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To TMNeipapaTikd KéVTpo Texvawv Tou MOMus utrooTnilel OTO(@epd TV avamrTuén
TNG KOAITEXVIKNG EQEUVAIC OE ONEC TIC HOPPECS Ka TA 0N TNS. O1 TExveg e€eNioCOVTA
KUPIWCG pe TN ot PaBocg epeuvo oTO OIO@F]TIKO OeWENTIKO, OTO HOPYO-TIAOCTIKO
emimedo, kaBWe kAl O AQUTO TNG TEXVO- smompnq H cxvonTTUEr] TWV TEXVWY KOl
s KO(MlTsxvmr]c epeuqu amoTerel TNyN TAOUTOU. OxI HOVO KOANTEXVIKOU KOl
TVEUPOTIKOU -KQI UTT QUTN TNV EVWOIQ TPOOTATEUOUEVOU QO TN 6nuoKpQT|m
TONTEIO- ONUOCIOU AyaBOoU KOIVOU VIO OAOUC, OANG KOl TINYN OIKOVOUIKOU TTAOUTOU,
TOU OTr]p|ZSTO(| otnv avadeiEn Kkau WpoBom TNG OUYXOOVNG KOANITEXVIKNG KAl
TVEUPOTIKNG TOPQAYWYNS. H ouoTnuaTikn avamTuén Tng KOO\NTexwmq TFQDOY(UYF](
OUUPONEI OTNV KOMIEOYEIQ TwY QvOQWTTIOTIKWY ETIOTNUWY, TNES KOITIKNG OKEWNS KAl
OTAONG, GO KQI OTN HOPPWON UPNAOU eTITEOOU, EVIOXUOVTOC TAUTOXOOVA TN
ONUOTIKOTNTA TWV TEXVWY KAI TNV TOPAYWYN TONTIOHOU.

To Inspire Project, To omoio diopyavwvovTay oTo TapeA@ov amd 1o Makedoviko
Moucegio 2uyxpovng Texvng kal TOu OIOOYOVWVETAI GETOC OO TO [leipauaTikO
Kevroo Texvd)v Tou MOMus, UTFﬁpES TA TEAEUTAIO XPOVIA EVO EKTETAREVO EQEUVNTIKO
EOYOOTNPIO VIO SKQTOVTQBSQ VEOUC KO)\)\ITEXVEC HE ETIKEQOANG 6|QK8Kp|psvou<
1eBvwg KOO\NTsxveq Kal EXEl OUPPOAEl TOOO OTNV 6ﬂpOOIOTﬂTQ NG KQIVOTOPOU
KOAITEXVIKNG EQELVAC OTO KAl OTOV KQIOIUO KOIVWVIKO OTOXO TNG UTOOOXNG TWV
VEWV KaATexvwy. Kar or dUo auTol OTOXOI €IVl KATAOTATIKOI OXI HOVO TOU
MNeipopoTikou Kevrpou Texvwy , MG kai ohokanpou Tou MOMus, yit auTo Kai n
dIoPYAVWON TOU eVTAOOETAI OTO ETIKEVTOO TNG OUVONKNG HAC OTOOTNYIKNG VIO
TO AUPIO.

Avdpéacg Takng Mwpyocg AiBépng

MNpoedpoc Ay. MOMus Mexog A MOMus

Etr. Ka@nyntng Nopikng 2xorng Ale Ka®nyntng Tunuorog EkaoTikwy &
Epappoopevwy Texvwv AlO©

The MOMus-Experimental Center for the Arts constantly supports the development
of artistic research in all its forms and expressions. The arts evolve mainly through
the in-depth research on an aesthetical-theoretical level on a morphoplastic
level, as well as on a tech-science level. The development of the arts and artistic
research constitutes a source of wealth. Not only artistic and intelectual wealth
-which is, in this sense, protected by the democratic state as a public good for
all- but also a source of financial wealth, based on highlighting and promoting
contemporary artistic and intellectual production. The systematic development of
artistic production conftributes to the cultivation of humanities, of critical thought
and stance, as well as to a highier cultural level, while encouraging the popularity
of the arts and the production of culture.

Inspire Project, which was previously organised by the Macedonian Museum of
Contemporary Art and this year is organised by MOMus-Experimental Center
for the Arts, has been an extended research workshop over these past years for
hundreds of young artists, with internationally acclaimed artists at the helm. As
such, it has contributed to the promotion of pioneering artistic research, as well
as to the crucial social goal of welcoming young artists. both these targets are
statutory aspirations, not only for the Experimental Center for the Arts, but also for
the entire MOMus body, and this is why Inspire Project is placed at the very center
of our whole future strategy.

Andreas Takis Giorgos Divaris

President of the Board of Administration, Member of the Board of
MOMus Administration, MOMus

Ass. Professor of Faculty of Law of the Professor in the School of Visual

& Applied Arts of the Aristotle
University of Thessaloniki

Aristotle University of Thessaloniki



To Inspire Project Eekivnoe To Ta&idr Tou 10 2012 we «Inspire PeoTiPAh EkaoTikwy
Texvwvy TOoU Maokedovikou Mouogiou 2Uyxpovng Texvne. To  OPOUOTIOTNKOLE
TOTE Qv TOV IOQVIKO XWPO £VOC CUANOYIKOU €0YOCTNOIOU, TTOU OQ UETETOETTE TO
Mouceio oe Kde& KOl TOUC OUPPETEXOVTECG, KOO\NTéxveg smpsmTéc IOTOPIKOUG,
Texvmouq KQIl ETTIOKETTTEC OF TO(El&u)TSg e€w amod Ta oupPaTika opIa HIoG Oxo>\r]<
N MIag, omorér]wqu To 2017 perovomomm oe <<|nsp|re Projecty: petda amod v
EUTEIOIA TWV TRWTWY TRIWY ETWY PAVNKE OTI Ogv EIVAI HOVO N EVVOIA TNG YIOPTAG
(Tou QeoTIPAN) TOU €ixe TOWTOPXIK ONUACIA —eIOIKA QVAUECO Ot AYOTEQO N
TEQICCOTEDO EUTTEIDOUC OPOTEXVOUG-, OAMG KUDIWS N EVWOIQ TOU OXEOQIAONEVOU
EYXEIONUOTOC, TO OTOIO TNV IOIA OTIVHN TAROUEVEI CUVEIONTA AVOIXTO Ot OAQ TG
evOexopeva. Ki auto To ekave project. Kai €To1 kUANOEe. T1a QPKETA XPOVI KOl E
TOANUOEIOUOUC CUVTOEIDILTES. 2av OVEIDO.

detog, To Ovelpo evive eva eidog «OEuaToCy. 2av Ovelpo ouvexilel TO Inspire
Project oto MOMus, Tov MnroomonTiko Opyavioud Mouosiwy EikaoTikwy Texvwv
OecoaNovikNg, kai idIKA 0TO [MeipapaTiko Kevroo Texvwy Tou popea. H diadikaoia
S DIOPKOUC DIATOOYHATEUCNCS QVORECO OTNY TRAYUATIKOTNTA KOl OTN pAVTACIO,
TNV KOIVWVIQ, TA OTOUA KOI OTIC QVOIXTEC OUNOVIKOTNTEG, OTNV TEXVN KAl OTN
{wn), €€0kONOUOEl VO TTOPOUEVEI O TTURNVAC EVOC KOANITEXVIKOU EQYAOTNOIOU TTOU
edpalsTal TOVW OF Evav ePTrEIRIKO KAl OewEnTIKO KOWRG, oxedialel kan oxedialeTa,
QPNVEl OHWCE QVOIXTA Ta evOexOueva TNE ekBaong Tou. Autn TN dIOTEAYUATEUON
KOAEITAI VO KOOTOEl {wvTavn TOOO TO Inspire 0oo kai 1O [leioouaTikd Kevtpo
Texvwy. AlomPayuaTEUON TOU €IVal QVANOYN WE TO TEIPOUA Tou Zolep ZaKoTO,
Tou e£opioTou [arou daokarou oTo [MavemoTnuio TN AouPey, OTTWE POC TO
peTapepel 0 Zok Pavoigp: 0 ZakoTo, To 1818, un pwvTtog pAapavOIkd, kaTopOwoe
VO ETTIKOIVWVNOEI Je TOUC PrapavOoUc po@nTeC TOU, O OTTOIO!N OeV HIAOUCQY YOAIKQL.
Oxnua tTng avTioupBaTikng pe@odou gyive TO AoyoTexVIKO PIPAO TnAéuaxoc, Tou
OUUTITWHATIKA EIXE KUKANOPOPNOEI KAl OTA YOANIKG OO0 KOl OTA OMOvVOIKA. H idia
TETOIONCN OTI N EMKOIVWVIA ETITUYXAVETOI TAVW OTN PACN TNS eMOUUIAC IO TOAU,
TOEA TNC OUMPOTIKNG yvwong Tou PeTadIOeTAl eKTAIOEUTIKG WS OIOQCKONA 1 WC
e€nynon, utnE&e © duvaTog CUVOETIKOC I0TOC avaueca otn Maipn Zuyoupn, GsTIvi
TPOCKEKANUEVN TOU Inspire Project, kai 0TOUC CUPUETEXOVTEC TOU £OYACTNOIOU.

Ta Ovelpa OAWY TOUC, «TTRAYUATIKO» KAl QvAOUQOUEVA e TN PoNOeia piag evTovng
BiuwpaTikng Opaong Tou ENAPE XWEA eVTOC KAl EKTOC TOU XWEOU TOu [ leloouaTikou
Kevtoou Texvwy, evTog kail ekTOC ToOu AIHQvIOU TNG OsO0OONOVIKNG, EVTOC KAl EKTOC
TOU QOTIKOU I0TOU, EDWOQV HOOPN OE VEQ E0YQ, TO OTTOIO CUVODEUCQY TNV KEVTOIKN
SVKOTGOToon TWV EOYWV ™S Moupnc Zuvoupn oTO xwpo EmBsBQMVOVTQg EO(VO(
oTin s—:pTrvsuor] oxeéov TOTE eV € EOXETA «UOVN TNG», OUTE AEITOUPVEI OF XWPOUC N
ouoTAUaTA auoTNEG dounueva. H eutrveuon xpeialetar ekmanén, QUCKOMES, aioBnon
EMEYOUCAC QVAYKNG YONYOPO  QVTAVOKAOOTIKG, XOAvVOywynon Tou ¢@oPRou,
QATOPACIOTIKOTATA, EMOUUIA VA HOIDQOTEIC HE TOUC GANOUC EUTIEIDICN KO OPAON.

To Bpapeio Inspire, © GAOC onuavTikog aEovac Tou Inspire Project, emiong Ppiokel
Tov dpouo Tou: peTd Ttov Kwotn Behwvn kai Tn Zwn Napmouivtakn, n Kupiokn
['ovn Oeixvel Evay OAO OPOUO HEAOVTOC, HETAEU PpOVTOCIAC KOI TTOOYHOTIKOTNTAC,
LeETAEU €MOTAUNG KA TEXVNG METOEU TTOOOVTOC KOI HENOVTOC, KAl eTIREPOIWVEI

OTI N KOANITEXVIKN EQEUVAL eival evac 1IO1GLwY xd)poq —lE TNV EVWOIQ TOU TOTTOU—
OTOU N TOATTOUNO EQVQuo|pQZSTQ| AIOPKWC, QVAVEWVOVTAC TA EOWTNHOTIKG KO TIC
aPeBaIOTNTEC WC KOIOIO KOPROT! TNG avOpwTivig (wnC.

Eupr|OTu) ONOUC TOUG OUVERYATES KAl OUUUSTSXOVTS( VIO TNV Qyamn Kal TNV
QPOCIWON PE TNV OTOIa O(\(KO(NO(OO(V KOl TN eeTivi diopyavwon,. Kar Tou xpovoul
Me tnv 1d1a gumrveuon, Tou Oev eival OAN ATTO TO VA TOMIOC. [Oavika padi pe GAOUC.

©o0An MiocipA6ylou
Av. AieuBuvtoia MOMus-TeipapoTikou Kevrpou Texvwy
AieuBuvToia Inspire Project
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Inspire Project began its journey in 2012 as the “Inspire Festival of Fine Arts” in the
Macedonian Museum of Contemporary Art. It was envisioned back then as the
ideal context for a collective workshop that would turn the Museum into a ship
and the participants, artists, curators, historians, technicians and visitors into its
voyagers, outside the conventional limits of a school or an academy. In 2017 it
was renamed “Inspire Project” the experience of the first three years made it clear
that it is not just the notion of celebration (festival) which was primarily important
-especially among the more or less experienced representatives of the same art-
but mainly the notion of the planned endeavor, which also remains consciously
open to all possibilities. And this turned it into a project. For many years and with
numerous fellow travelers. Like a dream.

This year, the Dream became a kind of “theme’. The Inspire Project continues like
a dream at MOMus, the Metropolitan Organisation of Museums of Visual Arts
of Thessaloniki, and especially in its body’s Experimental Center for the Arts. The
procedure of constant negotiation between reality and fantasy, society, people
and open collectives, art and life, is still at the core of an art workshop based
on an experiential and theoretical canvas, which designs and is being designed,
while also remaining open to all possible outcomes. Inspire as well as the
Experimental Center for the Arts are both expected to keep this negotiation alive.
A negotiation which corresponds to the experiment of Joseph Jacotot, the exiled
French professor at the University of Louvain, as described by Jacques Ranciere:
in 1818 and without speaking any Flemish, Jacotot was able to communicate with
his Flemish students, who did not speak French. The vehicle for this unconventional
method was the literary book Telemaque, which was incidentally published both
in French and in Dutch. The same belief that communication is achieved more
on the basis of will, than on conventional knowledge through teaching or as an
explanation, was the strong connective bond between Mary Zygouri, this year's
invited artist of Inspire Project, and the workshop participants.

All their dreams, “real” and retrieved with the help of an intensely experiential
intervention that was realised inside and outside the Experimental Center for the
Arts, inside and outside of the Port of Thessaloniki, in and out of the urban fabric,
formed new works of art, which accompanied the exhibition of works by Mary
Zygouri in the space. This confirmed once more that inspiration almost never
comes “by itself”, nor does it function in spaces or systems having a strict structure.
Inspiration requires surprise, hardship, emergency, quick reflexes, harnessing one's
fear, determination, a desire to share your experience and action with others.
The Inspire Prize which is the other important strand of the Inspire Project, is also
finding its own path: after Kostis Velonis and Zoe Giabouldaki, Kyriaki Goni is
showing another road towards the future, somewhere between fantasy and reality,
between science and art, between the present and the future, confirming that
arfistic research is a unique space —in the sense of the topos— where the cards
are being constantly re-shuffled from the deck, thus renewing questions and
uncertainties as a crucial part of human life.

| would like to thank all collaborators and participants for the love and devotion
with which they embraced this year's event. May we also meet next yearl With the
same inspiration, which is none other than to dare. Ideally, alongside others.

Thouli Misirloglou
Acting Director of MOMus-Experimental Center for the Arts
Director of the Inspire Project
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Apxeia oveipou oTn oUyxpovn KaAAITEXVIK Teaén

To OvelpO KO TO EUPAVTAOTO TEPIEXOHEVO TOU ETNOEQCQAY TO EIKAOTIKO EOYO
ONUOVTIKWY KGANTEXVWY aTO TNV TEPIOdO TNG Avowévvr]or]g EWC KaI Onuepa. H
E/our]vaa Twv Ovs/pu)v (1900) Tou PPOVT OTABNKE KOICIUNG CNUACIAG pe%em KQl
ONUEIO AVAIPOPAC YIA TO KIVAUQ TOU Zoupeo)uopou oTIC OIAOPOPEC TWV EKTROTWTTWY
TOU OTIC OXOPTOYPAPNTES TEPIOXEC TOU OVEIDOU KQI TOU UTTOCUVEIONTOU, TOU
AYVWOTOU KAl TOU OaupaoTOU, TS OUYKAOVIOTIKNG OROPPIAC, TNS OEEOUANKOTNTOC
Kl TOU HOYIKOU, TNG ECWTEPIKNG axnBeiac TG avOowTivig UTOEENS KO TNG UTTED-
TEOYHOTIKOTNTAC.

Ta Ovelpa CUVOETOUV OKEYEIC, €IKOVEC KAl CUVAICONUOTA T OTOIa Pilwvoups Ot
KATAOTAON UTTVOU WC ATOTEAEONA TN KNXAVIKNG AEITOUPYIOC TOU gykepanou. Kara
™ AIGEKEIQ EVOC OVeEIPOU, OuvNOWEC AIoBOavOouaoTE eEAeUOEOOI KO ATTOOECUEUPEVO
Qo TOUC PONOUC HE TOUC OTTOIOUC EXOUUE TOUTIOTEl OTNV TTPAYHOTIKN KOG (wn. H
ouVONKN TTOU BILUVOULE EIVAI TOOO EVTOVN TTOU pwopei el ewmpsdoa ™ OUVQ|o@r]pQT|m
KQI WUXONOYIKN HAC KC(TQOTQOF] Ve QpKeTsc WEES vaOTspQ Kar auto, yiaTi Ta
OveIpa WSpMOpBQvouv EOTW OTIYUIQIQ KQI OTTOOTTAOUATIKG, OVTOVOKAACEIC KOl
OPAUOPATIKES EIKOVEG TNG WvapQTmomTQq ot QWQOO&OQQTSQ TAPANOVES KAl
WonO\r]panTmsc ouvcpuovsc |_|p0K8|Tou Ve emoveq ol owomq OUVOEOVTAI PE TQl
e omopompo QTOKQUPA KAl OKOTEIVO Onpaa TOU €QUTOU HOG, TOUC POPOUC,
TIC QyWwVIeC KAl TIC aOUVOUIEC HOC, TIC OPUEC KAl TIC PaBuTepec emBupieC pac.
2NUEPQD, KOMITEXVEC EXOUV £EENEEI TTOOKTIKEC WOTE VA OUVOECOUV TO TERIEXOUEVO
TWv ovelowy e TN Onuioupyia Touc. PuxorOyol KOl WUXAVOAUTEC QVATTUCOOUV
e€eIOIKEUPEVD TTOOYOOUUATA CUVEDQIWY OTEUOUVOUEVA O EIKOOTIKOUC HE OTOXO
TNV EVEOYOTIOINON TNES ONUICUPYIKNG OIOOIKACIAC HECW TWY OVEIPWY KAl e peBOdOUC
oTNEICOPEVEC OTOV CUVOUACUO TOU OIGNOYIOUOU WE ETICTNUOVIKOUC KAl BILHATIKOUC
TOOTTOUC TPOOEYYIONC.

H ekOson Aoxeia Oveloou, TO ATOTEAEOPO TOU OPOTITAOU £OYQOTNOIOU TOU
Inspire Project 2020, Wopouok}oe EOYQ TTOU TROEKUWAY PECT OO TNV SVTomKr']
diadpaon Twv ouupsmxovm)v KOMITEXVWV UE site- sp@oﬁc Wqu)opuovc TOOKTIKES,
OTOV QOTIKO 10TO TNG ©e0COANOVIKNG kAl OTO €UPUTELO QPUOIKO TOTIO TNG TOMG.
H skaoTikoc Maipn Zuyoupn avehaPe Tov oxediaopo kai tn OieuBuvon Tou
EOYOOTNEIOU, OPILOVTAC TA OVEIRO WC TEWTOPXIKO UANKO OTn OIadIKACIa TNG
KOMITEXVIKNG E0EUVOC, ONUIOUOYIOC KAl TOOKTIKAG. [TOOKEITAI VIO HIG KAANTEXVN
TNG OTOIAC TO €OYO EMKEVTOWVETAI OTIC TOAKTIKES TNG TEOPOPUAVS, OAG Ogv
TePIOPICeETAI HOVO Ot QUTO TO pEcOo. Me omoudec otn 2xoan Kohwv Texvwv Tng
ABnvac kai petamTuxiakee omoudec oTic Koheég Texvec oto Aovdivo, n Maion
Zuyoupn €xel OUVEQYQOTE, T TEAEUTAIA OEKATEVTE XOOVIQ, HE TOMO Mouosia
kal 1dpupara oty EANada kar TO eEWTERIKO yIOL TN CUPKETOXN ™G N vio v
Slopyavwon Wpovaprva KOANTEXVIKNG 6|Quovr]< (residencies), evw peoo amo
TN OUYKEKEIUEVN DIADIKACIA EXEI OAOKANOWOE! EVAl ONUAVTIKO PELOC TOU EQYOU TNG.

To gpyaoTtnpio Aoxeia Oveioou, ue T CUPKETOXN |8 VEWY KOMITEXVWY, QTOPOITWY
2xorwv Kohwv Texvwy, ohorkanowBnke oe OUO GACEIC: N TPWTN UNOTOINGNKE HE
OIGDIKTUOKEC OUVAVTNOEIC TTOU AEITOUPYNOAV WC OIadIKOOIA EOEUVAC OE OXEON

e TO Ogua TOU PYyaOTNPIOU KAl WE OTéxo T XAOTOYLAPNON TWY TOOOWTTIKWY
ovapwv Twv KOO\NTexvu)v H 6SUTspn Paon TEAYHOTOTOINONKE pe OewENTIKA
OEUIVAPIA, TTAPOUCIATEIC, TEXVIKEC QUTOOXeDIAoNOoU kai oulntnoeic oto MOMus-
MNeipopoTikd Kevroo Texvwy, oty ATolnkn B I, oTto hipavi ©@ecoaoviknc.

