenity of light, in the realism of the
sculpted forms. Now the outlines of a painting become intertwined levels, sometimes smooth, other times coarse,
rough. Always prevalent, though, is the need for diligence of form for a final unity, no matter how its supplementary
elements might sometimes diverge. For that reason, I believe that his sculpture has a tendency towards the classic,
despite its experimental elements; its truth, in other words, is evident, as is its enigma. Designed to become part of
an urban environment, in the depths of a city, not necessarily imaginary or idealized, it experiments with its sizes,
increasing or reducing, in order for them to withstand the human presence. Very small, and they seem helpless;
very big, and they seem invincible. You see, sculpture must always be surrounded by people. And people are not
necessarily innocent, despite their good intentions. So the sculptor selects those sizes that impose themselves in
the space without dominating it, thus aspiring towards an honest compromise with those who resent them or are
unable to tolerate them. Maybe because their existence feels inferior to or uneasy with their own existence, despite
the fact that, after all, people are much more fragile than sculptures and sculptures are much tougher than people.

Wake those who are sleeping,
leave those who are dreaming.

(Written on a wall in Athens)

Post-modernism’s main attribute is that the image - produced at breakneck speed by the electronic, now digital
technology - is detached from the locus, just like its representation is disconnected from the reference-concept that
once contained it. The images now refer to other images and the signifiers, gaining their independence, echo other
signifiers, while the inner coherence that once held them together has now been corroded. All those elements com-
prise a hyperreality, Baudrillard or Umberto Eco’s hyper-réalité, which, with the illusionistic quality of its images
shows that the boundaries between what is real and what is imaginary have been irrevocably eroded. “Reality;” thus,
is our personal relationship with this avalanche of hyperreal, deceptive images offered to us by the image-producing
mechanisms of modern technology. Let’s for example consider the televised image; while it pretends to be depicting
the most real “reality;” a reality ad extremum, the now wary consumer is aware that this is a wholly constructed
impression, a “hypnotic behaviour” in the words of Guy Debord. A direct result of this phenomenon is Baudril-
lard’s ominous conclusion that art today has become a parody of itself, since there is no reference to any content to
distinguish it (simulations).

Monotheism’s Jehovah considers the creation of simulacra, more precisely effigies depicting gods in human form, to be
something dangerous, even blasphemous. This, however, is what “sculpture” means. Vasari clumsily claims that what
the God of the Jewish, the Christians and the Muslims forbids is not the creation of sculptures, but their worship. Either
way, sculpture enters the modern era bearing the stigma of sin. On the one hand in human form - even when it claims
to be “abstract” - on the other hand in dispute with God, since it tries to usurp His right to creation.

In our time, Gormley, Schiitte, Cragg, and Georgiou, professing a more general “post” mentality (postindustrial, post-
modern, posthuman, etc.), suggest some human-like beings (humanoids) that hover between the golem’s prediluvian
clay and the robot’s advanced technology.

What does sculpture want to convey, nowadays?

Why, an ontology of the form that is freed from moral preachings or self-righteous teachings, and the duty or the re-
alization of that spirituality that slowly seeps through matter, in order to create what Bachelard called “the poetics of
space.” Sculpture, finally, ascribes its ontological characteristics to existence; that is why it incurs divine wrath.

VI

To the degree that the world (and the language) of images is universal, it goes to say that the construction of images and
their infusion with meaning have both a place and a time. Especially in Greece, whenever artistic production wants to
break free from jabbering subjectivity or from vulgar fashions, it has no choice but to be influenced by the consciously
ripening process of becoming acquainted with one’s own country. Do linguistic archetypes affect the image-making
process, or is it the other way round? Either way, if the indigenous school of thought has an identity, it owes itself to the
shared linguistic consciousness and to all it represents on a social, historical, expressional, and psychoanalytical level.
In 1993 Kostis Georgiou chiseled and welded a 2.20 x 2.20 m Swastika, which oozed rust and filth. It was an ominous-
ly prophetic work; while it seemed to be settling scores with the European past, today it is disturbingly apropos (cf.
“Eleftherotypia” newspaper, 21.10.1994). In 1998 the sculptor moves permanently towards coppersmithery, creating
his first humanoids, the bull heads, the animals, and later the enormous porcupine, the flowers, the trees, as well as the
clusters of acrobats, reminiscent of Picassos rose period, among other things. When Spagnoletto was in love with the
Cirque Medrano artists.

Gradually, gaining in sufficiency, Georgiou’s sculptures travel the world, conveying their ironic ambiguity from New
York to the newly-emerging metropolises in China, with their impressive museums, which, in turn, discover the Hor-
tus Clausus and the symbols of an artist from the West. The Japanese Kan Yasuda, born in 1945, who creates his
monumental forms in an intense decorative way, is likewise received both in Rome and in Venice (Museo Dei Fori
Imperiali, 2007). Osmosis between East and West, interculturality, a breaking of the frontiers through art, transnational
communication? There are times when individual artists do what ought to have been done by nations or international
institutions with great resources and a long-term cultural plan.

The new Benaki Museum’s atrium hosts an exhibition of some works that have already travelled halfway across the
world: the Couple of 1997, the Guardian Angel of 2001, the threefold version of 1994’s Equus, the Acrobats’ pyramid,
which began in the ‘90s and was completed this year. Conclusion: The journey continues and this is one of its very
prolific stopovers. Where will the next stop be? Wherever the conditions are ripe for sculptures to be erected. After all,
there is no ideal place for them; there never was. There always had to be a sort of prior compromise: From the Holy
Rock of the Acropolis to the vast tomb of the Chinese Emperor. Because, unlike painting, sculpture doesn’t suggest an
ideal locus, opening ideal windows on blind walls; rather it exists in space, at the same time creating it, it surrenders to
it, at the same time rearranging it, claiming a different kind of beauty that goes beyond the natural. Let us not forget,
after all: “The art forms transcend the convention of space and time, comprising a suggestion of eternity...”

