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DOwToypapilw, Ypapw kai oXediGlw.
ATr6 Taudi p’ evoxAovoav ol kaBnynTEg
TTOU POL KOLVOUTQV TO OAKTUAO

Kal 6X1 TO HUOAG, o1 otradol OTTAIoPEVOI
HE TO KPITAPIA TWV GAAWV.

I'vapioo ToinTég ouv dev efyav

YPOWer évav oTiXo, EHOB Y10 TTOINTES
doAogabvoug.

‘000 Aiy6TEPO TO OTTITI oL BLpICE!
apXITEKTOVa, N SidbaokaAiar pou
KoOnynTH, TO VTOGIPG HOU PwTOYPAPO,
{wypdio 1 BIVTEOKOANITEXVN, TTOINTH
fl KNmoupd, 600 AiyéTepo n oinor Hou
Bupidel Troinon, T600 KOAVTEPX YIOr TOV
ETTOPEVO POV OTIYO.

EvxapioTwd Beppc Tn Barbara Polla,

Y10 TN YOVIHN KOl TTOTEAEOPATIK
ovvepyooia, Tnv AZKT, Tov Niko Tpévo,
T0 MOMus, T Mopia TeavtadvoyAou,
Tov Né&vvn MTT6An, Toug padnTEg pov,
TNV €MIHEANTIKA OPASa TOL BeWPNTIKOD,
TpApaTog Tng AXKT, 6Aoug Toug
OLVTEAEOTEG TNG €kOEONG.

Evxapiotw T0 YO, To NEON, TNV
RENAULT, Tov KYP-TTANNH, tnv EPT yia

TIG EVYEVIKEG XOPNYiEG TOULS.

To pey&Ao evXOPIOTH
méel oTnv Avdia Aaptraoiva!

Thanks 4 nothing, éAeye o John Giorno
0 EKAITTV TTOINTHS,
Ox1 EYW

MavadAng Mtraptrodong
OkToBpiog 2022

| photograph, write and draw.

Since | was a child, | was bothered by
teachers who wagged their fingers at me
and not my brain, by fans armed with
other people’s criteria.

I met poets who hadn’t written a single
verse, | learned about murderous poets.
The less my house resembles an archi-
tect’s, my teaching a professor’s, my
dressing a photographer’s, painter’s, or
video artist’s, a poet or gardener,
the less my poetry resembles poetry the
better for my next verse.

I would like to thank Barbara Polla, for the
fruitful and effective collaboration, ASFA,
Nikos Tranos, MoMus, Maria Tsantsano-
glou, Yannis Bolis, my students, the curato-
rial team of the

theoretical department of ASFA, all the
contributors to the exhibition.

Also, I would like to thank the Ministry of
Culture, NEON, RENAULT, KIR-YIANNI,
and ERT, for their kind sponsorship.

A big thank you
goes to Lydia Dambassina!

Thanks 4 nothing, said John Giorno
the late poet,
not me

Manolis Baboussis
October 2022



H diadpopr] rpog Tov KAtro

H €kBeon O Krjmrog Tou MavwAn Mtraptrodon dev gival piar TOAn avoryTrj oTnv

ESEp. Mepidiafaivoupe dSuOTOTIKG HOVOTIATI, BAETTOVHE KATGHOTO TO OKANPS
TPEOWTIO TwV £§0VOINYV, HOOKAPEPEVES KKOIVWVIEG SIKOOLY TTOUL THOW A6 TO
TTPOOWTTEIO TOUG KPUPOVTAI N AdIKIGN KO I AVIOGTNTA, AVOPWTTOLG XAHEVOUG HEOO
oTNV ISPLHATOTIOMON TOUG, TOTIHO ATIG TOIPEVTEVIOUG OKEAETOUS... YIO VO OTOOOUHE
TEAIKG OTO EPAOTNHA OXETIKG HE TNV dVVON TNG 610G TNG TEXVNG KOl TALTAXPOVOL
OTNV KPITIKH TWV BECUWDV TNG TEXVNG, TV il TTOL PTTOPET VO €XEI N TIPOETOIHOOTL
piag okpIPAg ko peyoAeTriBoAng eIKaoTIKAG €kBeong, TV dia oTiypr Tou éva d&oog
oTn 6GAacoa pe SévTpa puTepéva oTo vnol Tng Kéag amrd Tov i610 Tov KoOAAITEXVN
yiveTan n puoTikf TEXVN TTOL KPUPEl OTNV ATTASTNTO TNG TN YVAOIO KOI OTTOALTN
onpiovpyia. O Kijtrog dev gival avtovénTog, 6Trwg kaboAov avTovenTn dev eival