MNoEAANAG, TEAYLOTOTOINONKAY TTEQINYNOEIC OTO KEVTPO TNG TOANG —O€ I0TOQIKO!
pvr]psiO( KQIl Og ONPEIC TTOU OUVOEOVTAI [E v TAPOUCIA TOU UYOOU OTOIXEI'OU oTwCe
€IVaI OI KONVEC— KAl OTNV uwou@po OTWC EIVAI N TEPIOXN TOU XOQTIQTF] eva OQCIKO
TEPIPONOV TTOU CUVOEETAI AUECA PE TO uuompmésc KOl TO QVOIKEIO, TO OKOTEIVO
KQl TO OTOIXSILUUSVO TO TMO KOTOANAO OKNVIKO YIG VO EKTUNIXOg Evar OVEIPO N EVAC
sqmoo\mg O oToxoc ﬂTQV el 6|spsuvn68| Kal va choMnNo@a n aicdnon g
QEUCTOTNTAC TOU ovapou LE TNV QVTIOTOIXN TOU VEQOU WOTE VA evepyoToinOsi
N JIGdIKOOIA TNC OTOUIKNG KAl TNG OUNOVIKNG HEAETNG OANO KOl TOU KOANTEXVIKOU
TEIDAUATIOUOU.

TauToxpova, n Zuyoupn TOPOUCIAOE KAl QVEAUCE TNV KOANITEXVIKN TOAKTIKN TNG, N
oToIa TEPINAWBAVE! KUDIWCE TTEQPOPHAVE HE TN HOP®N ouvNOWCS TOPEURACEWY OTOV
ONUOCIO XWEO, KAl E0ECE OTO ETMKEVTOO TNC KOANITEXVIKNG EQEUVOC TNV OUVEIDHIKN KOl
Q|O@nmp\om EUTTEIOIO HECQ ATTO 1T0|60(vu)\/méq LEQODOUC KAl TEXVIKEG KQTvaQ@ﬁg
TWY OVEIDWV. anQVTmo KOUUATI TOU EQYQCTNOIOU ATTOTENEDE KA N ouvsan KOAUWN
LEOW q)u)TO\/pO(q)lmq KQPEDQC KAl BIVTEO TOU Ko@npspwou WpoypoupOToq Tou. H
KOTAYPAEPN OdNYNOE OTN CUYKOOTNON eVOS WNPIAKOU QPXEIOU OTO OTOIO EiXav
QUEON KAI CUVEXN TPOOPOCN Of CUUHETEXOVTEC KOAITEXVEC TTOOKEINEVOU VO AVTAOUY
UNKO VIO N ONUIoUPYIa TWY EOYWY TOUG. To OUYKSKpIpéVO QPXEIO AewoOpynos
WC EVA OKOWN EPYONEIO opvovwong JUS EOEUVAG, CUYKEVTOWONG TNG YVWONG KAl
TSKpnpwonq TWY QVTIKEILEVWY, TWV NXWY, TWV QUTOOXEE)IOOTIK(UV OpacEwy ToU
TEOEKUTITAV KATA TN OIQOKEIQ TOU €QYAOTNOIOU EVIOXUOVTOC TN OIadIkaoIia
ONOKANOWONC TNG KOANITEXVIKNG TOAENCG.

Tov mupnva Tne ekOeong amoTerecay o1 BivTeo Teppopuave TS Maipng Zuyouen,
TOU OUVOEOVTOI QUECA pe TN OOUN TOU €OYOOTNOIOU, KAI TEQINAUPAVOUV Ta
OTOIXEIQ EKEIVA TTOU XAPAKTNEICOUV TO OUVOANKO EOYO TNG: TNV OIKEIOTTOINON KA
TNV £TavVOOIOTOAYUATEUON EUPANUOTIKWY EOYWY TEXVNG, TNV EVEQYOTOINON KOI TNV
ETOVAXENON CRPINEYOUEVWY XWEWV KAl UVAREIWY, TNV KATAOKEUN (QOVTOOTIKWY
IOTOQILY KOI TTOOOWTIKOTATWY WS APOPUN VIO TN OUYKOOTNON KAl TNV eEENEN TNC
QPNYNONG, TNV OVOKANON TEAETOUQYIKWY KOI CANYOPIKWY OPACEWY OMO KAl TN
OUVEXN OVTI'ITQQQBO)\ﬁ 6|O(q>OQST|Kd)v OYewv —amo TNV prObTr]TO( LEXOI ONUERC—
KOIVWVIWY KQI TOTTWY, OTOUC O'ITOIOUQ eoTIOel, KOOe POPQ, e TNV epsuvo KOl e TN
xpnon QVTIOTOIXOU praomou UNKOU, eTIOIKOVTAC KQI TN CUUWETOXN TNS Tommg
KOIVOTNTOG WC ATOPAITNTA TEOUTOOECN VIA TNV OAOKANOWON TWY TEQPOOUAVE

NG

H Maipn ZuvoOpr] ETMIKEVTOWVETAI OFE ZﬂTﬁUOTO TAUTOTNTAC KA PUAOU OF CUVAOTNON
LE TIC OXEOEIC e&ouomq ENEYXOU, |sporpxr]or]q Kl smBomq evw OIEPEUVQ, TAPEUPAIVE]
KOl 6|supuve| LECQ QTTO TIC ONUOOTIEC Wep(poppowq Ta 0pIa ereUBepnc OPAONC KAl
QVTIOTAONG Ot CUVONKES TELIOPIONOU, ATTAYOPEUONC, KATOOTOANG, KOTAVAYKOOHOU
KOl AOYOKQIOIOG. 2Tnv TEIoyia Zoopoetics-Zoopaolitics, avopeRETAl KAl PEOVE
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OTNV EMPAVEIQ TN OXEON HETAEU (WIKOTNTAC, YAWOOACS KAl QVOTOPAOTAONS OF
ouvdpTnon e T diadikacia {wotoinong (Tou avlpPWToU) GTN GUYXEOVN KOIVWVIC
w¢ gpyoreio empPorc e e€ouoiac. o CUYKEKPIPEVD, OTN PIVTED TELPOPUAVS
Symbiosis (2007), Tou TEAYUOTOTOINCE O EVal WTﬂVOTpoq)eio oTO Topivo ™G
|TQ>\|O<q QVONQRPAVEl TOV PONO LIS oruompnq KOl TUTTIKNG YOOUUOTEWS N OTOIQ, HE
EUUOVA KAl Trpoonxu)on KQTQ\{OQ(PSI QOTO(UO(TQTQ TQ ATOTENECUATA TNG HAJIKAG
KQI UNXAVOTTOINUEVNCS EKTPOPNG KOl QVOTTARAYWYNS TWV EKATOVTAOWY TTOUAEDIKWY
ou Ty TepIPArouy. 210 Decadence (2008) n KOAITEXVNG QVTITTOOCWTTEUEl WO
TOENKUOOUEVN €€0UCIQ, N OTOIA DIOUECOU PIAC TOPAOOENC TENETNC-TTAREAQONS
emipevel oTn OIEKOIKNON TWV KEKTNHEVWY TNG XQIPETWVTOC TOUC QVUTTOPKTOUC
UTINKOOUC UIAC QVUTTAPKTNG XWPEAC, OTN HECN evOC KAUTOU, OPBIa eTOvVW OE EVOl
OMOKoTO Oxnua. To Long Live the King (2010) eumveeTar omd TNy 1I0TORIA TOU
paoina e Farniag AoudoPikou | 4ou, © OTOIOC ATAITWVTAC TNV TOAPOUSIA EVOC
{WVTAVOU EAEPOAVTO OE KATTOIA OO TIC EOPTAOTIKES EKONAWOEIC TTOU DIOOYOVWVE,
OieTaée TNV QueEoN PeETAPOPA Tou eEWTIKOU (Wou OTIC BeOONIEC. 2TO €0YO, O
OONOI QVAOTOEPOVTAL: TNV £€0UCIA AOKEI O ENEPAVTOC KAI N KAANITEXVNG PEDETA
VOl UTTAKOUEI aIOUARTUONTA TIC EVTOAES TOU.

H Zuyoopn Wpoo&opiZa TIC 6pd08|< NG WG p@rformonce poetry. Na v 1diq,
EIKOVEC KAl TOINON ATOTEANOUV OUYYEVN PECQ emKOIVWVIAC. Kar Tar SUo UOIDOZOVTQI
TN CEUOTOTNTQ, TNV 8>\>\S|1TT|KOTr]TO( TOU AOYOU KalI TN OU)UOTIKOTF]TO —OTOIXEIQ TTOU
evTOTI(OVTAI OTIC TOINTIKEC QPNYNOEIC KAI OTIC EIKAOTIKEC OPACEIC. 2TIC OUVOETEC
OPACEIC TNG, eVOOPKWYEl OuvNOWC PIa ONAUKN 1E0ATIKA PIYOUPQ, OTTWS CUPPAIVE!
OTO O TEOCPATO £0ovy0 TNnG To Evomviov (2019), Baoiopevo oTnv OVEIPIKN
EUTTEIOIO. H Te0pOPUaVE TTOU TOOYLOTOTTOINONKE OTOUC EVEQYEIOKO POPTICUEVOUC
apxaioroyikoug Tomoug Tou Paestum (Mooeidwvia), Capaccio oTnv ITania ki
oTa AVTIKUONOO TEOoOoeyYIlel VO TEAETOUPYIKO OXETICOUEVO pe TNV ATOWN TOU
EMKOATOUOE ATO TNV OOXAIOTNTA OTI TO OVEIDO WTOPEl VO AEITOUPYNOE WG
OIAUNOC ETTIKOIVWVIOCG e TO Ogi0, Ot pIa TPOOTAREIO ECWTERIKNG Aval(NTNONG. 2 TNV
Apooditn Twv Kouvoehiwv (2014) OIKEIOTOIEITAI TO OUWVULO EUPANUOTIKO EOYO TOU
Michelangelo Pistolleto, oe pia dpdon sworvsvepyowoinor]q TOU ONUOOCIOU xd)pou
H KOANITEXVNG TEQIPEPETAN QKO)\OU@OUUSVH Qo TOUC VTOTIOUC TONITEC, O ONUEIX
TS TOMS TNG Eheuoivag, OEQVOVTQQ TO OYQNJC( NG Gsog KQI TO PETAAIQ TTOU
OIKEIOOEAWC evaTOOECAV TOONYOUUEVWCS Of KOTOIKOI TAVW O EVA OXNUO! ouv@nm
TOU Tropomspwa TOOO OTO PEYONOTTRETO APXAIO Wapsxeov OO0 KQI OTO OUYXPOVO
TOENKUOOUEVO KO ETIROOUUEVO BIOUNXAVIKO TTAPOV TOU TOTTOU.

v Topddoln dpdaon Movimento in Semi-Liberta (2015) mou TpayuaTomoin®nke
oTnv ITaAkN TOA Putignano, kovta oto Mmopl n Zuyouen avaroppaver TOv
KEVTOIKO DONO Of HIa TERPPOOUOVS TOU EKKIVEI OTTO TOUC STf]OIOUQ sopTQopoOQ
yia TO KO(pVO(BO(N AvOpEIKENT, OF PUOIKO psys@oq oty KOTOOKEUN TWY OTOIWY
OUMPETEIXQV Ol KATOIKOI TNG 1T8p|oan ue OTOXO TNV O(wxvsuor] TWY «OANWV» EQUTWY
TOUC, OTOKTOUV (WwN e TN XENON EIOIKWY PNXAVIOPWY KAl HE OTOXO TNV avalntnon
TWY QUPICNUWY KAl KOAG KOQUMKEVWY TAUTOTNTWY. H Opdon exafe Xwoa OTO KTAPIO
TOU PINOEEVOUOE TTAAIOTEQA TIC PUACKEC TNG TTOANG, QVTITARARANOVTAC TNV NUI-
ENEUOEON KIVNON TWV OVOPEIKEAWY KOl TWY KATOIKWY TTOU EIXQV QVOAORE! TNV eypUxXwon
TOUG, HE TO KOBEOTWC NUI-eEAeUBEPIOC KATW ATO TO OTOIO (OUCQV Ol EYKAEIOTO!

QQPOU PTOPOUCAV VA g0yAlOVTAI EKTOC PUACKNG KOTO TN OIQOKEIS TNG NUERAC.
To kaBeoTwe NuI-IdIOKTNOIAC dIATEAYHATEUETAI N OPAon dnuociag ToEeuBaong
O "Hyoc ¢ 1dioktnoiac Tou mpaypaTotTonOnke oto Kahiapr Tng 2oednviag To
2014. H Maipn Zuyoupn OXSé\dZOVTO( éVTsxvo v €l00d0 TWV KATOIKWY OTOV vy
TEOCRACIWO ANOPO TNG prupu) TEQIOXNG, KOATAPEPE VO EPTVEUCE! TN ouppeToxn
Toug oTn dEACN N OToIX omp|x@nKe OTOV PUOUIKO nxo TOU chnvcxye N mvnon
eKATOVTAOWY KAEIOAPIWY TOU €IXe OUNEEE! KQI OTEQEWOE! VWPITEDD OE EVQl OXOIVI.

21NV €KOeon TAPOUCIACONKOY KOI Ol VEEC TADAYWYES, TA OTOUIKA KO GUANOYIKO
EOVQ TWY OUPHETEXOVTWY KOANITEXVWY, T OTOIA EPTVEUOTNKAY, OOUAEWAV KAl
ONOKANOWOQY, TADCGMNAG HE TNV TOPOKOAOUONON TOU PIWPOTIKOU €0yQ0TNOIOU.
Ta goya, Cwypagikd, OxedI0, PWTOYOOPIES, XOPOKTIKO, KOATOOKEUES, PIVTEO,
NXNTIKQ TOTIQ, EYKATAOTAOEIC KOl TEQPOPUAVE, KOANUWAY TA O TTPOOPATA HECO!
KOO\NTsxwmq smppcor]q Kl QVTQ'ITOKDI@F]KQV OTIC Wpouwo@eoag Tou £0eoe TO
spyqomao £0TIOQOQV ot oprTmomTO EPEOQY OTO Wpoomwo eUPANUATIKO
OTOIXSIQ TOU QOTIKOU IOTOU TOOKEIUEVOU VA O(q)r]yr]eouv Wpooummouq S(DI(J)\TEC KOl
ovelpikoug koopoug. O1 veor dnuioupyoi SVTQOOOVTC(( oTa spvo TOUG UNKG omug
0 KABPEPTNG KAl TO vuow KaOwWg KAl TO LYPO OTOIXSIO N QVTIKEIPEVQ, OTTWC poor&sq
OpalouaTa N ATOREIVAPIa Qv@pu)mvnq WOpOUOlO{g —TTOU OUVEAEEQY TUXQIO KQl
ouptrepIEAaPaY 0T DIAdIKOCIA PETAUOPPWONGS TOUC OFE LJU@OW)\C(OTIKSC Wepooveg—
KQll WQQQMW\O{ XONOILOTOIWVTOC ewsﬁspvoousvsq EIKOVEC KAl nxouc —omsq
PWTEIVEG AVTAVOKAAOEIG, QVTIKATOTTRIOUOUC, ETOVOAAUBAVOUEVES PUIVES, HOUCIKOL
HOTIRO— KOTAPEQCQY VA QvOTTOEAYOUV TNV aioBnon ToOu ATOTOOCAVOTONCUOU,
TOU OAMOKOTOU KaI TOU TaPado&OoU Tou ouvnOwe 0pIOUV TNV OVEIDIKN KATAOTAON.
TauToxpova, avedelEav TO OVEIDO WG pia 6|provmﬁ anﬁ KOANITEXVIKNG ELTTVEUONC
KOl evsm\eéov ™ Oiadikaoia Ouvaomonc evOC QPXEIOU HE TNV KOO\NTexwm
Wopo\/u)\m O(WOE)SMVUOVTQQ OTI TPOKEITAI YIA pIa DIAdeDOUEVN TTAEOV TTOOKTIKN OTN
OUYXPOVN EIKACTIKN ONUIOUPYIQL.

Aopva Nouvaopn
Empeanroia MOMus-TeioopaTikou Kevrpou Texvwy & Inspire Project
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Dream archives in contemporary artistic practice

The dream and its imaginative content have had considerable influence over
the artistic work of important artists, from the Renaissance up to this day. Freud's
Interpretation of Dreams (1900) was a crucial study and reference point for the
Surrealist movement, enabling its representatives to roam in the uncharted regions
of the dream and the subconscious, of the unknown and wondrous, of devastating
beauty, sexuality and magic, of the internal truth of human existence and of hyper-
reality.

Dreams comprise thoughts, images and emotions that we experience in a state of
sleep, as a result of the brain's mechanical function. During a dream, we usually
feel free and released from the roles with which we have been associated in real
life. The condition that we experience is so intense that it can affect our emotional
and psychological state for many hours afterwards. This happens because dreams
include, albeit momentarily and fragmentarily, the reflections and broken images
of reality, in indefinable, irrational and delirious configurations. Images related
to the most distant, hidden and dark parts of ourselves, our fears, anxieties and
weaknesses, our impulses and deepest desires. Today's artists have evolved their
practices so as to link the content of dreams with their creation. Psychologists and
psychoanalysts develop specialized session programs addressed to artists, in
order to activate the creative procedure through dreams and through methods
based on a combination between meditation and scientific and experiential
approaches.

The Dream Archives exhibition, which resulted from the Inspire Project 2020 workshop
bearing the same name, presented the works which came about through the intense
interaction of the participating artists with site-specific performance practices, in
the urban fabric of Thessaloniki and in the city's broader natural landscape. Artist
Mary Zygouri undertook the design and moderation of the workshop, defining
dreams as primordial material in the process of artistic research, creation and
practice. She is an artist whose work focuses on performance practices, but is
not limited to this medium. With studies at the Athens School of Fine Arts and
postgraduate studies in Fine Arts in London, Mary Zygouri has collaborated, for
the last fifteen years, with many Museums and Institutions in Creece and abroad
for her participation or for the organization of artistic residency programs, while
through this process she has completed a significant part of her work.

18 young artists from Schools of Fine Arts participated in Dream archives
workshop, which was concluded in two phases: the first was held through online
meetings which functioned as a research procedure regarding the subject of the
workshop, aspiring to map the artists” personal dreams. The second phase was
realized through theoretical seminars, presentation, improvisation techniques and
discussions at MOMus-Experimental Center for the Arts, in Warehouse B, at the
port of Thessaloniki.

Certain tours also occured in the city center —at historic monuments and places
linked to the presence of liquid elements, such as fountains— as well as at the
countryside, such as in the Hortiatis region, a forest directly linked to what is

unfamiliar, dark and haunted, the most apposite place for a dream or a nightmare
to unfold. The goal was to delve into the sense of fluidity that prevails in a dream
and to compare it to the respective feeling of water, so as to activate the
procedure of individual and collective study, as well as of artistic experimentation.
At the same time Zygouri presented and analyzed her artistic practice, based
mostly on performances, expressed as interventions in public space, placing at
the center of artistic research, the associative and sensory experience, through
educational methods and techniques for recording dreams. An important part of
the workshop consisted of the constant documentation through photography and
video of the daily schedule. This documentation led to the creation of a digital
archive which was readily and constantly available to the participating artists to
draw material from for the creation of their work. This archive also functioned as
another tool to organize research, to collect knowledge and document objects,
sounds, improvised and staged gestures that came up during the workshop, thus
reinforcing the completion of artistic action.

The centerpiece of the exhibition were the video performances by Mary Zygouri,
which are directly linked to the workshop's structure and include elements
characterizing her entire work: the appropriation and renegotiation of emblematic
works of art, the activation and reuse of controversial spaces and monuments, the
construction of imaginary stories and personalities as a spur for formulating and
developing her narration, for recalling and reenacting ritualistic and allegoric
actions, as well as for constantly juxtaposing different views —from antiquity to
the present day— on societies and regions, and focusing on these each fime,
through research, and using the respective archival material, striving also to get
the local community participating, as a necessary condition for the completion of
her performance.

Mary Zygouri focuses on the issues of identity and gender, in correlation to
power, control, hierarchy and enforcement relations, while she researches,
intervenes and broadens, through public performance, the boundaries of free
action and resistance in conditions of restriction, prohibition, repression, coercion
and censorship. In the trilogy Zoopoetics-Zoopoalitics, it refers to and brings to
the surface the relationship between animality, language and representation in
relation to the concept of zoopolitics which studies the process of animalization
(of humans) in contemporary society as a tool for enforcing power. More
specifically, the video performance Symbiosis (2007), realized on a poultry farm in
Turin, Italy, she takes the role of a strict and typical secretary who, obsessively and
painstakingly records ceaselessly the results of the mass and mechanized feeding
and reproduction of the hundreds of chickens around her. In Decadence (2008)
the artist represents a declining power which, amidst a strange rite-parade,
insists on claiming its accomplishments, saluting the non-existent subjects of @
non-existing country, in the middle of a field, standing on a strange vehicle. Long
Live the King (2010) is inspired by the story of the king of France Louis XIV who
demanded the presence of a live elephant in one of his celebrations and then
ordered the immediate transfer of the exotic animal to Versailles. In her work, the
roles are reversed: it is the elephant that has power, and the artist is obeying its
orders without question.

Zygouri defines her actions as performance poetry. To her, images and poetry are
related means of communication. They both share the fluidity and elliptic nature
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of speech and the corporality, elements traced in poetic narrations and artistic
actions. In her more complex actions, she usually embodies a feminine hieratic
persong, as is the case with her most recent work, Enypnion (2019), based on the
experience of dreams. The performance realized in archaeological monuments with
intense energy, such as Paestum, Capaccio in ltaly and Antikythera, approaches a
ritual linked to the opinion, held since antiquity that the dream can function as @
communication link with the Divine, in an attempt for internal quest. In Venus of the
Rags (2014) she appropriates Michelangelo Pistolleto’s emblematic work of the
same name in an action to reactivate public space. The artist is followed by local
citizens and wanders around Eleusis, dragging the statue of the goddess and
the rags that the residents willingly placed on a vehicle —a condition alluding
to the majestic ancient past of the city, as well as to the region’s contemporary
decadent and degraded industrial present.