1. Passages in Modern Sculpture. Cambridge Mass: The MIT Press, 1977.
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edition, supplemented.

3. Walter Pater, The Renaissance — Studies in Art and Poetry, Oxford University Press, 1998.

4. N.J.T. Mitchell, What do pictures want? The lives and loves of images, University of Chicago Press, p. 246: “Image-
making is a dangerously godlike activity...”

5. Manos Stefanidis, A History of Painting (Mo wotopia tng Loypagikng), Kastaniotis Editions (1st edition), 1994, p. 15.
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Mmpovvtlog - Bronze
2006

Homo delta
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2006
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Kat €xet amoonaoet ToAG PpaPeia kat Staxpioelg (Ianwvia, Italio, BéAylo k.A.m).

‘Exet exOéoet Ta €pya Tov oe EPLoaOTEPEG ATO 90 aToptkéG eKOETELS, O TOAD ONUaVTIKES YKaAepi
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ALLA ROGERS- OYAZINITKTON , I'KAAEPI CARTEL 'PANAAA- MAAATA, T'KAAEPI
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AMBEPZA, TKAAEPI TITANIUM- A®GHNA, 'KAAEPI EIPMOZ-QEX>XAAONIKH, TOKYO
ART EXPO 92, TKAAEPI CIEL- TOKIO kAm). ‘Exet ovppetaoyet oe mdpa moAAég opadikeég
( MOYZEIO TOYAANAPH-ANAPOZ, MAKEAONIKO MOYZEIO- @EXXAAONIKH, HY-
OGO MUSEUM OF MODERN ART- TAIIONIA, ABSOLUTE AMERICANA MUSEUM-
OAOPIAA- AMEPIKH, MOYZXEIO IIIEPIAH- A©OHNA, MOYZEIO 2YTXPONHYX TEXNHX
>KOIIIOQN, KPATIKO MOYZEIO £YTXPONHX TEXNHZX- @EEXAAONIKH, XX PREMIO
DI SULMONA- ITAAIA (10 BPABEIO), OSAKA TRENNALE 1990 KAI I1993-IAIIQNIA,
MOYZEIO XYI'XPONHX TEXNHZ- NTOYMIIPOBNIK, MOYZZEIO BOPPE, AIEONHX
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BONHAM’S oto Aovdivo.

SHORT CURICULUM VITAE

Kostis Georgiou was born in Thessaloniki in1956. He lives and works in Athens

1982: Painting and sculpture at the University of fine Arts in Athens

1985-86: Royal College of Fine Arts(RCA) in London under Professor Peter de Francia
1982-1988: Worked as stage designer in theater and for the Greek television(ERT)

1988-1991: He was professor in painting and stage design at the L. Stavracos international
school of the cinema in Athens.

His paintings have been collected by very important museums, foundations, banks, in Greece
and abroad, and he has gained many awards and distinctions all over the world (JAPAN-ITA-
LY-BELGIUM e.t.c)

He has presented his works in more than 90 solo exhibitions in very important galleries and
museums ( BENAKI MUSEUM-ATHENS-MUSEE ANGLET-FRANCE, HILTON ASMUS
GALLERY -CHICAGO, FEIZI GALLERY-SHANGHAI-CHINA, SUZHOU MUSEU-SHANG-
HAI-CHINA ,VALERIE BACH GALLERY-BRUSSELS, 45 DIMITRIA 2010-THESSALONIKI,
KOUROS GALLERY-N.YORK,, NIEDERHAUSER GALLERY- LAUSANNE, ALLA ROGERS
GALLERY - WASHINGTON, CARTEL GALLERY GRANADA- MALAGA, TKAAEPI CO-
VALENCO GALLERY - HOLLAND , ARCO 97- MADRID ,TKAAEPI BARBARA VON STE-
CHOW GALLERY-FRANKFURT, T'KAAEPI K GALLERY- AONAINO, CATRIN ALTING
GALLERY- AMVERSE, TITANIUM GALLERY - ATHENS, EIRMOS GALLERY-THESSA-
LONIKI, TOKYO ART EXPO 92, TKAAEPI CIEL GALLERY- TOKYO etc.) He has partici-
pated in more than 150 group exhibitions all over the world ( GOULANDRI MUSEUM-AN-
DROS, MACEDONIAN MUSEUM-THESSALONIKI, HYOGO MUSEUM OF MODERN
ART-JAPAN, ABSOLUTE AMERICANA MUSEUM- FLORIDA- USA, PIERRIDES MUSE-
UM-ATHENS, MUSEUM OF MODERN ART OF SKOPIA -STATE MUSEUM OF MODERN
ART-THESSALONIKI- XX PREMIO DI SULMONA- ITALY (10 PRIZE), OSAKA TREN-
NALE 1990 AND 1993-JAPAN, MUSEUM OF MODERN ART- DUBROVNIC, VORRES MU-
SEUM, SCULPTURE BIENNALE,SKIRONIO MUSEUM-ATHENS,, GLASS GARAGE GAL-
LERY -LOS ANGELES - ART TEXAS 2001, ART ESSENTIALS- KALGARI-CANADA etc.)
His works have been auctioned in BONHAM’S- SOTHEBY’S in London