Kol N eéAevBepiar TG arméAavorig Tov. O MavwdAng Mmraptrovong dev Travel va
ToViCEl 0TO £PYO TOL TIG SOKIPAGIEG TTOL TTEPVA GTTOI0G OVEIPEVETOI VO DAOTTOIROEI
pix ouTOTIIC. Mée OAIOTIKA TTPOCEYYION TNG EIKAXOTIKAG KOl KOANTEXVIKAG YADMOTOOG
(pwToypagia, ox£d10, eykaTaoTAoelg, BivTeo, TTOMMON) OAAG KOl EVOWHPATOVOVTOS
OTO £PYO TOL TNV APXITEKTOVIKI TOU YVAOT KAOWG KAl TN SIOGKTIKH TOU eUTTEIpICK
atd Tnv AXKT, 0 MTTaprodong @TIGYVEl VO ETEPOTOTTIKO KOOHO TTOU, TToP& TO
OTOIXEIO AVOYVWPIOIHETNTAS, TIPOKOAET TNV aioBNon TOL AVOIKEIOL KO HOG KAVEL VO
avopwTnBoVe av K&TI amrwAéoape oTn diodpopr] TN Lwig pog. O TOAXIGTEPES
OeIPEG EPYWV TTOV ETTAVATOTTODETOUVTAI SITIAX 0€ AVEKOOTES PWTOYPOPIEG OAA&
TAUTOXPOVO KOl O€ €PYQ TTOL dnpIoLPYABNKAV TTOAD TTPEOPATA, HOG EVTEOOOLYV OTOV
ETEPOTOTIIKG KOOPO TOU MTTOUTIOUOT), SHIOLPYOVV VA EVIAIO TTOINTIKG GPHYNHO KOl
padi piax 1816 TLTITN AL TORIOYPAPIX;, HOG EEOIKEIDVOLV HE TN YPOAPH TOL KOl TEAIK&E POG
odnyouLv, péoa amré Sax6aAmdEI§ S10OpPOopES, oToV payiké KfTro Tmou o dnpiovpyds Tou
HOG KOAE V& XTTOAGOOOUE.

Mopia ToavTadvoyAou
Av. l'ev. AievBovTpia Tov MOMus



A path to the Garden

The exhibition, “The Garden,” by Manolis Baboussis is not a gate that leads us
into Eden. We wander dystopian paths. We stare right into the eyes of the cruel
faces of power and disguised “just societies” that conceal injustice and inequal-
ity behind their masks. We encounter people lost to their own institutionaliza-
tion, as well as landscapes comprised of cement skeletons. And in the end, we
stop and arrive at a central question: what is the power of art? It is a question
that implies a critique of the role of art as institution in its very framing. We
wonder, for example, what value the production of an expensive and grandi-
ose art exhibit might have in the face of a forest of trees, planted by the artist
himself next to the sea on the island of Kea; a forest that speaks to a secret

art whose simplicity reveals a genuine, absolute creation. “The Garden” is not
self-evident, and neither is the freedom of its enjoyment. Indeed, in his work,
Manolis Baboussis consistently points to the trials and tribulations of those who
dream of actualizing Utopia. With a holistic use of visual and artistic language
(photography, drawing, installation, video, poetry) that also incorporates both
his architectural training and his teaching experience at the Athens School of
Fine Arts, Babousis creates a heterotopic world. Despite its many familiarities,
this world provokes a sense of impropriety/ that leaves us wondering if we
caused destruction or ruin in the wake of our lives. The placement of the work
further elaborates on the heterotopic principle: older series appear next to
unpublished photographs and extremely recent works, thus creating an all-en-
compassing poetic narrative and a unique autobiography that gradually also
familiarizes us with Baboussis’s writing. Wandering through the exhibition’s
labyrinthine paths, we experience a magic Garden, and its creator’s invitation to
delight in it.