She develops a similarly paradoxical action in the Movimento in Semi-Liberta
(2015), which took place in the ltalian city of Putignano, near Bari. Zygouri
undertakes the main role in a performance starting out from the annual carnival
celebrations. The natural-sized puppets, created with the participation of local
residents, in order to trace their ‘'other’ self come to life through the use of special
mechanisms, aiming to seek out the ambivalent and well-concealed identities. This
event took place in the building that once housed the city jail, contrasting the
semi-free movement of the puppets and the residents who had undertaken their
animation, with the semi-free state under which the incarcerated lived since they
could work outside the prison during the day. The semi-ownership state is explored
through the public intervention entitled The sound of property which took place
in Cagliari in Sardinia in 2014. Mary Zygrouri skillfully planned the entrance of the
local residents in the non-accessible hill of the surrounding region, and was able
to inspire them to participate in an action under the rhythmic beat produced
by the movement of hundreds of locks that she had collected beforehand and
fastened on a rope.

The exhibition also presented the new productions, the individual and collective
works of the participating artists, which were inspired, worked on and completed
alongside the experiential workshop. These works, paintings, drawings, photographs,
engravings, constructions, videos, soundscapes, installations and performances,
covered the most recent means of artistic expression, and met the conditions
posed by the workshop: they focused on corporality, they brought emblematic
elements of the urban fabric to the limelight, so as to narrate personal nightmares
and dream worlds. By adding materials like mirrors and glass into their work, as
well as the liquid element or objects such as masks, fragments or remnants of the
human presence —randomly collected and included in their metamorphosis into
fictional personas— and also using elaborated images and sounds —shadouws,
light reflections, mirroring, repeating voices, music motifs— the young artists
were able to reproduce the sense of disorientation, of all that is strange and
paradoxical and usually defines the ambiance of a dream. At the same time, they
highlighted the dream as a never ending source of artistic inspiration and linked
the procedure of creating an archive with artistic production, thus demonstrating
that this combination has become common practice in modern artistic creation.

Domna Gounari
Curator of MOMus-Experimental Center for the Arts & Inspire Project
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Tomoyia / Trilogy
/OOPOETICS- ZOOPOLITICS

SYMBIOSIS, 2007
Niopkeia: 27 02

>N Pivreo-performance «Symbiosisy n KOANTEXVNG eUPAVICETAI WC N YOOUUATEQS
Valentina —eva TAGOTO TEOOWTO  EUTTVEUCUEVO QO TO OHPWVUUO  HOVTENO
yeapounxavng tou 1946, mou esupavileTal oTO PIvVTEO— WS QUTOEXIKN PIyOURO
LECQ Ot £va OPVIOOEKTPOPEIO KATAPEOTO ATO TOUAEQIKA. APOPUn VIO TO £0YO
oTAONKe evag Aoyog Tou Jorge Louis Borges evavtia oTov ApyevTivo TONTIKO
Juan Peron Tou 1946 0 omoIog £ixe W ATOTEAECUA VO XAOE O OUYYPOAPEQS TNV
Ocon Tou we PIPAOBNKGEIOG KAl va smTQszi oe emBewENTA TOUAEPIKWY. Me Aueon
O(vompopc otV TUTONOVIQ TWV AWV omug v dilampaypaTeveTal o Elias Canetti,
TO spyo QVAPEQETA otV aueidpoun oxeon eE0UCIAcTIKOU Aoyou TTou OIETTEl —KAI
kot Tov Foucault mapayei— Tov Ut kai To Quua. O oxeoaq EEOUOIO(Q Kl O
TEOTOC He Tov OTOIO TQl U'ITOKSIUSVQ EYKANOUVTAI IOEONOVYIKQ HEOW QUTNG OTTOTENEI
ONUOVTIKO ONUEIO QVOPOPAC OTO QYO TNG Zuyoupn.

SYMBIOSIS, 2007
Duration: 2" 02"

In the video-performance “Symbiosis”, the artists plays Valenting, the secretary —an
imaginary person inspired by the homonymous 1946 typewriter model shown in the
video— an authoritative figure inside a slaughter house full of 10.000 chickens. This
work was inspired by Jorge Luis Borges speech against the Argentinean politician
Juan Peron in 1946, which resulted in the author losing his jolb as a public librarian
and being resigned to work as poultry inspector. Directly referring to the typology
of crowds as purported by Elias Canetti, the work refers to the bidirectional
relationship of authoritative language that governs —and according to Michel
Foucault produces— the victimizer and the victim. Bonds of power and the way in
which the subjects are ideologically accused through it, is an important point of
reference in Zygouri's work.
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DECADENZA, 2008
Niopkeia: 3

To Bivreo-Teppopuave «Decadenzay Seixvel yia puoTnEIWdN YUVAIKEIA PIyoUpq
Ot EVA QWTIOUEVO TAEIOI KATA UNKOG TNG EPNUWUEVNG UTTAIOOOU, Ot Evav XPOVO
SIPOPOUPEVD, AvAPECO OTO TAPENOOV KaI OTO peANOV. H peTakivnon auTtng Tng
AOUTTONG TOPENQCNG, N AvTIOEon QvAPECO OTO CAPAPONACUEVO OXNUA KQI OTN
AQUTTON YUVAIKEIQ PIyOURC ONUIOUPYET JIQ TTORNKUAOUEVN KAl YKOOTECKA ATHOCPAIQA.
H kai\iTexvng avagepeTal o1o BIPAO Tou Touag Mav «Royal Highness», omou o
OUYYPAPEQS TEQIYOAPE! TOV QTEYVWOUEVO XAIPETIOUO TOU TAPNKUAOUEVOU YEQOU
2 TEATNYOU TOU PaTaIa amolnTa TNV avayvwpion TNS KUPIAPXIOE TOU.

DECADENZA, 2008
Duration: 3

The video-performance ‘Decadenza’, shows a mysterious female figure in an
illuminated journey along deserted countryside, in a time suspended between
past and future. The displacement of this glorious parade, the contrast between
the ramshackle vehicle and the glorious female figure creates a decadent and
grotesque atmosphere. The artist refers to Thomas Mann’'s “Royal Highness” where
the decadent salute of an old army general seeks in vain recognition of his
authority.

LONG LIVE THE KING, 2009
Aidpkeia: 2 38"

To Pivreo-eppopuave «Long Live the Kings sivar pia moNTIKn aiknyopia. H
KOANITEXVNG Bp|OK8TO{| QVTIpETu)TI’ﬂ pe evav peyareiwdn {wvTtavo E)\E(POVTQ KOl
Ol IEQOPXIKOI KAVOVEC UTTOKEIVTAI OF O(p(manTr]Oﬂ @) 6|O(>\oyoc QVAPECQ OTNV
KQ>\>\|TSXV|6G Kl TO (WO EIVaI TTOAU EIDWVIKOG, KIQ KUVIKN KOl TAUTOXEOVA OIGAOYIKN
TEokTIKN. H {woTtoinuevn yuvoum OEXETAI TNV KUPIAPXIA TOU £EQVOPWTICUEVOU
{Wwou, TAPAYOVTAG QVTIPACEIC KAl EKOETOVTAC TNV EKUETAANEUON.

To gpyo emavaéetaler To maOog Tou AoudoPikou 1A yia Ta ™Mo acuvnRIoTA
KOl ekTTANKTIKG €idn (wwy, TO OTOIO TOV oér]vr]os LONOTO KQTOTE OTO VA
TAPAOECE! PIQ HEYONOTIPETTT) TOPEAAON EVOC TEQAOTIOU sksq)o(wox oTo [NaraT! Twv
BepoaM Wy, uovo via va Tapayyeirel pia OsaTpIKn QVATOUIA TOU CWUATOS TOU TNV
ETOUEVN WEPQ, EMOEIKVUOVTACG ETOI TNV QTOAUTN KUPIGOXIA TOU PECW TNG OMKNAG

LONG LIVE THE KING, 2009
Duration: 2" 38"

The video-performance ‘Long Live the
King” seeks a political allegory. The artist
is confronted with the “grandeur” of
live elephant and the hierarchical rules
are called into guestion. The diclogue
between artist and animal is highly ironic,
a cynical and discursive practice at the
same time. The animalized woman accepts
the sovereignty of the humanized animal,
generating contradictions and exposing
exploitation.

‘Long Live the King” is revisiting the
passion of Luis XIV for the most unusual
and surprising animal species, who once
had a magnificent parade with a huge
clephant in the Palace of Versailles, only
to order a theatrical anatomy of its
body the following day, demonstrating in
this way its absolute dominance through
the total knowledge of the animal body.
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O HXOZ THX IANIOKTHZIAS (201 4)
Anuooia performance

Kaniopl, >opdnvia (IT)

To Tuvixeddu sivai evag NOQOG OTO KEVTEO TNG TOANG Tou Kahiopl, Omou amod Tov
50 gwg Tov 30 aiwva X o Kopxndovior ki emeira of Pwpaior sixav ™ NSKQ@WO)\ﬁ
Toug. Ao Tov |80 aiwva pexpr To 1970 utnpée >\C(TO|JSIO TNG ETAINEIOG TOIUEVTOU
ITALCEMENTE. Ao to 2006 n mepioxn BpickeTal 0TO KSVTQO uag akavlwdoug
Siapoxng petaéu Tou Anuou, Tng Nopapxiag kai giag TOTKAG IDIWTIKAG KOIVOTEAEIOC.

To Tuvixeddu sivai evag 1€00C TOTOG KAI, CUYXPOVWG, QTOTENEl EVQl TUTIKO
OUYXOOVO chdéoﬁo TNG QVEEENEYKTNG EKUETOANEUONG TOU QUOIKOU TThouTou. O
Aocpoq dev eival emionua Trpooﬁoomoc oTOUC ToATeS. [a TO koIvO aicBnua o
TO'ITOC @swpswou pIGC pavEn TEUTTA CUUPELOVTWY omovoumwv KQI TONTIKWY. H
KOIVOTNTQ gival avioxuen. H Texvn avohapfavel va epeupel ToOToUS OIekdIKNONG KAl
TEOORACNS OTOV XWEO. @eTel TO (NTNUa TNG IOIOKTNCIAG TOU XWEOU.

Me swionpo dnuoacio deeom N KOANTEXVNG  TPOOKOAE TOUG WOMTSQ va
oupp8Tsxouv oe pia amo kovou Opaon. H mpooBacn oTov xu)po LEOQ QO pIa
TOUTTa OTOV PPAxXTN TEOCOIOEl OTO svxapr]pox 6uvorp|Ko xapaktnoa. O Ko@evcc
polpaleTal v sueuvr] TNG VOUIMOTNTAG N N TOU syxapr]pQToq H koANTEXVNG TOUC
kaOodnvel kel OTOU N AUNOTNTA TNG |6|O(§ ™G svvomq ™S |6|OKTr]O|O(c \(IVETOI
u>\|m To oxowi 70 peTpwy, He TO KAEIOIQ TTAVW, EVWVEI TO VIVOVTIO TOTIO. Mia veal
KOIVOTNTA dIaoXilel TO PAPAYYI CUVOEDEUEVN UE TNV EACPOOTNTA KAI TN XOOA TNG
OUUPPETOXNG. H KOAMNITEXVNG TOPOTEUVEI TO KOIVO va akouosl Pa@id Ty kapdia
TOU TOTIOU, VO emavacuvOeOsl pe TOV ECWTERIKO TOU WIBUOO, OAOKANPWYOVTAC
ETOI TNV KABOOPTIKN TEAETOUPYIA KQI KABICTWVTAG CAPn TOV AXPOVO prQKTﬁpQ
Tou Tuvixeddu: eva TepAOTIO AQyouul TOU via XINETIEG EXEI 'ITQOOTQTEUOEI KOl
cpMoEsvmoa avOpWTIVA Aeiyava, ONCAUPOUS, ATOPOUC, EKTOTICHEVOUC, AOTEYOUC,
TaidIQ, VEOUC, TOV kOBEvaL.

To project «O "Hxog Tng Idioktnoiagy g Maipng Zuyoupn esivar pia uPpidikn
EMITENEOTIKN TONTIKN TEAENY/Spaon. H KOMITEXVNG avarouBdvel TO EONO TOU
LECONORNTN kAl TOU KATONUTN. Aavel{Opevn  QPXETUTIKO OTOIXEIQ, KIVAOEIS QO
TV TAEAO00N TNE 20PdNVIAC, ONUIOUEYE! HIal UROIDIKN POPUA TTOU TTPOOKAAEI TOUG
O£ATEC VO CUPPETEXOUVY, N OTTOIA KOTAPEPVE! KAl OgV ATTOOUVOUWVEI TIC OUVETTEIEG
TOU TTOMTIKOU YeEYOVOTOC. AVTIOETQ, QVOIVEl VEEC TOOOTITIKEG ETEEEOYATIAC KAl
TEOOEYYIONG TOU QVAKEIV KAl TOU POAOU TNG TEXVNG VEVIKOTEQQL.
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SOUND OF PROPERTY (2014)
Public Performance

Cagliari, Sardegna (IT)

The Tuvixeddu is a sacred locus, a landscape, at times uses of exploitation , as a
typical modern paradox - the remains of a quarry cement and some buildings of
recent construction - presented in contradictory to the position where before was
dominated by the largest Punic necropolis in the Mediterranean.

The hill, for years, is not officially accessible to citizens. It is blocked because of
disputes between the City, the Region and a private consortium. The community
is invalid.

Art takes the initiative to create another reality.

With a public call, the action takes place in the impressive giant canyon in full
dialogue with its dimensions. Public access to the site is possible through a hole
on the fence. Everyone contributes to the Performance /Action. The artist guides
them where the immateriality of the concept itself becomes material. The cord
and the keys become the connecting point through the landscape and the
people. A new community crosses the canyon affiliated with the lightness and joy
of participation. The artist encourages the audience to hear the heart of the
landscape, to reconnect with its intimate whisper, completing the “ritual” of this
cathartic action and highlighting the timeless nature of Tuvixeddu: a huge burrow
which for millennia has protected human remains, memories, treasures, impoverished,
displaced, homeless, children, young people, everyone.

The project “Sound of the Property” by Mary Zygouri is a performance of significant
political weight aiming to reactivate, re-use and reclaim the site as a common
heritage through re-significance. Thus it is creating new imaginary, @ new memory
on the landscape itself and the participants.
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MOVIMENTO IN SEMI-LIBERTA (2015)
Anuooia performance

To 2014 n ukpn mOM Tou Putignano oto bari avebeoces oty kaANTEXVIOO
VO OUMOPel pia performance eumveuopevn QmoO TO €TNOIO  KAPVOPOA  TOUC.
Evrutrwoiaopsvn amd Tnv sikova evog performer kapvaBaiiou Oguevou Ot [idl
KOTOOKEUN TTOU Trepiehappave dUo poaovémq og OV@QLLHTIVO peye@o¢ KIVOUpEVEC
ot Ouyxpowopo UE TOV O(vépa OTO KEVTPO TNG KO(TO(OKsur]q n Zuyoupen OﬂTr]u@uvs
QVOIXTO KAAEOHQ OTOUG KATOIKOUG TNG TTOANG VO (PCXVTQOTOUV ™mv U'ITOKSILJSVIKOT[]TO
TOUG WG TOMATAN, EMAEYOVTACG O KAODEVAC TNV TAUTOTNTA KAl TNV EUPAVION TWV
AMwy OUO papIoveTwy. Emmigoy, e O00nke n Adeld va EMTEAECEl QUTO TO
QUTOOXEDIO xopoyporcpu«o Koppom LECQ OTNV TOTIKA, EKTOG AEITOUPYIAS QUAOKN,
TOU Aswoupyouoe wce svoq xwpoq «nui-eeu@epiacy, Baoel Tng |TQ>\|mq vouoBeoiag
LECW TNG OTOIAC Of TPOPIUOI EXOUV M duvaToTnTa va Byouv amo m cpuxom Ve
va 6ou>\swouv KOTA TN OIGOKEIQ TNG PERAC KAI EMIOTEEPOUY OE QUTN ™ VUXTQ >¢
auTo TO £pyo, Movimento in Semi-Liberta, QIO@QVOUQOTS VIO OMNAN Wi cpopcx v
KOO\NTEXWE)Q VA KOTQTIQVETA [E spwmporTO( el omoépoxor]q UWOKsmsvmomTog
ouppeToan KQI QUTOVOUIOG Of oxsor] pe TN ONUIOUPYIQ TEXVNG KAI TNV Evvoid
TNG «KIVNONG Ot NUI-EAEUOEPIO», VAl sUOTOXO OXOMO yia TNV aduvaTOTNTa TNG
QTOANUTNG KOANITEXVIKNG UTTEQRACNS TWY TELIOPICUWY TNEG UNKNG QvAYKAIOTNTAC.

MOVIMENTO IN SEMI-LIBERTA (2015)
Public performance

In 2014 the artist was commissioned by the small town of Putignano, Bari to
conceive of a performance inspired by their annual carnival. Struck by the sight
of a carnival performer attached to a contraption that entailed two life-size
puppets moving in sync with the man in the middle, Zygouri made an open call to
the inhabitants of the town to imagine their subjectivity as multiple, choosing the
identities and appearance of two puppets each. Zygouri was granted permission
to perform this improvised choreographic piece in the local, now defunct prison,
which functioned as a space of ‘semi-liberty” - the Italian judicial policy whereby
inmates leave the prison to work during the day and return to it at night. In this
piece Movimento in Semi-Libertad we once again sense Zygouri's grappling with
questions of escape, subjectivity, participation and autonomy in relation to art
making and the notion of semi-liberty, an astute observation on the impossibility of
absolute artistic transcendence from the confines of material necessity.
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VENUS OF THE RAGS / IN TRANSIT / ELEUSIS (2015)
Anuooia performance - Bivreo

H xkairexvne Maipn Zuyoupn SWQV(JéIQWDOYUQTEOSTQI TO KATGAUTIKO EOYO TOU
Michelangelo Pistoletto, Venus of the rags (1967), OVTIYQQ(PO svoc KAQOIKIOTIKOU
Qyo)\pOToc ™S APPOdITNC TTOU PE TNV TTAGTN YUPIOWEVN QVTIKOICEl EVay Ou)po amo
TONG POUXQ KO KOUPENIO. H KOMITEXVNG, OE IO TTOANUETITEDN TEQPOPUOVE KAl
eva PivTeo, Tou TapGxOnke oTnv eupuTeen Piounxavikn (wvn Tng Exevoivac Tto
2014, pepoc Tou 39ou PeoTIPBAN AICKUNEIWY, OVATTUCCE! EVVOIEC KOI TOAKTIKES
™ Tpéxouocq |6|0Tummq emTereong (site- specific perfomonce) AvT el spwapieq
KQl vvwoaq amo TIG |6|Q|Tepost< TOU TOTOU, QVONOVTQQ LECW TNG svspymc
OUHPETOXNG TNS TOTIKNG KOIVWVIAS, EVOV SU(PQVTQOTO KQI GUAOYIKO ONUOCIO XWPO.
H eravaTomostnon Tou spﬁmpowmou EOYOU TOU Mlchelongelo Pistoletto otV
ouvxpovn Exeuoiva 6np|oup\mos vssq EVVOIOANOYNOEIC, VEEG pvr]ueg KQl swovovvwoac
TOOO TOU Wpouwcpxowoq €OYOU OO0 KAl TNG smovovpo«moq TOU TOTOU KAl TNG
TEAYLATIKOTNTAS QUTOU. MECW TWy QPNYNUATIKWY ETEICODIWY OTIC em)\svusvec
TOTOOECIEC CUVOETEI pIG COUPEONOTIKN Ts)\SToupwm TEQINYNON O(VO(ps-:OO( oe
UETO- B|oumx0vmo Wsp|[30>\>\OVTO( Le ouvr&pouomm TQUTOTNTA WS OPXAIa ompao
QVOPOPACE KAl CUYXOOVA TOTOONUA TNG €UPUTEENS PIOUNXAVIKAG KOl EUTTORIKAG
{wvne TNe Exeuoivac. To YUVAIKEIO CWHO WS PUOIKO HECO OAA KAl WE EVVOIONOYIKO
EOYONEIO EKPPAONES TOU TONTIKOU OE TTOMOTAOUC PONOUC.

AnuIoUPYOC, PETAPOPEAC GG KOl WCE N OONYOC TNS TOWTNS. H owpoTotToinon Tou
[MONTIKOU, OTOTENEI IO OTOOEOO  KOANITEXVIKN OTOATNYIKN OTIC performances Tng
Zuyoupen.

VENUS OF THE RAGS / IN TRANSIT / ELEUSIS (2015)
Public performance - Video

Artist Mary Zygouri renegotiates the catalytic work of Michelangelo Pistoletto,
Venus of the rags (1967), a copy of a classical statue of Aphrodite with her
back turned facing a pile of old clothes and rags. Zygouri, in a multilayered
performance and a video, produced in the wider industrial zone of Eleusis in
2014, as part of the 39th Aeschyleia Festival, develops concepts and practices
of the current site-specific performance. It draws experiences and knowledge from
the peculiarities of the place, opening, through the active participation of the
local community, an imaginative and collective public space.

The attempt to relocate Pistoletto's emblematic work in contemporary Elefsina
where the cult of Demeter originated, created new conceptualizations and
impressions, new memories, a re-reading of the existing work and the existing
iconography of the place and its reality. Through narrative episodes at selected
locations, composes a surreal ritual tour between post-industrial environments, with
conflicting identities as ancient landmarks and modern landmarks of the wider
Eleusis industrial and commercial area.

The female body as a natural medium but also as a conceptual tool of political
expression in multiple roles.

Creator, carrier but also as the guide of the procession. The embodiment of the
Political is a consistent artistic strategy in Zygouri's performances.
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ENYTINIO (2020)

Bivreo performance

ANiopkeio: 9 55"

TomoBeoia: 1. Apoxaioroyikog xwpoc Tou Paestum (Mooeidwvia), Capaccio, Itona
2. AvTIkUOnpa, Exxada.

Evomvio: Oveipo, N kaTAOoTOON TOU OvelpeuecOal.

O1 opxaiol "Banveg €divav peyonn onuooia ota ovelpa. H diadikaoia TS eykoipnong
KOl TWVY OVEIDWY QTTOTEAOUOE OIQUAO QUTOYVWOIAC Kai Ogpareiac. YTMoxay eIdIKES
TENETEC TTOOETOINOCIAC, CWHATIKES KO WUXIKES, VIOl TIC OVEIDIKES EUTTEIDIEC KOOWC KAl
eIOIKG OIAPOPPWHEVO! OPXITEKTOVIKO! XWOEO! EYKOIUNONG, OTTwe of vaol (A-ckinieia)
OTTOU Ol TTPOCKUVNTEC KOIMOVTOUOQY Ot TETPIVO KOERATION TOU VOOU, TOVW OTO
Ogppa Twv Buoiaopevwy (Wwy, TEOOOOKWVTAS TNV TTapeupaon Tou OeoU pEow
TOU OVEIPOU.

MNavw oT1o  dlopoppwuevo  oTpwua  amd  Oepuopdpec  (ready-made), n
EMTEAEOTIKOTATA TOU UTVOU WA UE TNV QVTIANYN TOU QOXAIONOVYIKOU XWOEOU WG
TOTOC OUYXPOVNG TTONTIOTIKNG TTARAYWYNS POICKETAI O ONUIOUPYIKO OIGAOYO HE
TNV TOMOTAN XOOVIKOTNTQ, TOV KATOKEQHATIONO, TN PEUCTOTATA TOU N OVEIQIKN,
a- oyn douN ATOTEAEITAL.

Mia ceipQ QMO EMITEAEOTIKEC XEIPOVOUIEC O OUVAPTNON WPE TO TOTIO, N
HETOHOOPWON TWY CUPPONLY KAl PUOIKWY OTOIXEIWY, OTTO VERO, O YAAQ, OE HAUOO
LEAQVI, OUVOETOUY TO PAVTAOIOKO WECQ Ot eVl ONAUKO CUUTTQV, EYEIDOVTOC HIOK
ouv-aIcONOIoKN euTreIRia Ao TO OsaTn.
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ENYPNIO (2020)

Video performance

Duration: 9" 55

Location: . Archaeological Ruins of Paestum, Capaccio (IT)
2. Antikythera, (CR)

Evomvio-in Greek means: dream, also the condition of dreaming.

Ancient Creeks placed great importance on dreams. Falling asleep and dreaming
was an opportunity for self- knowledge and healing. There were special rituals,
physical and psychical, for oneiric experiences and even dream-purposed
architectural spaces such as the complexes-temples (the Asclepia) where people
would fall asleep on stone beds of the temple, on the skin of the sacrificed animals,
hoping for a lucid-healing dream, by the intervention of the Gods.

Restaged on a special mattress made by hot water bags (ready-made), the
performativity of sleeping together with the perception of the archaeological site
as a space of contemporary cultural production exists in a creative dialogue
with the multi-temporality, the fragmentation, the fluidity that the dreamy, illogical
structure consists of.

A series of performative gestures in relation with the landscape, the transformation
of symbols and natural elements, from water, to milk, to black ink, are composing
the imaginary in a female universe, provoking a con-sensuous perception of the
viewer.

o T i oo ; w4 er & PR TR IR
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INSPIRE PROJECT 2020

Apxeia Oveipou: Ta Ovelpa we OOPIKO UNKO KOANITEXVIKNG ONUIOUPYIAC KOl TTOCKTIKNG
Maion Zuyoupn

To gpyaotpio «Apxeia Oveipouy oto MOMus-TeipapaTiko Kevtpo Texvwv exafe
XWEAO €V HEOW TOVONUIOG KAl AUECWC peTa TO «lockdowny tnv avoién Tou 2020
oTn OeoooNoVIKN. H TQUTOTNTA KOl O XOPOKTAPASC TOU EOYOOTNOIOU EOXETAI WG
QVAKACOTIKN QTOKOION OTN VEQ QvOPWTTONOVIK| OUVONKN TTOU €XEl EI0QYAYEl N
TOVONUIQ OTIC KAONUEPIVES HAC OPAOTNEIOTNTEC. MINGE KOl PAETTOUPE O EVOC TOV
OAOV ATTO ATOOTAON 1N HECW OTTIKO-EIKOVIKNG «DIAUECONAPNONG OTO DIODIKTUO.
2TV TEGEN N QVOVKOIQ QUTNH ATOOTACIOTOINGN TEQITAEKEl KAl OMNOLEl TN
OXEOIOKOTNTA KAl TNV EVOWHOTN OURPBIwOon Hoc. H eKOVIKn TOAYUATIKOTNTA HECT
OTO WYNPIAKO KAl QUAO TEPIPONOV TOU KUBEOVOXWOOU UTOOXETAI HIC «OUVNTIKNY
TEOAYHOTIKOTATA, O «ONHOKOATIKNY, TOU QVOIVEl VEQ TedIA TOEOC ONUIOUOYIKN
e€epelvnon.

Eival oagec 011N diacpanion TS avOPWTTIVIE OWHOTIKAG ETAPNC EIVOI ATTOPAOCIOTIKNG
ONUACIAC VIO TNV KOIVWVIKOTTOINON, VIO TNV WuxIkn uyeia. H Texvn, evToc TS TavONUIKAG
OUVONKNG, OE OXEON CGANAETIONAONC HE TNV KOIVWVIQ, OKONOUOE QUTOVOUOUC
pouBuouc eCeniéne kar kaTavonons. O/H KOMNITEXVNG KOAEITQI VO I0OQOOTNOE
ovOPECO —«in betweens— og evVaAOAOCOUEVOUC TOMATAOUS POAOUC (KOIVWVIKO
KOl PUXIKQD, DIATNOWYTAC TARAANAG TNV KOITIKA aTOoTaon Tou ogeiiel. Avalntd
onueia OI-ETaPNS KAl EVQ)\)\QK‘I’IKOUC Tpéwouq dpaonc. Emvoel veeg die€odouc, vea
onusia 6/or<puyr;g OO TO OKOTEVO OTOUIKO OTO CUANOVIKO «TWOA» JUS Wavénwoq.
ZTQS(PETQI O €va PETO- <<€Ou)TEQIKO LOVTENO», OF HIG QUTOYVWOIAKN, HETOUCIWTIKN
TOOKTIKN swaéapvoom EOWTEPIKWY KAl Lpuxmu)v £OEOIOPATWY. EmOTpsq)a oTnv
KOTOVU)\{IKF] OXEoN ™S TEXVNG WE TOV eowTepmo Koopo TOV Lpux|opo TO AOUVEIONTO,
TQ EVOTIKTQ, TOV Koopo s (DC(VTOOIC(Q KOl TWV ovapwv 2TOXO € EXE VO dlaTneEnoEl
{wvTavO TO KOIVWVIKO PAVTACIOKO KQI VO TTOOPANEI VEEC TTOOOTITIKES EKPOAONG KO
OUNOVYIKOTNTAC.

Ta oveipa Oev gival TIA PIA IOIWTIKN UTTOBEON.

Ta Ovelpa eival JIO OIKOUWEVIKN, QEVAN, PEUCTN KA QUAN, OIA-XWEIKA KO DI0-XOOVIKN,
avOpwivn dpacTneioTNTa / ekdnhwon / emTereon. Ta OvelpA paG Eival QTOUIKO,
TOOOWTIKA KA UTTOKEILEVIKQ, UTOQOUV OUWE TAUTOXOOVA VO OTTOKAAUTITOUV EVQX
KOIVO, GUANOYIKO KaI OIO-XQOVIKO UTTORAO0O.

MmopoUv va HOIPACTOUY TA Ovelpd; [lwg Ba propoucape va eTwpeAn@oupe o
TN SIOXOOVIKN, OIKOULEVIKN ICOTNTA TWY OVEIDWY;

MTmoPOUV Ta OVEIPA VA YIVOUV EVAl TAIOAYWYIKO EQYANEIO;

Mrmopolv Ta Oveipa va OleUPUVOUY  EIKOOTIKEG emTeNeOTIKEG (performative)
TOOKTIKEG?

EiucoTe ONOI IOIOKTNTEC KQI ONUIOUQYOI
TwV OIKWV pac Poadiwy.

INSPIRE PROJECT 2020

Dream Archives: Dreams as a primal material for artistic creation and practice
Mary Zygouri

The Dream Archives workshop was realised in the MOMus-Experimental Center for
the Arts amidst a pandemic, right after the winter 2020 ‘lockdown’ in Thessaloniki.
The workshop's identity and character reflect this new anthropological condition
infroduced by the pandemic in our everyday activities. We talk and we see each
other from a distance or through an online visual and virtual ‘mediation’.

In practice, this necessary distancing complicates and alters our relationality
and our bodily coexistence. The virtual reality that exists in the digital, intangible
cyberspace promises a ‘potential’ reality, which is more ‘democratic’ and opens
new fields for creative exploration.

It is clear that ensuring human physical contact is crucial for our socialization and
mental health. Within the pandemic condition, in relation with its interaction with
society, art follows autonomous rhythms of evolution and comprehension. The artist
is called upon to achieve a balance among the -“in between’- alternating multiple
roles (socially and mentally), all the while preserving the crucial distance that he
or she must maintain. The artist seeks points of interface and alternative modes of
action. He/She invents new outlets, new points of escape from dark individuality
towards the collective ‘now” of the pandemic. Focusing on a post-"internal model”,
on a self-knowing, transformational, practical processing of internal and mental
stimuli. The artist returns to the originative relation between art and the inner world,
the psyche, the unconscious, the instincts, the world of fantasy and dreams. The
goal is to keep social fantasy alive and to project new possibilities for expression
and collectivity.

Dreams are no longer a private affair.

Dreams are a universal, perpetual, volatile and intangible, inter-spatial and inter-
temporal, human activity / expression / performance. Our dreams are individual,
personal and subjective, but they can also reveal a common, collective and inter-
temporal background.

Can dreams be shared? How could we benefit from the timeless, universal equality
of dreams?

Can dreams become a pedagogical tool?

Can dreams expand our artistic, performative practices?

We all owners and creaters of our personal
evenings.
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Avagpopég

O 20UPEONONOC TTOOSKUWE PECQ QTO TIC EUTTEIDIEC KU TIC OUVETEIEC €VOC
TFQDd)\O\(OU TONEUOU, TNV OﬂToEévu)on KOl TNV WYUXOAOYIa TOU UWOOUVS@ﬁTOU
omuq ™ élopopcpwos o Freud. H oxeon Tou 20UPECNICLOU We TOV KOOHUO TWwV
oveipwy eival appenktn. Ol ZOUQSQNOTSQ EMKEVTOWONKAY KUPIWS OTN QAVTOOIO
TOU OVEIPOU WG HIa QUOEVTIKY EKPEAON TOU «OOUUAOTOUY (Breton, 1924). 2TV
<<ovs-:|p|m Zvaompmr]» yIa TOPAOEIVHO KUQIQOXSI TO TrO(pOuO@ﬂTmO OTOIXEIO, XWPIG
OﬂTQpOITr]TO va TTQOKSITO(I VIO KATAYPOPN OVEIPWY. 10 €oyo sival n TPEAEN TNG
EOUNVEIOC  TTOU sxa NON ouvTereoTel amo Tov 1010 Tov kOATEXVN. O Breton
(1935) eheye OTI eival avaykaio va pd@oupe va exeuOepwvoupe TIC OUVOEIC TOU
UTTOOUVEIONTOU EYW HAC, AKOPQ KAl Og KATAOTOAON £YPNYOQRONC.

ANioopeTikOG uTNEEE © TeipapaTiouog Tou Kafka mavw oTo oveipo. To Oveipo vi
QUTOV EIVaI IX UNXavVN yoapnc N ekppaoncg. OVelpeuoTay OTTWG EYPAPE KAl EYOOPE
OTWC OVEIPEUOTAV. Mg OTTOTEAECHA EVAG AOYOTEXVIKOG KOIKOG VO GUVOEE! DIRKWG TO!
YEYOVOTQ TNG KABNUEQIVOTNTAG TOU KAl TO OVEIRIKO TOU AVTACIOKO. M «eyKOQOIO!
ETIKOIVWVIa», XWPEIC oUNveia, ouTe onuaivikoTnTa («signifiances, TO yeyovog Tng
UTOPENG onuaciag). H cuoTnuaTkn kKATAYOAPN TWY OVEIPWY TOU TOROPAVWS KAl
QTOTENOUCE KATI MERICCOTELO QMO TNYN ELTVEUONS: NTAV EVA EOYOAEID YOOPNC,
pia pEQOOOC eTeEePYAOIOC Twy AOyOoTexvikwy Tou avTikelpevwy. O Felix Guattari
Ot OXETIKO KEIUEVO ONUEIWVE: «N €OYACIa  TTAVW OTA OVEIRa ATAITEl KAOs OANO
QO KUUAIVOUEVN TPOOCOXN, KIVNTOTOIEI QvTIOETWS HIa €Ik ETAYQUTTVAON, HIAV
o&upevn vonon kai euaicOnoia. Eivar mepiccoTepo pia JIadIKACIA TARAYWYNG HIOC
peTO(MO\/pévnq UTTOKEILEVIKOTNTAC, TOU OV TOQATEUTEN OF po O(vo@hﬂ\won oTov
£QUTO, 0L KATOIOU eId0OUC vameOlopo QMO ONUOTOOOTEI EVA QVAAUTIKO Ovowpq
TOOC QVUTTOWIAOTEG e&wTspmsc OWEIC KOl QVTAVOKAGOTIKO HIAC KOIVWVIKOTNTOG
TOU TOAQVTEUETAI ONOEVO.!

| Felix Guattari, 65 Oveipoa Tou Poavte Kapka. Ekdooeig MNarakn, 2012.

References

Surrealism evolved through the experiences and consequences of an irrational
war, from the alienation and the psychology of the subconscious, as formulated
by Freud. Surrealism has an unbreakable bond with the world of dreams. The
Surrealists focused mainly on the fantasy of the dream, as an authentic expression
of the “wondrous” (Breton, 1924). “Dream painting”, for instance, is dominated by
hallucination, without necessarily documenting dreams themselves. The work of art
is the act of interpretation that has already been accomplished by the artist
himself. Breton (1935) said that it is necessary for us to learn how to unleash the
force of our subconscious ego, even in a state of being alert.

Kafka had a different angle of experimentation on dreams. To him, the dream is
a machine for writing or expressing oneself. He dreamt as he was writing and he
would write as he dreamt - and so the events of his everyday life and his fantasy
dreaming universe were constantly linked through his literature. A “transversal
communication’, without interpretation or ‘signifiance’ (the fact of the existence
of meaning). The systematic documentation of his dreams was obviously more
than merely a source of inspiration: it was a writing tool, a method of processing
his literary objects. Felix Guattari wrote in a text pertaining to this: ‘working on
dreams requires everything other than fluctuating attention; quite to the contrary,
it mobilizes a unique sense of vigilance, a sharpened understanding and sensitivity.
It is more a process of producing a mutated subjectivity, which does not allude to
a retfraction into one’s self, to some kind of narcissism; instead, it marks a detailed
openness towards unsuspecting external aspects and reflections of an increasingly
oscillating sociability”.!

| Felix Cuattari, 65 Dreams of Franz Kafka, Patakis Editions, 2012.
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«1O OXONEIO TWV OVEIDWY EOPEVUEl KOTW
QO TO KOEPATI HaC.»

H Héléne Cixous 10 1990  evraoosr Tta Oveipa oTnyv OI0OKN TEOOTOOEIa
XEIPAPETNONG TOU EAUTOU KAl Twyv OAwv. loxupileTar OTI Ta Ovelpa EXOUV TNV
KaAvOTNTA VO OIOANUCOUV TIC <KENUPOEIOEICH KOTAOKEUES («KEAUPOUC QUYWV»), TTOU
Snuioupyoupe yia T (wn pac. EvioxuovTag, €tol, Tnv PIOTONTIKN dIGCTACH TWwv
OVEIPWV.

210 OokipO TNE Three steps on the Ladder of Writing Tovilgl Tn ONUACIa TWY OVEIDWY
WC TN YOoPne.' /\eel XOPOKTNEIOTIKG: «AC Unv aoXoANBoUE pe TNV OUVTOEN, OANG
LE TNV AVTACIWAON, JE TO ACUVEIONTO. Ta OVEIRA KO N YOOPN EXOUV VO KAVOUV LE TO
TEQACHA TOU OACOUC, EXOUV VA KAVOUV E TNV HETOKIVNON. TO [UVAIKEIO KEILEVO EIVal
QUTO TTOU ekPEALETAI HETAPOPIKA WC TEQITACVNON, w¢ Eexehiopa. To Ta&idl oTov
KOOWO, TrspﬂaT(jJVTO(c LECQ OTOV £QUTO TPOG TO OKOTAO), xpnomowomwoq ona
Ta 6|Q@80|p0 HEOO HETAPOPAG, XONOILOTIOIWVTAG TO OWHA WG HOPYPN PETOPOPAG,
QNG y| auTo wpswa va Wepwamooupe vQ xpnomowomooupe ONOKANOO TO OWUA
HOG, WOTE VA EMTPEYOULE OTOV KOOHO Va YivEl OOPKA HAG, OTWG OUpBaive kol OTa
Ovelpd pag. Kavevag uoNOYIoHOG. To YUVAIKEIO Keillevo eival ATPOPAETTO, OUTE TO
1010 dev Wpoxsva KQTI yIa TOV eauTO Tou. Eival TO keiyevo Tou ampoodoknTou. Ta

vuv(}mao KEIHEVO! BQIOKOVTOI TOANU KOVTQ OTN OOQKQ ™me yzwooac. lowe yioTi o

QUTA UTTOPXEI TO OTOIXEIO ™G 6wpsoq jowc yiaTi Oev oTeuldOUUE TPOC TO OEAw-
VO-TTW, OAO Bp|OKO|.JO(OT8 KO prO(q OTO Perw-va-aicOavOw. Apr, auTO UTTOPXEI
O€ EVQ YUVAIKEIO KEIPEVO, QyyIyUay.?

«TO 2.XOMNelOo Twv Ovelpwy, KATI TOETEN
VOl HETATOTIOTEI, VO eCOQIOTEL

| Helene Cixous, The School of Dreams. Three steps on the Ladder of Uriting, Columbia University
Press, 1993,
2 Hélene Cixous, @euvioTikn Oswoia kar mohmiouikn koimikn, Ekdooeig Nnoog, 2006, o. 23 1.

The school of dreams resides under our
bed’

In 1990, Héléne Cixous integrates dreams into the constant effort to emancipate
ourselves and others. She claims that dreams have the ability to dismantle the
“shell” structures (‘egg shells”) we create for our lives, therefore reinforcing their
bio-political dimension.

In her essay Three steps on the Ladder of Writing, she emphasizes the importance
of dreams as a source of writing.' She says characteristically: “Let us not deal with
syntax, but rather with fantasy, with the unconscious. Dreams and writing have to
do with crossing the woods, they have to do with moving. The Female text writing
is what is metaphorically expressed as wandering, as overflowing. Travelling the
world, walking within our self towards the darkness, using all available means of
transport, using the body as a means of transport, but for this we must walk, we
must use our entire body to allow the world to become our flesh, just like in our
dreams. No calculation. The Female text writing is unpredictable, it does not even
antficipate itself. Female texts are very close to the flesh of language. Possibly
because they host the element of gift, perhaps because we do not rush to what
l-want-to-say, but we are first in a place of l-want-to-feel. Touch, this is what exists
in the female text writing, the sense of touch”?

In the School of Dreams, something must
be displaced, exiled’

| Helene Cixous, The School of Dreams. Three steps on the Ladder of Writing, Columbia University
Press, 1993.
2 Helene Cixous, Feminist theory and cultural criticism, Nisos Editions, 2006, p. 23|
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KaihiTexviké mTeipapa:

H raidaywyia Tou Oveipou.

To 6veipo wg avoixTé TadAywyIKO EPYQAAEio.
Maipn ZuyoUpn

In Taidaywyikn paon

AladikTuaké epyaoTiipio

>uvOnkn: SHARE THE DREAM.

AarpoowTikég ouvevTel&eic: H Sijynon evécg emileypévou oveipou amd Toug
OUUUETEXOVTEG VEOUG KOANITEXVEG.

H evopén kai n eicaywyn TOU £0yaoTNOIOU «ADXEIQ OVEIDOU» £yIVE OIQOIKTUCKA.
H a&omoinon Twv SuvatoTATWY TOU QUAOU Wsp|BQMOVToc TOU KUBSpvoxwpou
evTOXOnKay OTO TAQIOIO TEIPAUATIOUOU TOU gpyaoTnoiou. Eival Bacikog kavovag
OTI TO TAQIOIO emNEEOCEl ™ AiNynon Tou oveipou. ANIWG EsénT)\LLJVETm oTO
TAQICIO ™S OeOATTEUTIKNG OXEONS KA 6|O«pop8T|KQ OTO TAQIOIO EVOC KQ)\)\ITSXVIKOU
spvoomp@u 2TIC 6|OﬂTpoouﬂT|Keq ouvovmoaq PAvNKe OTI TO EIKOVIKO TAQIOIO
NG «QVETAPNG»  YNPIOKNS TOAYHOTIKOTNTAG ONUIOUPYEI PIa QOGAN) ATrOOTAON,
QVOYKQIQ I TNV KQTO(YQO((PF] TWwV ovapwv Twv ouppsTexovm)v

H 6|rwnor1 TOU OVEIDOU OEV VA EK(POQTIOF] O kOB ovelPeUOPEVOC DIAPOPOTOIEITA
omd TOV TEOTO TOU OINYEiTal TO OVEPO -de eAapEOTNTA (KOIVOTOINON OTO
facebook), ue SUCKONQ, Tr) CUCTON), OOUVNEA K.T.A.

H akpooon tng dinynong Oev sival amin. Me kAOe diynon OveioOuU QVOIVETAI e
TOV OVEIDEUOHEVO €VAIC OIAUNOC ETTIKOIVWVIAC Ot TTOAMOTAG eTiTeda (ecwTeokd/
eEWTEPIKYY AIoONTNEICKSY WPeudACONTIKA). TO POIDACHA TNG OVEIDIKNG EUTTEINIOS
YIVETQI EVAIC 10XUQOCS KQIKOG OUVOEONE pe TOV kOBe eva EexwpPIOTQ, O ONn TNV
SI0OIKACIA TOU EPYOCTNRIOU.

H euxapiotnon Tou «dinyouuary OXeTICETAI UE TO KTIOIUO HIOC OVEIQIKNG Wopo\/w\mq
H 6|rwr]or] TAGOeTCQ! O(ouvaér]TO( O ovapsuopsvoq O(Ouvslér]TO( TOOTOTOIEL, KOAUTITEI,
apaipel N TPOCBETEl OTOIXEIQ TOU OveiPou kAP popa Tou To dinyeiTal. Mecw TNG
EKUQIEUONG TOU Oveipou Eekiva N Taidaywyikn OIadIkacia, BACIOUEVN ek TTEOQIUIOU
Ot HIQ TAPAYWYIKN TADEPUNVEIQ TOU OVEIOOU.

O ouvslppoi TOU OKONOUBOUY TOUC OuoxEﬂouoOc Tou oveipou OIVOUV AEKTIKEC KOl
EIKOVIKEG HOPPEG. O XWEIKES KAl XOOVIKES OVEIPIKEG TTOPAHOPPWOEIS TNG APAYNONG
yivovTal QVTIKEI}JEVO avaiuone. Meoa amo Tig prwemovmeq TOU OVEIPOU \(IVETOI
N ATOKOUTTTOYPAPNON KAI N AVAYVWEION TOU OVEIDIKOU UTTOKEIEVOU. H kaTavonon
TWV OTOIXEIWV TTOU ATOETICOUV TO OVEIPO (PAVEQPWVOUV TO UWéBQ@po KOl TIC
QIOONTIKES KO(TO(BO)\S( Tou ovapsuousvou/mc KaAITEXVN. [1a TNV KO(TO(VOF]OF] TWV
peToO\}\owpevu)v OKqueu)v TOU ovapou divovTal KaTeuBbuVTNOIEC QVAPOPES KAl
WODOTF]QF]OSIC amd dIPoPa vvwonm media (oTopia g Texvng, wuxovoo\uor]
I0TOPIQ, QV@OLUTFO)\OYIO TOTIOYPAPIC, PINOCOPIC, TOINON). MECW TWV UN YOOUUIKWY
OUOXETIONWY, TQ OuvaIoBnuaTa kail o1 eMOPACEIC TOU OVEIDOU PETATOETOVTAI OF
QPNOENUEVEC EVVOIEC, EVEQYOTTOILVTAC ETOI IO AOyIkn, evepyn Pavracia. Ea veo
KKEILEVO» OE EIKOVEC QVOIVETAL... Eva VEO TedIO  TEIOOUATIOUOU, TTOU OIEUPUVE TO
KOITNPIC KAl TNV AICONTIKN QVTIANWN TNG KOANITEXVIKNG DIOOIKAOIOC.
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Artistic experiment:

The pedagogy of the Dream.

Dreams as an open pedagogical tool.
Mary Zygouri

| st pedagogical phase

Online workshop

Condition: SHARE THE DREAM.

Interpersonal interviews: The participating young artists narrate a dream of
their choice.

The beginning and introduction of the “Dream Archives” workshop was realised
online. Utilizing the potential of the intangible cyberspace environment became
part of the workshop's experimentation. It is a basic rule that the context influences
the narration of the dream. It unfolds differently in the context of the therapeutic
relationship and differently in the context of an art workshop. The interpersonal
meetings revealed that the virtual framework of ‘contactless” digital reality creates
a safe distance, which is necessary in order to register the participants” dreams.
Narrating a dream is not an act of discharge. Every dreamer is differentiated by
the way he or she narrates the dream -with frivolity (announcing it on facebook),
with difficulty, shyness, pain, etc.

Listening to the narration is not simple. With each dream narrative, a channel of
communication opens with the dreamer on multiple levels (internal / external /
sensory / illusory). Sharing the dream experience becomes a strong bond for each
one individually, throughout the workshop process.

The pleasure in “narrating” is linked to building a dream production. The narrative
is molded unconsciously. The dreamer unconsciously modifies, covers up, removes
or adds elements of the dream every time it is narrated. Through drawing out
the dream, the pedagogical process begins, based “a priori” on a productive

. i‘"iz:‘;‘i ;
= ;

chl

misinterpretation of the dream. ; S ERBRNERE

'l.'.-_JFf"’ -

The associations that follow the correlations of the dream give verbal and visual
forms. The spatial and temporal distortions of the dream within the narrative
become our subject of analysis. The deciphering and recognition of the dream
subject takes place through the architecture of the dream. Understanding the
elements that constitute the dream reveals the background and the aesthetic
origins of the dreaming artist. In order to understand the mutated thoughts of
the dream, guiding references and observations are offered by various cognitive
fields (Art History, psychoanalysis, history, anthropology, lurbanism, philosophy,
poetry). Through non-linear correlations, the dream’s emotions and impacts are
transformed into abstract notions, thus activating a logical, active Imagination. A
new “text” opens up through images... A new field of experimentation, broadening
the criteria and the aesthetic perception of the artistic process.
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2n HNaidaywyikn Paon

BiwpaTiké epyaoTthpio: Mepifynon otnv TOAN.
[Medio OPAONEG TOU KAANTEXVIKOU TEIDOUATIKOU E0YOOTNOIOU, TO QCTIKO KOl PUOIKO
TOTIO TNG @eooarovikng. Avw o

1. AicOnTtnpiakn 2uvOrikn

AIcONTNEIOKN £yENYORON: KOKKIVA YUOIQ.

Ta kOKKIva yuaAIia Bon@ouly Tnv 0pacn VA KIVATOTOINOE! TNV OTTIKA CKEWN. 2KOTTO
EXOUV VO TOOKOAECOUV WIO KATOIQ IOk ETAyQUTVACN, WAV OEUpEVn vONon KAl
suaicOnoia. To avolyua TG suaictnoiag evepyOTOIEl TN PAVTACIAL.

Ol eMOTAUOVEG PUCIONOYO! Aeve OTI TO OVEIDO EIVOI WIO TUXQIQ LNXQVIOTIKN
OUUTTEDIPOPA DIOPOPWY TUNUATWY TOU EYKEPOAOU KO TWV OUCIWV TOUG OTN
SIGPKEIQ TOU UTTVOU.

MeAETNTEG OVEIDWY KOTEYQOWAV Of OUOTNUATIKA QVTITOQOBON] TWY OVEIDIKWY
TEQIVPAPWY TA PILLATA TNG NUEPAS. Evag kpikog ouvdesl DICPKWG TA YEYOVOTA TNG
KOONUELIVOTNTAC KOl TO OVEIDIKO PAVTOACIOKO. 1A OTOIXEIQ TNG TOAYHATIKOTNTOG
EVIOXUOUV TO OVEIIKO PAVTACIOKO KOl QVOTOOPOOOTOUV TNV OVEIQIKN APnynan, Ot
QUPIOEOUN OXEON.

To melooua TWV KOKKIVIWY YUQAIWV.

2>Ta  TAVETOTNUIOKA EQEUVNTIKA gpyaoTnPIa Tng Maoaxouoetng die€axOnke piax
LEAETN TNG OXEONG METOEU OVEIPWY KAl TOOCOPUOYNG OF HIAL VEQL QloONTNOICKN
meayuaTkOTNTA. Ol CUPPETEXOVTEG ETOETTE VA KIVOUVTAI OTO TEQIPOMNOV TOUG
POPWVTAC KOKKIVO YUOANQ TOU OAOIwvay TO omTikO Toug medio. O OMNAVES
TOU TOPATNENONKAY OTA OVEIDA TOUC QTNXOUV OCQ Ekavav OTn OIGOKEIA TNG
NUEQQG KAI TNV WUXOAOYIKN KOTAOTOON TOU OXETICOVTAV WE TNV OTTIKA QVTIANWN.
Amoomaouatika Kokkiva ‘Oveipa.

2nd Pedagogical Phase

Experiential workshop: Visiting the city.
The field of action for our artistic experimental workshop becomes the urban and
natural landscape of Ano Poli, at Thessaloniki.

1. Sensory Condition

Sensory alert: red glasses.

Red glasses help eyesight to mobilize visual thinking. They intend to provoke a
certain special vigilance, a sharpened intellect and sensitivity. Opening sensitivity
activates the imagination.

Physiologists claim that the dream is a random mechanistic behavior of different
parts of the brain and their substances during sleep.

Dream researchers have recorded in systematic comparison to oneiric descriptions,
the experiences during our waking hours. There is a link which constantly connects
the events of everyday life and the fantasy dream world. Elements of real life
enhance the dream fantasy and give feedback to the dream narrative, thus
creating a two-way relationship.

The red glasses experiment

The University of Massachusetts Research Laboratories conducted a study on
the relationship between dreams and the adaptation to a new sensory reality.
Participants had to move around their surroundings wearing red glasses that
altered their field of vision. The changes observed in their dreams reflect their
actions during the day, as well as their psychological state associated with visual
perception. Fragmentary Red Dreams.
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2. Toroypagikij ouvOnkn: To vepd 0dodeikTng

H mrepimAavnon Tou vepou / Eumeipia peuoToTNTOC.
Konveg, de€apeveg, TNyeS, PIONES, POUOEC

Ol kpupuevee OIOOPOWEC TOU vePOU / Ixvn utoyeiwv
aywywv vepou, EY AG

H peuoToTnTO TOU VEOOU / H psucTOTNTO TOU
OVEIOOU.

H avadnmnon Tou vepou / H avadntnon Tng
OVEIDOPAVTOAOIOC.

Nepo - H UAn Twv ako@opioTwy OveEIDWV.

[Tooiuo vepo / IDIWTIKO vepO / AYIOOUEVO VEQO

Ta vepd KAl TO OVEIDO! EIVAI YUVAIKEIQ.

"Hxol vepou / @opuPor vepou / Wibupol vepou.

To avTaoTIKO veEQO OIVEI TOV TOVO

2. Topographic condition: Water as a roadmark

The wandering water / An experience of fluidity.
Fountains, cisterns, springs, bottles, taps
The hidden water courses / Traces of groundwater
oipes, Water Utility Company of Thessaloniki
o0 T o o oAwmatos, Ko Torapn, Kefh Flokoprrod, The fluidity of water / The fluidity of the dream

2 o e loor N ournian Tnar Feuniain, Foloriis Founiain A quest for water / A quest for dream fantasy.

Water - The material for undefined dreams.
. , N , , Drinkable water / Private water / Sanctified water

Lo Ra NS oy Ao A IR A S Waters and dreams are female.
Sounds of water / Noises of water / Whispers of water.
The water of fantasy sets the tone

Pwuaikn ayopa Roman Agora
Ayioc AnunTtpiog Agios Dimitrios

diann bottle

MaTeia Twv @opuPwv Noise Square

MNopdhnha pe Ta Teixn beside the walls

To akaTepyaoTo Mvnueio (Kamor Tou MNacd, AapupivOog - kNTTol Tou TTAoA OTIMAIES)
The rough Monument (Gardens of the Pasha, labyrinth - gardens of the pasha caves
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® Pwuaikn Ayopa
Roman Agora

EYE-CONTACT

Look, see, and be seen,

Complete focus, trust, and respect.
Be present and open in the moment,
Feeling the energy around,

Feeling the intimate connections.
Feeling the unspoken dialogue
exchanged.

Ayi0¢ AnunTeIiog
Agios Dimitrios

Diorn
Dottle

/3
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H EmipeanToia TG Konvng
(Konvn Oxoumadog, Konvn Toivap, Konvn MoiiopknToy,
‘ Konvn EupupedovToc, Kokkivn Pouon)

The Curator of the Fountain
(Olympias Fountain, Tsinari Fountain, Poliorkitis Fountain,
Eurymedon Fountain, Kokkini Vrysi)

)



PS [INaTeia Twv @opuPwv AAXNIA

Noise Square

2 uvepyaoia
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kOOaPIOTNTA VEUIOUA TOOURBAA KOTTIKA UNXOVAUATO TO QUANWHG TTAVW JOU

/8

KPauYN -

TOEND

HOUOIKN OTIVHN  képATO KOTOIKIOU *

METAM OPCDQZH

a T O P 4 K v o n

QWOépQOﬂ exonén evwon uTopén

OY TON ASTON

> DA Tyxoio Al =

XaloHOPO  AANOTPOCAANO
IXVOC

Opauou a

XEIPAWIA

Q PPWOTIO

2 uvepyeia __ R
EINAI auuva  AYTOAMYNA

XIOYMOPETKO ~ TTOAUHOQ®I! O
BIAIO KAITIAPAAO=O ZTA—HKQ

mopapoppuon  ASTEIQ) |_|_|

amokpion diadpaon eEENEN avaipeon JITTOTNTA

METAAE>
IAAZTIKEZ
> AKOYAEX

HOPIO VEQOU  KOOUON EQPVIKA PUVYN UE@O@OC
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3. 2UNOVIKN 2uvONKN:
[lapepPaoeic oTov ONUOCIO XWEO

MNopeuPaon evwoeiTal we pia TEAEN AUTOOXEDIOOUOU OTOV ONUOCIO XWPEO. 10
ONuocio dev eival OeOOPEVO ek TWV TEOTEPWY. 10 Anpooio avadUETAI HOVO —KAl
TAVTA €K VEOU. H €TQVOIKEIOTTOINON TOU QOTIKOU XWOEOU EVEOYOTOIEl TOV ONUOCIO
XOPOKTNOA TOU XWEOU kAl TNV exelBeon xonon Tou (mhareia Twv ©Qoplfwy). To
TUXQIO, TO TOAPOAOYO, TO ATTOOPRAETTTO, EICRAAOUY e LA £€ ONOKANOOU QvAPUOOTN
KQI ATOTIN XENON TOU ONUOCIOU XWPEOU.

Me emivonNTIKOTNTQ, e QUTOOXEDIQOUO, N KOIVOTNTA TWY CUMPHPETEXOVTWY CUUBAANE
OTNV EYKATAOTOON VEWV ETIKOIVWVIOKWY UNXOVIOHWY, N AEKTIKWY, PE TN CWUATIKA
TAPOUOTIQL.

Me pia mayviwdn OIGBeon, Evag VEOC «TOTOG» QVATAGOETOI CUANOYIKG, €KTOG
TOTOU KAl XPOvou. Mia aOpaTn QvaTOOTT CUVTEAEITAI, TTOU TAPAYEl TOPOOIKES
KQI QTTOOTTOOUATIKEG ONUOCIEC OPaipes. OI TONTIKEC TOU CWHATOS AEITOURYOUV
w¢ TMedIO OTO OTOIO CUUTTAEKOVTAI KAl QVAIQOUVTAI OF TERIORIOUOI, Ol AOXEC KAl TOl
KQVOVIOTIKQ TOOTUTTQ GUUTTEQIPORAG,.

H kowvotnTa/opada peTaoxnUOTI(eTal pe  evepynTkO TEOTO. H  «mAnOuvTIK»
TAPOUCIA OTOV TOTO Ogv CUVOELETAI [E TNV KATOPTION OE TEXVIKEG KAl pe@odouc,
oUTe amodO0ElC OeEjOTEXVIOC. 10 evOIQPEDOV ETIKEVTOWVETAI OTN OIADIKACIA KAl
NYOTEQO OTO AMOTEAEOHA. 2 € TOMATAOUC PONOUC, O KOBEVaC EEXWPIOTA KQI ONOI
padi, KONEITQI VO OUPTTEOINGRE! Kl v CUVOICANQYE! JE TA OTOIXEI TOU TOTOU. Nat
QPOUOITEI, VO CUVOIAUOPPWOE! TIC «OXEOEICy (TTEOACTIKOI, ETIHEAITOIA TNS KONVNG,
Ol ePYATEC TN TAGTEIAS Twv QOoPURWV).

[ looc¢ lepo Nepo
(Ooioc Aauid, Mooenmg Hhiag, Dionn voou TappEyIoTWY
Ta&I0OXWV)

To Holy Water
(Osios David, Prophet Elijah, Bottle of the Holy Church of the
Archangels)
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[ TopOMNAC pe TO TEIXN
Beside the walls

3. Collective Condition:
Interventions in public space

Intervention is understood as an act of improvisation in public space. Public is not
a given in advance. The Public notion emerges only -and always anew. The re-
appropriation of urban space activates the space’s public character and its free
use (the Square of Noise). All that is accidental, irrational, unpredictable, invades
with a completely inappropriate and absurd use of public space.

With ingenuity and improvisation, the community of participants contributes to the
installation of new communication mechanisms, which are non-verbal and require
physical presence.

In a playful mood, a new “topos” is rebuilt collectively, beyond space and fime.
An invisible upheaval takes place, producing transient and fragmented public
spheres. The politics of the body function as a field in which restrictions, principles
and regulatory standards of behavior are intertwined and negated.

The community / group is actively transformed. The “plural” presence in space is not
connected with training in techniques and methods, nor with skilled performance.
The focus lies in the process and less on the result. Through our multiple roles,
each one individually and all together, we are called on to include and converse
with the elements of the space. To assimilate, to jointly shape the “relationships”
(passers-by, the fountain curator, the workers of the Square of Noises).
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To akaTepyaoTo Mvnueio

(KArmor Tou MNaoa, \apupivOog - kAo TOU TACG OTMAIES)

The rough Monument

(Gardens of the Pasha, labyrinth - gardens of the pasha caves)
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4. 2 UNOVIKN ETITeEreOTIKN 2UVONKN

To ZgpwTo TOU dAOoUC oToV XoETIATN / TOTOC TN TOINTIKAG TPAENG.
Oveipikn ToinTikn lgoocova.

> TNV performance gTaveig, Oev EekIvac.

Meoa 0TO ONUIOUPYIKO TAQICIO TOU EOYAOTNOIOU TO ETITEAEOTIKO CWUA KOAEITA
va agelel oTnv Gouvsiér]m Wk&upd TOU &yw, xwpiq 6|O(vor]T|Ké< Wapepﬁdoaq.
ANWOTE, N O()\r]@wr] vvwor] dev SQXETOI LECQ QIO v TOUTION YE TOV £QUTO HAG,
OMQ PECO OTO TO VO wvoups QVTIKEIEVO TOU €EQUTOU LAG OF 'ITpC(\(pQTIKF] Boor] H
owoxéuon TNG QOUVEIONTNG EIKOVAG, TNG TOINTIKAG TEOOOVaC, ival Wi kivnon yvu)or]q.
To ou)po OUPITANQVTEUETAI LETOEY WpGYpQTIKOU OULPONKOU KOl POVTOOTIKOU, [e
TOOTO OOUQE(J)\IOTIKO XIOUHOPIOTIKO, [3|ouo Emrerel aouveidnTa, pia HeTONMGEN
TOU ovapmou UTI'OKEI|JEVOU KQI TNG OVEIQIKAG oupr]vr]or]q Zuv KIVF]OIC(KE( TEGEEIG,
xapovoplsq KIVNOEIG, VEUUATQ, OOnyouv TNy TOINON Tow OTO OVEIRO. 2TV
ETEQOVEVEIQ TWY CWHATWY OvaOUOVTAI Ol EUQPUAEG TAUTOTNTEG KAl DIGPOPEG, UE
ONEG TIC TOOIOCUEVES KOl EUONWTES EVTACEIG TTOU TIG OIAKDIVOUV.

Maipn Zuyoupen

4. Collective Performance Condition

The Clearing at the Hortiatis forest / The “locus” of poetic action.
A dream poetic Persona.

You finally reach a performance, you do
not begin with one.

Within the creative framework of the workshop, the performance body is called
on to give itself over to the unconscious side of the ego, with no intellectual
interventions. After all, tfrue knowledge does not come through identification
with one’s self but through becoming the object of ourselves on a real basis.
The emergence of the unconscious image, of the poetic persona, is an act of
knowledge. The body oscillates between what is real, symbolic and imaginary, in
a surreal, humorous, violent way. [t unconsciously mutates the subject of the dream
and the narrative of the dream. Co-kinetic and emotional gestures, movements,
nods, lead poetry back to the dream. Cender identities and differences emerge
in the heterogeneity of bodies, with all the passionate and vulnerable tensions
that that distinguish them.

Mary Zygouri
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NIKONETTC

The memory of water / The fire of memory, 2020
Performance
Niapkeia: 20°

Eivar PréupoTa ou Sev xpeidleTal va
UTTOPXOUV
Kal av ouvexi(ouv va KOITAvE

Byaie Touc Ta paTia.

To oveipo
fouTid 0TO CoUVEIdNTO
KOAUUTTI OTIC PVNUES

TVIVHOS OANOTE.

oUW Bgrel amOPaoN,
, Teadn,
n {wn.

Eixa eva TeTOIO OvVEIPO TOU ONO
goxXOTAV
KaI NTQV ETOI:

Mpaén TowTn,
Korrw 10 xwua. Eivar vwo.

amo kaTw (gl O TATEQAC.

[Noaén deuTeEn,

Korrw Tov koopo
Kl O KOOUOC KOITALEI EPEVA TTIOW.

KOAOUWQI AHECWCE VO OOC TTW,
ooa Bpdalw va pianow

n

0oa OeNeTe VO OKOUCETE
amd kopPn Tou Bpnvel

Moaén Toitn,

N pava

TOU TOTEQQ
N YUVQIKO!
TO TEPACQ

e OIOKOTITEl
dIaKOTTEl TN PON
OIGKOTITEl TO PAEULC
TOPAOCOEl TO VEQO
TWEA TA PATIa Yag PEEBnNKkav
TO BAEpUa ival N amoOPaon
KQI ETINEYW TN Pia.
TQ XEPIA KAVOUVE TN TRGEN.
[NPa Ta PaTIa oW
QVNKOUV OFE EUEVO
KQI TQ KPOTW OTA XEQIQ HOU.
O kukho¢ Tou Ouuou gxel OTTAOEL.
oTav KATI KOATAEI TTOAU YOO
KQI 0QV VIWOEIC OTI PICWVEIG OF XWUA
Laupo
KOW'TO
un papalwveig
KOWE TN UvVNun va mag yreooTa

Byare Ta paTia
KQv' TO UE TA XEOIA OOU.

Kar oav Eutrvriosic amo TETOI0 Oveleo
KOKO

TEC TOU TA TOU VEOOU

va Toe€el va To Tapsl uali Tou

va ofroer N eWTIA TG AVAUVNOTG.

101



[\

10

Nicoletta

The memory of water / The fire of memory, 2020
Performance
Duration: 20

There are looks that need not exist
and if they keep looking

pluck their eyes out

Dream
a dive into the unconscious
a swim in memory

sometimes drowning.
but it requires resolve,
action,
life.
I had such a dream that kept coming
back
and it was thus:
First act,

| look at the ground. It is moist.

father lives underneath.

Second act,

[ look at the world
and the world looks back at me.

I am immediately called to say,

all that | am burning to say to you
or

everything you want to hear

from a mourning daughter

Third act,
the mother

of the father
the woman
the beast

inferrupts me
interrupts the flow
interrupts the look
shakes the water

now our eyes have met
our gaze is the decision

and | choose
violence.

hands make the act.

| took the eyes back
they belong to me
and | hold them in my hands.

The cycle of anger has broken.

when something is holding on too
tight

and when you feel that you are
rooted in dark soil

cut it
do not wither
cut off memory and move on

pluck the eyes out
do it with your hands.

And when you wake up from such a
bad dream

tell it to the water

so that it can run and take it along

to quench the fire of memory.
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KaTepiva AvaoTaoiou

Oveipara, 2020
Bivreo-performance
Niapkeia: 47 117

AouleUoupe Kal dNUIOUOYOULE WE O,TI EXOUNE JECQO Jac. MTTopel TO OVEIDO VA EIVAI
TEOA ATO TOV OuvaénTé ENEYXO HOC, VO pnv EXEl Ouvﬁ@wq TNV AOVIKN OANNAOUXIO
TNG PUOIKNG TTQO(WJQTIKOTF]TOQ Sev TaUEl OPWS va eival Eva <<6r]p|oupynpo>> uac.
O1 dIGpopeC KQTOOTO(OSI( <<KOBOVTO(| KOl pO(BOVTou» amd gpd¢ Toug IOI0UC KAl
ONUIcUPYOUV Eva CevapIO. Ta OVEIPO TIOTEUW TWE AEITOUOYOUV WS TopaBupa
oT1o peoa pac. NwBw Twe UTOEXOUY TEAYUATA OTO HUOAO POU TTOU EYW TO!
ywpilw, XwEIC va EEpw OTI TA ywwEIlw. ATAQ eival gkel. ATENEIWTES TTANOOPOPIES
TOU TEPIPEVOUY VOl o@owom@oov OTO OVEIDQ [OU.

H ueTQoxanT|OT|m duvopn NG Taxvr]c OMA KAl TWV OVEIPWY, N QVQTQOTTﬂ n
aioBnon OTI PTOPOUV VO OUUBOUV TA TAVTQA, ONG £ivVAIl QUVATA OAA TAUTOXOOVA
KOl OANG DIOANUOVTAI, N KOTAOYNON TWY OPIWY, TO AAOKOTO, TO TAPANOYO (OTOIXEIO
TOU CUVAVTAE TOOO OTNY Texvn 00O KAl OTA Ovelpd), odnyouv ofiacTa oTnv
OKEWYN TWCS TA Ovelpa Oa uTopoucav va ATOTEAECOUV dia Oe&apevn, eva Tedio
IOEWYV, IKOVA VIO QPUTTVION KQI EVEQYOTTOINON KAANITEXVIKWY ONUIOUDYNUATWY.

H moooKkhnon yIa E0EUVA OTOV KOOHO TWY OVEIDWY QTTOTENETE TOOKANCN ATTO JOVN
NG, TONU OE TEQIOCOTEQO OTAV TOOKEITAI YIA CUAOYIKN OPACN HECW TOPEUROCEWY
OTO QOTIKO TOTIO! "Hrav pia EUKOIQI'O( yia evéoor&émon EOWTEPIKN eEepeOvnon Hic
EKTovwon Twv BaBiTepwv Ka KQU(PUJV LOC OKEWYEWY OTOV 6nuoO|o XWOEO KAl OKOUQ!
[te! emBs—:BQmon TWES TA TEOCWTIKA HOC PILUOTA PTTOPOUV VO ATTOTEAECOUV TNV
POOIKN YA EUTTVEUO.

Mmopei va NTav KaI Kid AvAyKN QUTN N HETAPOOA TOU OVEIOOU OTNV TOAYHATIKOTATAL.
Auth n ovTimapd@eon (TPoCWTIKO-ONUOTCIO) AeITOUEYNOE AUTPWTIKA. Kai TeAKA,
peTa amo Ouo  ePOOPAdEC, TOANU VEUATES, OUVAICONUATIKG POOTIOUEVES KOl
UTTEPONUIOUPYIKES, OTO epy@om@o Tou Inspire Project pe Timho Apxeia Oveipou,
ue TN Moupn Zuyoupn, TO vepo He fonOnoe va TEoXwENoW, VA CUUPNWOW KaI va
LETAUOPPWOW TOV EPIONTN O OVEIQO. ..

Katerina Anastasiou

Oneirata, 2020
Video-performance
Duration: 4" 11"

We work and create with whatever we have inside us. Dreams may be beyond
our conscious control, they may not often have the logical sequence of natural
reality - however, they are still our own ‘creation’. We make up different situations
to suit us and we create a scenario. | believe that dreams operate as windows
from which we can peek inside ourselves. | believe that there are things in my mind
that | am aware of, without actually knowing' it. Theyre just there. Endless stores of
information, just waiting to be used in my dreams.

The transformative power that Art shares with dreams, the reversal the feeling
that anything can happen, that everything is possible and everything is falling
apart, the abolition of boundaries, the sense of strangeness, of the absurd (all of
which we encounter in Art as well as in dreams), lead naturally to the thought that
dreams could become a reservoir, a field of ideas, that is capable of awakening
and activating artistic creation.

The invitation to research the world of dreams was in itself a challenge, and even
more so when it concerns collective action through interventions in the urban
landscapel! It was an occasion for introspection, for an internal quest, a release
of our deeper, hidden thoughts in public - even reassurance that our personal
experience can become the source of our inspiration.

This transfer of dream into reality could also have been a need. This confrontation
(personal-public) was liberating. And finally, after two full, highly emotional and
hyper-creative weeks, during the Inspire Project workshop entitled Dream Archives
and shared with Mary Zygouri, water helped me move on, find reconciliation and
transform my nightmare into a dream...
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Mopia AVOPIKOTTOUNOU,
©avaonc 2.opmadiwTng,
Eionvn @wTiadn EuoTaBiou

‘Orav kovrooTekoua, 2020

In situ NXNTIKA eykATAOTAON
EravarapBavouevo nxntikd didpkeiag S 27"
AiaoTaoeig eykaTaoToong 290X250X240 ex.

AQOopUN VIA TO vV AOYW EIKAOTIKO spvo QTOTENOUV QPEVOC N ATTO KOIVOU WO(pO(Tr]pmon
KQl Komvpompn goeBIoPaTWY KaTA TN 6|0sz|0( Trspmmvnoswv OTO QOTIKO KAl
apucmo TOTIO TNG OeCCANOVIKNG KI GPETEQOU N XPOVIKA TOPROMNAN KATAYOAPN
OVEIPWY, OTO TAQICIO TOU epyoomaou

Zuvémpopq)u)@mﬁs LIQ EVIQIA EIKAOTIKN YAWOGA PE OKOTO TNV O(VO(ZnTr]Oﬂ TWV
Wpoowmmuv opiwv kAl Ososwv peTaU IOIWTIKOU kAl ONUOBIOU XWEOU, OTTOU TO
OVEIPO -XWPEIC OTOIOONTOTE wuxovomﬂm 6|00Tcxon HEAETATQI WG TPOS TAl
LOOPONOYIKA TOU XQQQKTHOIOTIKO EOTIQZOVTO(C kOTO Paon OTRY ATOOTACHATIKN
NEKTIKN, xwpmn KQl xpowm oon ToU, OTOIXSIO TOU CUYKQOTOUV HIal OIaQTOERAWUEVA
TOAYUATIKOTNTA, ETIXEIOEITAI PIG AvAywyn OTNY kOONUEPIVOTATAL.

_ Hxoc

‘ExovTac we ageTnpia TNy KO(Toprcpn nxmmwv sps@opom)v KaTa ™ 6|O(pr\8|o ™me
Trspm}\ovr]or]q ouvTIOETaI QPXIKA EVQ NXNTIKO KONGC, T ETMIPEOOUC TUNUATQ, ETEITO!
amo diohoyn kai eTe€ePYAOIQ, CUVOEOVTAI OE EVA TAAUIKO GUVONO. TUXQIES EVTATEIC
QOTIKNG CUUTTEQIPOPAC, OKNVOBOETNUEVES KIVNCEIC KAl OPAUOPOTA TNG OIKIOKNG
OOUTIVOC CUYKOOTOUV NXOUG TOTIQU O OTTOION DIGKOTTTOVTAI TERIODIKA QMO AEKTIKG
oToIxeia auBopunTwy N oknvoBeTnuevwy oulNTACEWY, WOTIRA ATOOTACUATIKAG
EVNUELWONG KAl QVAYVWOEIG OIOIKTUOKWY TTANROPOQIWV.

_ Xwpog

MNoapaANAG, 0pIoBeTeTal Evag XWEOC akpOaonc. O oxedioouOC TOU ATOKAVEl ATO
TN YEWUETPIKA KOVOVIKOTNTO TOU UPIOTAUEVOU XWPEOU EVW TAUTOXOOVO AEITOUDVEI
WC TEOEKTAON TOU. MEeTAPEPOVTASC OTO €OWTELIKO TNC €KOEONC €EWTEPIKEG
NXNTIKEC TANPOPOPIEC OUVTIOETAI Eva CKNVIKO OTA OpIa Tou avoikeiou. Or Axol,
YONYOPO! OTIC EVONOYEC TOUC, BEIokovTal eEQPOPWUEVOI OTTO TO OPXIKO TOUC
TACICIO, O HIA NOVYIKQ QOUVEXN XOOVIKN POon. H kaTaoKkeun Yeoca amo Tnv OToia
EKTTEUTTOVTAI AEITOUQVYEI WS ONUEIO OTACNG VIQ TOV TOPATNONTN TOU KOAEITAI VO
TNV TEPIEOYQTTEI, VO QvOyVWPEIOE! euTTOdIq, TTEdepO(TO( KQIl NXOUC, EVTEIVOVTAG TIC
SuVaTOTNTEG TPOOEYYIONG KAl ATTOCTACIOTOINONG,

H OUYKEKQIUeVﬂ NXO-XWEIKN eykaTaoToon (TG omo Tov OeaTn va QVOKONECE! TNV
nxrmm emevOuon TNG KO@[‘]USQ\VOTQTOC TOU, UTTO opouc QWOOWQOpO(TmomTO(c KO
TUXQIOTNTAS TNG Trmpoq)opmq PECOL.OE pIQ aunxavn xweikn ouvOnkn.Exovrag
w¢ OedOPEVO TNV TTOOOTIKA UTIEQOVKN meoqaopm LS KaenpepwomTQc TiOeTau
uTrO OUZr]Tnon n 6UVO(TOTnTO( uTreUBUVNC OTAONG-QTEVAVTI g Me TOUC XWPEIKOUC
KQIl XOOVIKOUG Wsp|op|0pouc va OOANWVOUV TEPAITEPW TA OPICK TOU 6np00|ou
Kal Tou IOIWTIKOU, TQ OPIO TOU OIKEIOU KAl Tou &evou, o, kabevag amo epdg
OUVEXWC 6|0Trpo<vp0(TeusTou ™y WEQIEQYSIO( Tou kai TN O100eon Tou va oTaBsEl, va
TEQIEPYAOTEI, VA KATAVONOE!, VO OPA0El N VO adIPOONTEL.

Maria Adrikopouloy,
Thanasis Sampgoziofis,
Eirini Fotiagitfstaithiou

While | stand still and wait, 2020

In situ sound installation

Repeated 5" 27 sound message
Installation dimensions: 290X250X240 cm

The art work was inspired on one hand by the common observation and recording
of stimuli during wanderings in the urban and natural landscape of Thessaloniki,
and on the other by the parallel documentation of dreams, within the context of
the workshop.

It was formed through a unified artistic language, 'aiming to investigate personal
boundaries and positions between private and public space, where dreams are
studied for their morphological features - and their,psychoanalytical dimension.
Focusing on the dream's fragmentary, verbal, spatial ‘and temporal flow, elements
that form a distorted reality, a reference to everyday life is attempted.

_ Sound

Departing from the recording of sound stimuli during "our wandering, we first
compose a sound collage. Individual parts are selected and elaborated and
they are then combined into a pulsing whole. Random intense moments of urban
behavior, directed movements and fragments of domestic routines formulate the
sounds of a landscape which are periodically interrupted by verbal elements of
spontaneous or directed discussions, by motifs of fragmentary information and
reciting of information from the internet.

_ Space

A listening area is also demarcated. Its design diverges from the geometric
regularity of existing space, while also operating as its extension. By transferring
external sound information to the exhibition’s interior: a scene of uncanny
ordinariness is composed. Sounds, swift in their changes, are dislocated from their
initial-context;-in-a rationally_non-continuous+time flow. The construction, through
which they are broadcast, functions as a stopping point for the observer who is
invited to delve into it, to recognize obstacles, passages and sounds, increasing
possibilities for approach and detachment.

The specific sound-spatial installation calls on the viewer to recall the soundtrack
of their own everyday life through an awkward spatial condition, in terms of
fragmentation and randomness. Given the excessive volume of information in
everyday life, there is the discussion for the possibility of holding a responsible
stance before it all. As the spatial and temporal restrictions are blurring the
boundaries between the public and private, between the familiar and the foreign,
each one of us is constantly debating with their curiosity and their interest to
stand, to scrutinize, to understand, to act or to ignore.
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/wn AvTuTa

AdeomoTto, 2020
Performance
Niapkeia: 4 wpeeg

TuPNO Kkal QOECTTOTO, EQTETAI APYA, WNAAPILOVTAS ONO OOQ TO TEPIPAANOUV.
To évoTikTO TOu Opilel Tnv Topeia TTou Ba akorouBnosr kar emeldn auTo eival
ave€AvTANTO, TO QOEOTOTO TEPIPEPETAI OUVEXWS. H QWAIG TOU  QmOTeAe!
TEQICOOTELO WIQ VONTIKN KATACKEUN TOU IOIOU TAPA KATI TO (QUOIKO KAl EKEI
QVATTAUETAI VIO NIYO, EWG OTOU EEKIVOEI TTAN VO TTROOEVYICEl TA TAQOUATA yUPW
Tou. EmBupel pia eTagn xwpig amooTaoelc. AvalnTa pId TKOIVWYIAL YIA TNV OTTOIX
Sev amaitouvTal o Bacikég aicOnoEIC.

To AdsomoTO MPOEKUWE KATG TNV JIGEKEIO OPAdIKNG OPACNE OTO TAQICIO TOU
goyaoTtneiou Tou Inspire Project, okomd Tng omoiag  amoTehoUOE N oUvOEoN pIag
TEOOOVAC KAI N GANAETTIONAON TNG KE TO TEPIPAMOV. H dnuioupyia Tng mepoovag
TEOUTOOETEl A JIAdIKACIA PETAPOPPWONG, N OTOIA OXETI(ETAI QUECA e TO
OvelPo. H peTapoppwon TOCO OTO OVEIRO, OO0 KAl OTNY TRAYUATIKOTATA, CUVIOTA
pia OIod0 vyia TNV KATAVONON TOU EQUTOU KAl KOT ETTEKTAION TOU KOOWOU HECO QTTO
SIGPOPETIKA PINTPOQ.

/0i Antypo

Stray, 2020
Performance
Duration: 4 hours

Blind and stray, it crawls slowly, feeling all that surrounds it. Its instinct defines its
course and because it is endless, the stray keeps on wandering. Its nest is more
its own mental construction, instead of something natural. It rests there for a while,
then starts off again, approaching the creatures around it. It seeks communication
which does not require the basic senses.

The ‘Stray’ project came info being during a group effort, within the context of the
Inspire Project workshop. It intended to compose a persona and its interaction
with the environment. The creation of a persona presupposes a transformation
procedure which is directly linked to the dream. The transformation that takes place
in the dream as well as in reality constitutes a path towards self-understanding,
and therefore understanding the world through different filters.







Nikoc EuoTaBouniong

Brave as a noun, 2020
EykaTaoToon

"Bva Biaio oveipo. ‘Bva oveipo mou kaTa Ty JIGRKEI TOU PTOPeoa var Ee0TTA0OW
kal va Byw amd Tnv adpdveia Tou mePikieiel TN (wn pou. Bva oveipo mou Oev
UE EKAVE YEVWAIOTEQO KQI TOU OV UTTOPECE VA pE QPNOel HOVO N va pou Oeiel
TOOTO VIA HIa EvTIUN DIApUYN, TEAYUA Tou ouvexilel va pe oTevoxwpel. O kOOPOg
Oa nrav OIOPOPETIKOC AV ONKWYOWPE TOUC YEVWAIOUS OO TO KOepaT!. Aev eipal
OlyOUPOC GKOUG QV EIUAI YEVWAIOS OO0 EVQ OUCIAOTIKO N Qv OTTAG Ogv £XW PEl eva
OUCIAOTIKO YIA VO TERIYOAYW TNV YEVWAIOTATA LOU.

Nikos Efstathoulidis

Brave as a noun, 2020
Installation

A violent dream. A dream during which | was able to let loose and come out of
the torpor surrounding my life. A dream which did not make me braver and could
not leave me alone or show me the way to an honorable escape - this continues
to make me sad. The world would be different if we could get the brave out of
their beds. | am not yet sure if | am brave as a noun or if | have just not found yet
a noun to describe my braveness.




AvO ©e0dwWOOYAOU

[ooioTopika Tepara/ToiavTapuiliec 2Tiyusg, 2020
EykaraoToon kar Bivreompofoin
Niapkeia: 7 02"

Mia povoxikn avaRaon, cav Ovelpo. «KAEUUEVO» ATOTUTWHATA OO TIG TETOES EVOC HUOTNOIWOOUG
UvVNUEIOU. ATTOREVORIA PUOIKNG (WG QVOKOTA! PE TEXVNTO LIKOOQVTIKEIUEVA Kai UTIXAUTIOIO. Evag
QAPIEQWHATIKOG PWHOG Ot evav KOKKIVO KUKAWTTQ: eva TauXVIOI PE UTTAEYUEVOUG OUVEIDHOUG TARANNAO,
pe TV avaPaon kol auTo, oav OvelPo. Eva ovelpo Tou TepnapBavel TO TAPENDOV, TIC KATAROMES KAl
TO OIkel0. Avapelyviel auTO TO TOPENOOV pe QUVAUIKES KAl eMIOULIEC TOU TAPOVTOC, ENTIOVTAG TTWG
Oa dnuioupynoel TIC BACEIC yIA Eva HEANOY, Oav OvelPO kAl AuTO. [apadofo Ovelpo MG AUTPWTIKO,
oaQv pia povaxikn avapaon.

Ano Theodoroglou

Prehistoric Monsters/Rosy Moments, 2020
Installation and video screening
Duration: 7" 02"

A lonely ascent, like a dream. “Stolen” fingerprints from the stones of a mysterious monument. Remnants
of natural life, mixed with artificial knickknacks. An altar dedicated to a red Cyclops: a game with
mingled associations, also ascending, like a dream. A dream including the past, our origins and
familiarity. It mixes this past with the dynamics and desires of the present , hoping that it will create
the base for a future, which also resembles a dream. A strange dream, but redemptive, like a lonely
ascent.
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XoloTiva KameTaviou

Mar, 2020
Bivreo-eykaraoTaon, peuBodvn kaBPEPTNG, CUPUATA, UPACHO, OKOUNKQ, KEDOTIVOI I0TOI
MeTaBAnTEG IAOTAOEIC

To gpyo «Mary g Kometaviou XpioTivag, OnuIoupynuevo amd  ouvOUAOHO
EIKAOTIKWY PECWY, OTOTENEl IO OIOOPACTIKN EYKATAOTAON TOU PAG VIA TNV
ouveIdNTOTOINON TNE TOAUHOPPIAS TWY UTTAREEWY OTN CUVAVTNON TOUG OF KATTOIO
KOIVO paT. To «Mary dnuioupyel eva TeQIPONOV HECW PivTeO-TTPORONG ETAVW
OF HIA XEIOOTOINTN KATAOKEUN Pe (WYPAPIKA OTOIXEIQ KQI TUTWHATA. AuTO TO
TEQIBANOV QVTAVOKAG kal DICONG OeOUIOEC PWTOC OTOV XWPEO.

Mia Orapén eivarl eva TePIBAANOY VEQOU KAl ouvembq Eval mpd&dk%ov Woxupop@iac.
YWO(pxouv aopaTa 1T8p|[50(>\>\OVTO( VEQOU TTOU peouv uwovsmuc TOU opwq yIVOVTQI
opowcx peow TWwv pomwv Toug. levvnuevo peca amd PwypES TNG emcpowa(}q kGOg
UQTI VEQOU QOTEAE! IXVOG TNG Uﬂapénc TOU, OTOTUTWUA TOU Wepcopowoc TOU.
‘Erol, 1O un OpO(TO kaOioTaTal 0PATO, TO USOO( EEWEQVO( v emcpo(vao(
AvTIOTOIXG, TO «eivary kQBOe UTOPENG yevva TO PATI TOU TEQQ ATO v emcpo(vem
Tou «paivecBa». To par TG UToEéng eival TO IXVOg TNG aAnBivig UTOOTACNS TNG
pe 7O omoio Oa diadpdoel n IdIG GG KAl OF OAES UTOEEEIC.

O1 umapéeic Ot evav KOOUO QVTIKATOTITOIOHEVWY EIOWAWY OTTAVE QUTO TO (IAU
Tou KAOPEPTN yIa va Pyouv psoa amd Ty i0Ia pwypn woTe va Bpsboly oTo
010 PATI TNG EVWONEG TOUG KAl Twv OAnPsiwv Touc. To «MaT», AoImoy, sival TO
IXVOC TNC OUVAVTNONG TWV «Eivary OUO uTAREEWY, QUTO TNG CUVEIONTOTTOINCNG TNG
TTOAUHOPOPIAC TOUG KQI OTNV EVWON.

210 «MATI» TNC CUVAVTNONG TWY EIVAIY, N KUKAIKOTNTA Qvaipel T OIpun ¢pUON OTTWS
TO QWG TIG QIXUNOES YWVIES.

KOTOKAUCUEVOI OO KUKAIKEC QOEC  TTONUHOPPIAS, OF OeaTEC  evePyOTOIOUV
OuvVaICONUATIKG  ATMOTUTTWHOTA  PVNHWY  QVTIOTOIXWY  edTEipiwy. M ONOTIKN
EUTTEINIAN UOAOU KAl OWHATOC TOU OUVATAI VA TOOTOTOINOEl T OUVAICONUATIKG
QUOTUTWHOTA TWV UVAHWY TwV OsaTWY KAl CUVANQ, TIC CUPTEQIPORIOTIKES TOUC
QTTOKPIOEIC.

H \ermoupyia evOg TETOIOU POTIOU- IXVOUG TTOU OIQUOOPWVEl QUVATOTNTES VIO
ouvexn viyvecOar eivar n OIAOPAON WE TNV TOAUPOOPIA, QUTN N OUVEXNC KUKANKOTNTOL.
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Christina Kapetaniou

Eye, 2020
Video-installation, mirror sticker, wires, fabric, acrylics, hair strands
Varioble dimensions

Christina Kapetaniou's artwork “Eye” created from the combination of visual
media is an interactive installation that talks about the realization of existences’
multiformity in their meeting in some common eye. The ‘Eye” creates an environment
through video-projection on a handmade construction with painting elements
and imprints. This environment reflects and refracts light beams into the area.

An existence is a water environment, and thus, an environment of multiformity.
There are invisible water environments which pass underground, but they become
visible through their eyes. Born from the cracks in the surface, every water eye is
the trace of such existences, the imprint of their passing. So, the unseen becomes
seeable, the inside comes out of the surface.

Respectively, the self of an existence brings forth their eye from the surface of their
persona. The eye of an existence is the trace of their real hypostasis with which
the same the existence as well as other ones will interact.

In o world of reflected idols, existences break this mirror film to exit from the same
crack, 1o meet in the same eye of their connection and their truths. Thus, the “Eye” is
the trace of the meeting of “selves” of two existences, this trace of the realization
of their multiformity even in their connection.

In the “Eye” of the meeting of selves, the circularity effaces the duality as the light
erases sharp edges.

Cetting immersed of circular flows of multiformity, viewers activate emotional imprints
of memories of analogous experiences. A holistic experience of mind and body
which can fransform emotional imprints of viewers memories, and simultaneously
their behavioural responses.

The function of such an “Eye’- trace, which shapes possibilities for constant
becoming, is the interaction with multiformity, the continuous circularity.
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[ 1woyoc MiIxONOTTOUNOC

To oveipo evoc [eroiou, 2020

EykaTaoTaon, umvooakol, poUxa, HETOAO, HOVWTIKO UNKO, TOIMEVTO, KWVOCS OOIKNG Cnuavong, oBovn
7" o heIToupyia k.Q. Og TOver QvOEEIOWTOU PETAMNOU

NiaoTaoeic: 220X 1 10X28 ex.

H eyKGTdOTQon pe TiTho «To ()vapo EVOG YENOIOU» QATMOTEAEITAI ATTO QVTIKEILEVA KO
UNKQ TQL OTTOIQ QVOQGOTF]KQV N Wsp|ou>\>\8x@nmv AOYW TWV |6|Q|Tspwv IOI0TATWY
TOUG (xpwpo OXNHQ, UPN, UNKO, XENON, TEOEAEUOT, ONUACIA KATL). Ta UNKG
EVOWHATWYOVTAI, OUVTIOevVTal KAl pﬂOﬂTAQ@OVT@ 6r]p|oupyu)VTO(§ LIQ TOINON TNG
UANG KOl TWV mesmevwv QVOIXTN O€ sppr]vao( oo Tov BeaTn.

To uUTOOTPWHA TOU EOYOU CUYKQOTEITAI ATO squO(vaec O(voEaéwTOU HETOANOU,
EVOQ OKmpou BIOUNXQVIKOU UAIKOU, TO OTIOIO oTnv 'ITQOKEIUEVF] TEQITTWON, AEITOUQVEI
w¢ KATOTTEO (LETOAO - KQOPETTNG), OTO Eval TOU HEPOG Blauyeg kal BOAO, OTO
ano. To peyebog ™ne cpoppaq TOU TTQPQTEUTEl OF O(UTnv Tou kpepaTiou. Emavw
ot QuTn TNV wuxpm smq)ovsm ToToBeTOUVTAI BEOUOI UTTVOOQKO! e HIO QywvIwdn
poo\)\ov LOPPN, TSVTU)IJEVOI KQIl CUUTTIECHEVOI QTTO USTOO\NKO( Koppomcx KQI AOITTO UNIKQL.
O uTvOoOKOg, Eva ucpoopowwo KOANUUWQ, OTTOTENE EVOV xwpo Wpoop|opevo VIO TO
OWUQ, HE TPWTAPXIKO OKOTTO v Wapoxr] TEOCTACIAG HECW ™G OgPuUIKNG LOVWONG
KOl TOU o@aﬁpoxou UPACUOTOG TOU, WOTE VA KOIUNBei Kavelg ot eEWTERIKOUG KA
QVOIKEIOUG XWEOUG,.

Ta  «emeic0dio»  Twv  UTTVOOOKWY q)épvouv ouvsppooq EVOG  OWWPOTOG
<<K0(TcszprT|opevou>> TOU QOPUKTIAL H gvvoia Tig SWIKOIVLUVIOC (owpa Koo\uppsvo—
LOVWUEVO, owomvwon N TEOOTOCIA) OGO KAl oxum ™mg 6|06p0pnq wopsmq
(OpavouaTa oélmq onpowor]c KQ.) QTOTENOUV YIQ EUEVQL WOIﬂTIKOUC ouvappouc
uwap@omg avnouxiag. To cwpa amoucialel A N CWUATIKOTATA KAl TO IXVOG
TOU gVUTTGPXOUY OTnV ouvEeon.

Mia KOUBmeopevn pw)\OUZO( WSproe WOTlopévr] UE HOVWTIKO UAIKO KOl TOIpéVTO
"Bva koppam amo pREATIO KAl EVA KOUUAT! TOooag OPOUOU TOTTORETNUEVA TAVW OF
OOAEC TTATOUTOIWY EVOWUATWYOVTAI WG Bpauouarta g SIodEOUNG. EVO(Q KWVOG
odIKNG Onpcxvor]q oupBoXo KvOUVOU kaI OPIOOETNONG OTOV OPOWO, OTEKEl OTO
QKPIAVO ONUEIO TNG EYKATAOTACNG, WQpQBmopevoq N TTAGKWWEVOG, UWOBQOTO{ZOVTGQ
Wle} o@ovm | 7" o AeIToupyia. Xapn OTOV KWVO, N QVTAVAKAOON ™mne 00ovng viveTal
opatn. To PivTeo, TNV QvTAVGKAQON TOU OTOIOU TOPATNOOUWE OTNV LETOANIKA
EMPAVEIQ, QMOTEAEl EVA KOUWATI QMO pia OPACn TOU TEAYHATOTOINONKE OTO
TAQICIO TOU £QYQOTNRIOU. 2& QUTAV TN OPAON, O kABE Evag OTO gUAC KONECTNKE
e 6|O(O)(i08| pia HIKON 6|O(6popﬁ SVTOQ HIoG own)udq ovTIweTWTIOVTAg TNV WS Evay
TOOCWTTIKO XWOO-OVEIRIKO XWEO: WE EVAl UTTAE OTTOEI ONUAOEUW ONA TA OKOUTTIOIO
KQI EVATOAEIUUATO TOU OUVOVTW kAl Ta palelw Ot pia OQKOUAO TKOUTTIOIWY
TEOCTAOWVTAS Va KADAPICW AUTOV TOV «ECWTEPIKOY XWEO. H 00ovn (kai n dpdon
TOU OmeIkOVICED) EVOWUOTWVETAI KOAUPHEVN OO QOUXA KOl EVQl TOOACKWEVO
LETOAMO. Me QUTOV TOV TROTO TOPATIOETAI WG «ECWTEQIKN».

O TiITAOC TOU £oY0oU «TO OVEIDO EVOG YENOIOUY, éavaOpévoc Qmo TO BBMO Tou .
NtooToyiepaki, Oev XQF]OIUO'ITOISITQI YIO Va TEQIVOAWE! N va eﬁmymoa TO EOYO QANO
YIO VA GUVOUIANCE! ONUIOUPYIKG OTTWE OKPIPWS TOTOOETEITOI EVAl QVTIKEIIEVO OITTACL
O€ Eva ONNO.
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Giorgos Michalopoulos

The dream of a ridiculous man, 2020

Installation, sleeping bags, clothes, metal, insulation material, cement, traffic cone, 17" functioning
screen etc. on stainless steel panel.

Dimensions: 220X 1 10X28 cm

The installation entitled “The dream of a ridiculous man” is composed of objects
and materials bought or collected due to their specific attributes (color, shape,
texture, material, use, provenance, significance, etc.). Materials are incorporated,
composed and transformed, creating poetry on matter and objects which is open
to interpretation by the viewer.

The sub-stratum of this work is made of stainless steel surfaces in a tough industrial
material which functions here as a mirror (a metal mirror) which is clear on one
side and blurry on the other. The size of its form alludes to the size of a bed. On
this cold surface are placed warm sleeping bags, in a rather agonizing setup,
stretched and compressed by metal pieces and other materials. The sleeping
bag, a cloth cover-up, is a space intended for the body, primarily aiming to
protect it through the thermal insulation and the waterproof fabric, so that one
can sleep at outside and unfamiliar areas.

The “incidents” of the sleeping bags evoke associations of a “fragmented’,
suffocating body. The notion of communication (covered-insulated body, isolation
or protection), as well as the notion of the course-journey (fragments of road
markings, etc.) are to me poetic connotations of existential angst. The body is
absent but corporality and its trace are inherent in the composition.
A tangled shirt was stiffened, drenched in insulating material and cement. The piece
from a manhole and from road bitumen placed on shoe soles are incorporated as
fragments of the route. A traffic cone, symbol of danger and demarcation on the
road, stands at the edge of the project, violated or squashed, supporting a 17"
screen still functioning. Thanks to the cone, the reflection of the screen becomes
visible. The video, whose reflection we observe on the metal surface, is part of an
action realized within the context of the project. In this action, where my piece is
projected, we each had to trace a small route inside a cave, considering it as
our personal space-dream space. With some blue spray paint, | am tagging all
garbage and residue | meet and | collect them in a trash bag, trying to clean this
‘interior’ space. The screen (and the action it depicts) is incorporated covered by
clothes and a twisted piece of metal. It is therefore placed as “internal”.
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KaTepiva Mooxou

Eyw, n yukutarn, 2020

EykardoTtaon (avagpopéc: Silvia Federici «To kuvAyl Twv payicowy XOeg kai onpepa, Ekddoeig Twv

Zévwy, 2019, kar Kpnveg, exdooeic MIET, 2020)
Aidpkeia Bivreo: 30" (loop)

POEONKa Oe pIa TAQTEIO
QyvwoTn  ekTeOgIpgvn OO ONEC TIG
TTASUQEC
TO OWHA  POOTWHEVO
TEPIUEVA WEEC PTPOOTA OTN Pouon

AOMaEQ KaI TGN POUXa
Eavammya
TA XEQIQ HOU NTav ereUOepa
OuvopINoUoa
LE TO OTOHIO TN Peuong
PpoOpPECa
TO TOOOWTEIO TEQAOCA PECQ OO
TNV TAQTEIO
Sev NPera va dw
Ta TEOOWTA TOUG
KOUPTNKO
YONYOPQ OTNV QVOIXTN VTOUAATTC
OMaEQ Kl TTON POUX O
HTOOOTO
OTNV KONV HOU OTEKOPOUV OPBI

N koNvn Mo OV €XEl VEQO
TNV OTONOQ  TETAEE TA PUANG

EFQ H FAYKYTATH MEPIMENA

Ol yuvaikeg Oev OUVAVTIOUVTAI
ma dw  Iowg Oev UTAPXOUV TIA
LOYIOOEC

AAMGEQ Kal TTON POUXO

eiyal koOioTn

£dW TO OVEIPO OANOKANPWVETA
TO KUVNY! CuvexI(eTal

eV e PUITOYPAPIOE KAVEIC

Oev e PWTOYPAPICE KAVEIC

Oev e PWTOYPAPICE KAVEIC

EYW N YAUKUTOTN @OPGw TO
TEOCWTEIO LOU
KOl WAXVW OKOPA YIA VEDO

[0
[QV
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Katerina Moschou

| his dearest, 2020

Installation (references to Sylvia Federici, WITCHES, WITCH-HUNTING AND WOMEN, PM Press, 2018,

Krenes, Afelia series, MIET Publications, 2020)
Video duration: 30" (loop)

| found myself in a square
unknown  exposed from all
sides
my body burdened
| waited for hours at the fountain

| changed clothes again
| went back
my hands were free
| conversed
with the mouth of the fountain
| wore
my mask | crossed the
square
did not want to see
their faces
| hid
quickly in the open closet
changed my clothes again
| stood
in front of my fountain

the fountain does not have any more
water
| adorned it it shed its leaves

, HIS DEAREST, WAITED

women don't meet
here any more maybe there are no
more witches

changed my clothes again
| am seated

here the dream is complete
the hunt goes on

no one took my picture

no one took my picture

no one took my picture

|, his dearest, put on
my mask
and am still looking for water

131



132

>.0pn MouTtapn

imen, meaning a threshold* 2020

EykaraoTaon

DPwTroypagia & PIVTEOCKOTNON: 2TEPAVOS TOAKIONG
MovTal: >wTtnEng AnunTEOTOUNOG

To ¢oyo «limen», meaning a threshold amoTereital amd eva Rivreo kal pia
PUTOYPOPIA TOTODETNUEVA pE TETOIO TEOTO WOTE v TO Premel 0 Beartng
Tavopapika. Kar otic dlo mepimTwoeig To owua maipvel Ty Oéon mnyng (éva
ouvTPIBAVI OTNV TTEOKEIUEVN TERITTWON). |COPEOTWYTAS AvAUECa OTO OVEIRO KAl
OTNV TEAYUATIKOTATA, OTO OTATIKO KAl OTO TEEXOUUEVO, OIVETAI N HETAPOPPWON
TOU OWUOTOC. TO CWUA TAUE! VA EIVOI QTTAWGE EVA WA KOl LETATEETETAI OE TNYN.
To hmen avagepeTar o Oswpia Tou liminality (ueTdBoon/kaTweA) Tou Victor
Turner, © oToIOG PeAeETNOE TIC DIORATARIEG TENETOURVIEC.

*Threshold=Karwern/Opio

Sofi Moutafi

“‘men’”, meaning a threshold, 2020
Installation

Photography & video: Stefanos Tsakiris
Editing: Sofiris Dimitropoulos

The project limen, meaning “a threshold” is composed of a video and a photograph
placed in such a manner so that the spectator can see them panoramically. In
both cases, the body becomes a source (in this case a fountain). The body is
transformed through the balance between dream and reality, between what is
static and what is moving. The body is no longer just a body, but is transformed
into a fountain.

Limen refers to the theory of liminality (transition/threshold) by Victor Turner, who
studied the rites of passage.

™
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> Tepavia [laTpikiou

Object A 2020
Bivreo-sykaraoTaon, wneiakn kol ueTAEOTUTTIKN EKTUTTWON
Nidpkeia: 30" (loop)

To «avTikeipevo Ay, TO NOKQVIKO QVTIKEIUEVO TOU TEOCTAOEl VO OPIOE! N YUVAIKQ,
TO QVTIKEIPeVO TOU pe TOEIOeWe O OVEIRIKOUG TOTTOUC KQI OE VEOUC EIKAOTIKOUG
OPOUOUC, OPIOE TO EIKOOTIKO QTMOTEAEOUA KAl €V TEAEI KQI gUeval TNV iO1a. Me v
PonBeid Tou, EyIVa KA eYW «(WVTAVOY» QVTIKEILEVO.

Stefania Patrikiou

Object A 2020
Video-installation, digital and silkscreen print
Duration: 30" (loop)

‘Object A, the Lacanian object that the woman tries to define, the object that has
carried me to places of dreams and new artistic paths, has defined the artistic
result and, indeed, my own self. With its help, | also became a ‘living” object.
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[ ewpyia [TIAain

In here somewhere, 2020
Wnoiokn ekTuwon, avoleidwTo HETOMO, A\AOOUTIOYIQ, PLTOOWANVAC led

«[an eida 1o 1d1o ovelpo. [Nan EuTvnoa amd QuTO».

Georgia Pilali

In here somewhere, 2020
Digital print, stainless steel, oil-based paint, led light tube

‘| had the same dream again. | did wake up from this again’.
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KwvoTavTtivog Tepdnc

Xapouuevor Epiarteg, 2020
AKQUAIKG OF WNQIAKN EkTUTWON
[25X188 ek.

Moodooia, 2020
Wnepiakn ekTuTwon
70X50 k.

H oTivun mou OU0 e@IaATEC eAeUOEOWVOVTAI, TAIDVOUV HOP®N KOl CUVAVTIOUVTO.

Constantinos Terzis

Happy Nightmares, 2020
Acrylic paint on digital print
[25X188 cm

Betrayal 2020

Digital print
70X50 cm

The moment when two nightmares are set free, take form and meet.
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AvaoTOOIO TOOATOTOUOOU

ATioTo pwg, 2020
Bivreo-performance, eykaractaon
Niapkeia: 2° 16"

H ouyxwveuon Tou SIGAOYICUOU KAl OAWY TOPOUOIWY TPOKTIKWY OTA EIKAOTIKO
Oa pmopouce va avoifel TO ATOPO Ot vEa diavonTika povotaTia. H diadpaon
HE NXO KAl EIKOVA PE TOV TEOCWTIKO , AIOOQVTIKO KaI TOAUETITTEDO TOOTO TOU
ONUIOUPVYEITAI KOTCA TNV WPEA TOU OIOAOYIOUOU, I0WE VO OONYyOUOE Ot pIa OTAOICKN
QTOYKIOTOWON, OYOUPQ UTTOKEIUEVIKN OAQ UTOOKTR, OO HIA TOYIWUEVN KAl
TOOKAOOPICUEVN QVTIANYN TNG TTEOYUATIKOTNTAC, TNG EKAOTOTE TPAYUATIKOTATOC.
ONOKANPN N OUVOEoN CUVONKO EIVAI PIA QTOTEIRA AMEIKOVIONG TNG  £YYEVOUC
OUNOVYIKNG emOuUIag yIa TO AKATOMNTTO Piwua. H avomopdoTaon Tou Oveipou
OTAV N EPTEINIA TOU QTOPOU OIOQWTICETAI KAl OTeAeuOeQWVETAL TO PWS KAI N
Qwvn kaBodnyei WS CUPPONO TNG UTTED TOU AOYOU OuveldNToTNTAC OTNY eEIAEWON
TOU OWPATOC OO TA OeCUA TNG UANG TTOU EXEl APXN KA TEAOG. Tl EVOTTOUEIVAVTO
OpauouaTa eival N AVOKANON KOS PeudaioONTIKAG KOOUOBOEWENONC.

Anastasia Tsalpatourou

Uncreated light, 2020
Video-performance, installation
Duration: 2 16"

The merging of meditation and other similar practices in artistic creation could
make us be more open to new mental paths. The interaction of sound and image
with the personal, sensory and multi-level manner of its creation during meditation,
could lead to a gradual disengagement, definitely subjective but real, from a
fixed and predetermined notion of reality, of each reality.

The entire composition attempts to depict the inherent collective desire for an
incomprehensible experience. The representation of the dream when the person’s
experience is enlightened and liberated. Light and voice become the guides, as
symbols of the conscious mind in favor of reason, towards the redemption of the
body from the bonds of matter, which has a beginning and an end. The remaining
fragments recall an illusionary view of the world.

4]



PouoTi Aope

Paula & Millo,
Performance kai eykaraoTaon, 2020

Fousti Lamé

Paula & Millo,
Performance and installation, 2020
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Anuntoa Xapilovn

Overwhelming, 2020
Bivreo-eykaracTaon
Niapkeia: 2° 37"

-«Overwhelming [ORepyoughuivyk]y onuaivel, 1I0we, kOONAWTIKO [ OKATAVIKNTO N
OUYKAOVIOTIKO 1 QQOTTAIOTIKG EVTOVO 1| OAQ QUTG WAdl, OUV LERIKA QKOO

H ekaoTikn PivVTEO-eyKOTAOTAON TOU TOPOUCIGETAI OTOTENEl TEKUNQIO TNG
QUTOOXEDIAOTIKNG PiwuaTikng OPGoNG TOU EETUNXTNKE KATG TN OIGDKEI TOU
gpyaoTtnpiou Tou Inspire Project 2020.

—ek\ePovTaC OOUIKG EQYONEICt ATTO TN KIVNUATOYPOPIKA OUVOECN TOU

Oveipou kai TAAva amo TN un oknvoBeTnuevn diIadpacn Twy

OUPPETEXOVTWY HOVTARIOTNKE EVAl EIKOOTIKO BIVTED, e OKOTO TN

peTaRiPacn Tou PILPOTOC TNG EIKAOTIKOU, HEOGQ ATO TA PINTOA TNG
OuUVAICONUATIKNG KOI KOIVWVIKNG TNG VONHOOUVNG.

To goyo eomidlel 0TO QICONUa TNG EVTAONG TOU TEOKUTITEL QMO TN OUVEXN
TOOOTAREIG CUYXOOVIOUOU JE TOV EQUTO, PE TNV KOIVOTATA KAl HE TO TPOCWPIVO
TNG OTIVUNG.

Eivar OPepyOUENUIVYK VO UTOOXW OE OXEON HE TOV KOOUO, KQI EIVAI OBEOYOUENUIVYK
VO UTTAPXW OTTOROVWUEVN Ao QuTOv. Eival OPReOYOUENUIVYK VO QVORWTIEUAI Qv
EIUQI QPKETN, KAl £IVOI OREOYOUENUIVVK VA QVAPWTIEUAI QV EIUAI «TTOMA» VIA VOl
XWPEOW KAl va avikw. Eivar OPepyoughuivyk va unv exw Paon, pile, QOPOreIa
kal OTOOEEOTNTA OANG elval OPEOYOUENUIVYK va exw Paon, pilec, QOPAreIa KAl
oTaBepoTnTo. Kupiwe, eivar OPReQYOUENUIVYK VO TTOOOTAOW VA CUYXOOVIOTW e
gvav pubuo, Tov OTToIo eV EYKOIVW KA.

H eykaraoToon amapTileTal omd TPIa peEn. AOXIKG, TO PIVTEOD, TOU aPevOg
KOAUTITEl TO KOUUATI TNG OTTIKNG TEKUNOIWONS TOU VEYOVOTOC, KAl QYETEOOU,
KOTOOKEUQLEl pIO ATHOCPAIOIKN ETKOIVWVIA QVOUECO OTNV  EIKAOTIKO KAl T_V
Osam). [Nopamheupa, cuvodeUsl TO UTOUVALOTIKOU TUTTOU KEVTNUO-YOOPNHO, Qv
pia TEOOTAOEId CUCTNUATOTIOINUEVNG OIAXEIOIONG TOU TAVIKOU, WS UNXAVIOUOC
QuTOPEUOUIONG. TENOC, TPEIC PUWTOYPOPIKEG QTEIKOVIOEIC TOU QVTIKEIMEVOU-Prop
TOU XPNOILOTTOINONKE OTNV QUTOCXEDIAOTIKA OPACN, QUTN TN POPA ATTOUOVWHEVO
QO TO UTTOKEIUEVO-XONOTOIQ KAl TO CKNVIKO.
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Dimitra Harizani

Overwhelming, 2020
Video-installation
Duration: 2" 37"

-‘Overwhelming means, maybe, compelling or unbeatable or sensational or
disarmingly intense or all of these together, and then some. -

The artistic video-installation presented here is a document of the improvisational
experiential action which unfolded during the Inspire Project 2020 workshop.

An artistic video was mounted, by stealing building tools from the cinematic
composition of the Dream, and stills from the non-directed interaction of the
participants. This video aimed to transport the artist’'s experience through the
filters of her emotional and social intelligence.

The project focuses on the feeling of intensity which arises from the constant effort
to synchronize with one’s self, with one’s community and with the temporality of the
moment.

It is overwhelming for me to exist in relation to the world, and it is overwhelming
to exist secluded from it. It is overwhelming to wonder if | am enough and it is
overwhelming to wonder if | am “too much” to fit in and to belong. It is overwhelming
not to have a base, roots, some safety and stability but it is overwhelming to
have a base, roots, some safety and stability. It is mostly overwhelming to try to
synchronize with a pace that | do not even approve of.

The installation is comprised of three parts. First, the video covers the event’s visual
documentation and on the other hand, creates an atmospheric communication
between the artist and the viewer. As a collateral notion, it accompanies the
embroidery-chart belonging to the memorandum type, in an effort to systematically
manage panic, as a self-adjusting mechanism. Finally, three photographic
representations of the object - a prop used in the improvisation, are this time
isolated from the subject - user and from the setting.
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INSPIRE PRIZE

CYPIAKH TONH
CYRIAKT GON




>nv ednvida eikaoTikO Kupiokn Tovn amoveper To MOMus-TeipauaTikd Kevrpo
Texvwy 10 BpaBeio Inspire 2020 yia tnv sp\/aoia NG pe TITho «Knmog Aeéopévwv».
To Bpg[iao Inspire, TO OMOIO CUVOOEUETAI QTTO xpnpowmo eradro 3.000 supw,
QTOVEUETAI OTO TAQICIO TOU Inspw@ Project ot elkQOTIKO, QveEQPTATWC nNmoq N
eOVIKOTNTAC, VIO €OYOCIa TOU £xel NON TAPOXOel KOTA TN DIQPKEIA EOYAOTNOIOU
N residency ava Tov kKOOPO KAl OIOKOIVETQI YIG TN CUANNWN, TNV TEWTOTUTIQ, TOV
TEORANUATIOUO KAl TNV CUVAPEIQ TNG HE TOV XWEO OTOV OTTOIO EXEl TAPOUOIQOTEI
KQIl JE TOV OTOIO QuVNTIKA ouv6|oo\é\/sTou

O peyarog opIOUOS CUUUETOXWY OTN q)ETlvr] avoixTn dIadIkadia i TNV ATOVOuN
ToU BpoBaou uwsprm\oowoq Ot OXEON UE TOEONYOULEVESC OIOPYOVWOEIC, ONG
Kal N TOIOTNTO KA CUVAPEIC TWY EQYWY TOU UTTOPANONKAY WG TPOG TOUG akoveg
sv&ompspowoc Tou Inspire Project avadekviouv Tnv omnxnon Twy ue@oéwv
EOYQCIAC OTO TACICIO KOANITEXVIKNG PINOEEVIAG KAl ETIREPAIWVOUY TN CNUACIA TNG
oTNEIENG TOUG,.

DINOTEXVNHEVOC OE EVQ TETOIO TACICIO, PETA ATTO QvADEoN TNG 2TEYNG I'poppdm)v
kal Texvwy Tou |6pupQToc Qvaon, o <<Krmo< Aséopsvwv» ¢ Kupiokng Fovn siva
S[le’ Wo>\up90|m EYKATAOTAON TOU EKKIVEI OO PIA TEOOPATA Avakaiu@Oeioa TTuxn
™G puowmq {wNS TwvY GUTWYV: TN 6UVO(TOTr]TO( e (plxoﬁsvnoouv oto DNA TOUG
kpncp\omr] pvAuN. AKpoBO(TuJVTO(c Qvapeoa OTO PAVTAOTIKO KQI OTO WpO(ypOmKo,
TO £0YO TPAYUATEUETAI pIa Ogipd Ao Zr]mpO(TQ TOU QQOPOUY TN oxeon TOU
QvOPWTTOU KOl TOU TTONITICUOU UE TO QUCIKO TEPIBANNOY, TNV NOIKA TwY CUYXOOVWY
TEXVOAOYIKWY EQOOUOYWY ETITNONONS CAG kal Tng emepPaong oto DNA Twv
PUTIKWY OPYAVIOHWY, KOOWC KOl TO EVEQYEIGKO QTOTUTWUG, TTOU TTOOKUTITEI OO
TNV TAPAYWYN KAl ATOBNKEUON TNS GAIVOUEVIKA AUANG WNPIOKAS PVAUNG.

The Inspire Prize for 2020 is awarded to Creek visual artist Kyriaki Goni for her work
entitled Data Carden.

The Inspire Prize, which comes with a 3,000 Euro cash prize, is awarded as a part
of the Inspire Project to an artist, irrespectively of his or her age or nationality, for
a project created during a workshop or residency anywhere in the world, which
stands out for its concept, originality, the discussion it raises and its relation to
the place where it was presented and where it might potentially engage in @
discourse.

The numerous entries in this year's open procedure for this Award, which was more
than three times that of previous years, as well as the quality and relevance of the
projects submitted in line with the areas of interest of the Inspire Project, attest to
the impact that these work methods can have on the context of artistic residency
and confirm the importance of their support.

Created in such a contfext, following the assignment by the Onassis Stegi of Arts
and Letters, the Data Garden’' by Kyriaki Goni is a multimedia installation deriving
from a recent discovery concerning the secret life of plants: the ability to host
digital memory in their DNA. Treading delicately between fiction and reality, this
project discusses a series of issues regarding the relationship of man and culture
with the natural landscape, the morality of modern technological applications
of surveillance, the intervention of plant organisms on DNA, as well as the energy
footprint from the production and storage of what is a seemingly intangible digital
memory.

BIOTPADIKO

H Kupiokn Tovn sivar eikaoTikog pe €dpa Tng Tnv ABnva. To goyo Tng avkanialel Eva supU pAoUa
EKPPACTIKWY PEOWV KQI UNOTIOIEITAI HEOW EKTETOUEVWY KAl TTOAUETITTEOWY EYKATOOTACEWV.

Emdiwkel va ouvOEoel TO TOTIKO Pe TO OIKOUPEVIKO KQI VO OIEgl pe KOITIKA HATIA {NTARATA GANAETTIONOONG
peTa&U TEXVONOYIOC KAl KOIVWVIAS, OTIWCE EIVAI N TTOOOTAOCIA TNEG YNPIOKNG IOILTIKOTNTAC KQI N ETITHONON,
0 EAEYXOC TN TTANPOPOPIAG, TA OIKTUQ KAl O UTTOOOUECS, KABWC KAl N OXECN AvOPWTOU-UNXAVAC.
MooopaTec aToukeg ekOsoeig mpayuaTotTonOnkay oTn 2T1eyn Idplpatog Qvaon otnv ABAva, oTo
voTiTouTo ZUyxpovne Téxvne Aksioma otn Aloupmhidva (hoBevia) kai oto Drugo More tne Pigka
(KpoaTia). Mopdhinra n doureid TG TapoucialeTal og DIGPoPES ekDECEIC Ot YKONEQI KAl PEOTIBAA
VEWV pEcwy OIEOVWC, peTa&l dhwy oTn Modern Love (Mouaceio >Uyxpovng Texvng Ppdnuroupyk), Sth
Istanbul Design Biennale, Transmediale (Beporivo), 13,700,000 km*3 (Art Space Pythagorion), otnv
Mmievéne Tou TpdvTxaiu (NopPnyia), otn diedvr diopydvwon The Class Room Yav dpavoioko, otnv
Toievare TN MerBoupvne, oto @eoTiBAh Abandon Normal Devices (Ayyaia), otnv €k@eon Tomorrows:
Urban fictions for possible futures Ctéyn IdplpaToc Qvaon, ABAva), oto ISEA2T (Aiebvéc YupTrdoio
Hxektpovikwv Texvv oto BavkolBep Tou Kavadd), otn SIGCRAPH2016 (Kahipdpvia), oTo geoTIBAA
Impakt (OutpexTn) KA.

To 2018 enafe o BeaBeio Artworks amd To mpoypauua oTnEIENG kariITexvwy Tou [dpuuaTog Nigpxou
kal To 2019 ATav eno&evolpevn kankiTéxvng (resident) oTo véo mpdypauua Science Technology Soci-
ety Tou Delfina Foundation oto Aovdivo.

H F'ovn oxediadsr kar UNOTIOIEI eKTAIOEUTIKG TIOOYOOUUOTA YIA EVANIKES KA EPNRBOUC, TTOU EQEUVOUV HECW
NG TEXVNC eTikaipa OgpaTa Texvoroyiag kai kovwviag (Dutch Art Institute, 1&pupa Qvdon, Science Fes-
tival). H épguva Tou epTrePIEXETAI OTNY TEAKTIKA TNG TAIOVEI CUXVA TN HOPPN OUINWY KOl OUVEIG(POPWY
Ot YNEIakEG TAATPOPUES Kail TePIodikeg ekdooelg (Trepiodikd “Neural’, Telyxog #65, xewwvag 2020-
“‘Leonardo’, International Society for the Arts, Sciences and Technology, MIT Press, 49:4).

H Kupiokn Fovn éxer mTuxio oTta EkaoTika kai petamTuxiakd oTic Wneiokeg Mopeeg Texvng omo v
Avwtarn Zxonn Kanwv Texvwv Tng ABRvac, evw Exel TIONG TTUXIO KAl ETATTUXIOKO OTnv Kovwvikn kai
MonTiopikn AvBpwtohoyia amo 1o MavTeio [avemoTnuio kal TO OAMAVOIKO TAVETIOTAWIO TOU ASivTey,
QvTioTOIXA.
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I. TlowToOKOAO TeAeTOUDVIKNC
ETIKOIVWVIOC

[MoAUPWVIKN NXNTIKN EYKATAOTAON,
€&l kavana, 12:00

Protocol of ritual communication
Polyphonic Sound Installation,

Six Channels, 12:00

2. Knmog dedougvwv

BivTeo, TOWTOTUTIO Keipevo, agnynon,
12:00

Data garden

Video, Original Text, Narration, 12:00

3. Bivreokinon us Tov Aaumoo Toouvn,
14.02.2020

Video call with Lambros Tsounis,
14.2.2020

4. Bva Tukvo, kouuugvo OIKTUO ammo
OICec. 2XEDI0, YOAPITNG KAI HONUPI Ot
xaoTi, 120 x160 ex.

To pikpo euTo Micromeria
acropolitana QUETAI OTTOKAEIOTIKO!
oTNV TEPIOXN TNG AKDOTTOANG,
ouvnOwg Ot OXIOUEG TOU OOUIKWY
uNkwv N Tou Ppaxou. Or pileg NG,
VI va Boouv BeTTIKG CUCTOTIKG,
dieioduouy kal pTAVOUV BaBIg,
ONUIOUPYWVTOC EVA EKTEVEC

dikTuo. H sikovotroinon Tou
MNopBevwva soTialel TAVTOTE OTO
AOIOUPICPATATO ETITEUYUA TNG
KQATQOKEUNG TOU, QMG OTTAVIQl
oTnv Tavidd KAl TN XAWPEIOA TOU
BoGxou. 2TNV TAPOUCA EIKOVQ, EVQ
LEQOC QUTOU TOU QUOIKOU
OIKOOUOTNUATOC EQXETAI OTO
TOOOKNVIO, KOADVTAG TO PAEPUA TOU
Qe va OTIQOEI QUTHYV TN POPC
oTov Ppaxo

A dense, hidden network of roots
Drawing, Graphite and Pencil on
Paper, 120 x 160 cm

The small plant Micromeria
acropolitana grows exclusively in the
area of Acropolis - usually between
cracks in building materials or in the
rock. In order to find nutrient elements,
its roots expand and reach deeper,
creating an extended network.
Representations of the Parthenon are
always focused on the undisputed
achievement of its very creation,

but very seldom do they aftend to
the rock’s flora and fauna. In this
present image, a part of this natural
ecosystem comes to the fore, this time
inviting the viewer's gaze to focus on
the rock.

3. BivreokAnon e tnv Karin Fister,
13.02.2020

M

Video call with Karin Fister,
13.02.2020

6. lowTtn aromepa KWwdIKOTOINONS YIA
ueAovTikn amoBnkeuon oto DNA

TOU QUTOU. XEIPOYPAPO KAl WNPICKN
exkTUTWOoN ot veaopa. 1,40 x 10 p.

To 2016, n Karin Fister, yadi pe pia
OHOOO PIOTEXVONOYWY, EKTEAECQV

EMITUXWC TNV ATOONKeUon Kal
avokTnon TN ppaonc ‘Hello World”
oT1o DNA Tou ¢utou Nicotiana

benthamiana. Na va emiteuxBsi QuTO,

akorouBNOnke N diladikaoia
KWOIKOTOINONS TNS PEACNG,

apxik& oto duadikd cuoTnua (O, 1)
KQl KATOTIV OTA TECOEOA XNUIKO
«ypduuaTas Tou DNA (G, C A T). T
KATAYQAPETAI KQI OIQTNOEITAI TENKO
WC YNEIAKN TEOOWTIKA Wvnun; To
2003, o mammoug pou, NIkOAaog
KouToog, eypawe eva OUVTOUO
QTOXAIOETIOTAPIO ONUEIWHC TOIV
PUYW YIa OTTOUDEC OTO £EWTEPIKO.
APOU TO LETEPPAOCA OTA AYYAIKS,

QKONOUBNCG TNV TOPATAVW
d1odIKaCIa KWOIKOTTOINONG
TEOETOINGLOVTAC TO yIA pia mOavn
peAovTikn amroBnkeuon oto DNA Tou
PuTOU.

First encoding attempt for future
storage in the plant’s DNA
Manuscript and Digital Textile

Print, 140 x 100 cm

In 2016, together with a feam of
biotechnologists, Karin Fister

157



7. Bivreokinon ue tn Mel Hogan,
16.03.2020

8. Mia AavOaougvn isoopxia Tou
TOETTEl ETMITEANOUC VO QVATOQTE]
WnPIOKEG EKTUTTWOEIC OF OPXEICKO
XOETI, 42 x 25 ek, & x 25 ek

H <<I\/Isy0(m Axucida Tne “Yrapéney
QTOPEEE! WG EVWOIQ ATO TOV
[Matwva kar Tov AQIOTOTENN, N
qm%ocoq)ig TWv OToIwY kKABOEIoE VIO
QILWVEG TNV QVTIANYN ™e AuTikng
OKEYNG VIO TOV QUOIKO KOTHO.

2 O(UTeq TIC 1EQPAPXIKEG OOUES, TA
QuUTG TOTTOBETOUVTAI OTN RAoN TNG
OAUOIdAG, OTELOUVTAI OTOICOONTOTE
vor]onq KOl EKTEAOUV OTTOKAEIOTIKO!
QUTOUO(TSC BOOIKEC AeITOUPVIES,
KUQIWG vIa TNV e€UTMEETNON TOU
avOpwivou eidouc. Kamolol
OUYXOOVOI EQEUVNTEC eVTOTILOUV TIC

IOTOPIKES PI(EC TNG TAPOUCAG
OIKOAOVIKNG KQIONG OTN CUYKEKDIUEVN
OswEnNoN TOU PUCIKOU KOOPOU. EQW,
oe pia amodoon Tou Diego Valadeés
(1579), amekovileTal pIa IEQOPXIKN
doun kAt UANC kai {wNC.

Q. Bivreosinon pe Tov Edward Perello,
6.02.2020

10. lNooToaiTo emauénuevng
TOQYUATIKOTNTAS TOU QO0ATOU
PUTOU

H ohupeoikn eykaraoTaon Knmog Aedopévwy
TeaypaToToINONKE We QvaBOson Kal TAPAYWYN
TG 2Teyng Tou IdpuuaTog Qvaon.
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