Maria Tsantsanoglou
Artistic Director MOMus



Oa ekBéow, 2021

0,71 Sev €xw

OUHBOVLAEG TTOL KPATNOO VIO TIETOHOL.
TadI, £Yyovia, S10€yyova,
ETTAYYEAHOTIEG KANPOVOHOULG

Ba ekBéow O, TI €pxeTal HOVO TOU,
OTOV XWPO, TTOAAG aoBeVOPOPQ,
Yyoibovpia ZavTopivng

o ekBEowW Eva vonpo LPNAG,
HIO TTUPOOPBEOTIK) OKAAQ, éva opeio

Ba eKOEoW €vav KOUTOO EAEPAVTO
TI YOPEDEI €vag EAEPOVTOG
0TO EAANVIKG TTEPITITEPO TNG BeveTiag ;

B0 ekBEOW 17 AVTIKEIYEVD, TX YOOAIG POV,
Ta KaBapiw Ko TEAI Sev BAETTW

B eEKOEOW KOOPOPIOPEVES
€160TTOINOEIG TIANPWHGV
peyeBupéva ovpéAaia 1810KTNOTOG,
BeBanwoeig, Ploypapika

Ba ekBEow TapPTTEAEG 07 Evar 6&O0G
HE OAES TIG TTOAEOOOHIKEG ATATOOAIEG

Ba ekB€ow oTNV KopLPH K&BE KTIPioUL,
PWTEIVA ETTIYPAPI PHE TNV TIPH TOL

Ba ekBEow epWTAOEIG
HE TIS OTTOVTHOEIG
How do I, kGvw ekeivo ko To GAAO

Ba ekB€ow ovdnTroelg, ayop&lw
oudnTroEeIg, TTOVAGW oLENTHOEIS

ot ekBEOW pOVAdIKG 0€ TTOAATTAG
0TO OATTEGO EVKOAX T PIXVEIS
OTTWG Ol HOUPOI TWV ATTOIKIOKPOTWY
TQ OyGApOTO

o ekBEow Evav &yyeAo YUPVO,
£vav Be6 Ywpig pAoKa

o€ OKOAIOPEVO KAOPO
pio BeAovdIvh avAaian BeGTpov

10

HE KEVTNHEVEG GOEIEG KAPEKAES

B0 EKBEOW TN PWVI HOL VO APNYEITaI
oTa HEvdpa ToL KATTOL TNG XXO0ANS,

TNV 1I0TOPIX TNG PWTOYPOPIOG
B eKOEOW TO KAGOEH, TO KOVTEHO TWV

6€évopwv, Tn vavoTroinon tng TéXvng,
€vav K6opo yepdTo ipn

B0 EKBEOW VEQ, PPEOKO APAPTAHOTO

HIO XOPO YEUGTN OHOPPIA, PEPL
Ko avakpiPeia

B0 EKOEOW TNV TTPWTN TOL HAVA,
Xwpig Tnv TpiTn

TO 0EUYOVO, XWPIG AVATIVELOTHPES

B eKBEOW
éva Bapé bAakpua oTn @uvon,
XwpIs évav ToupioTa

Ba ekBEow TN OTTOLOASTNTA
NS aywviog

Ba ekBEow TOLG PSBoug
pE TNV TBLIL,

avngopifovy ypnyopoTepa
o160 TN PWTIA

0a ekBEéow

Tn CLVAVTNON HE TO AYYIYHO TNS,

Xwpis Tn Bior Tov Pépvel n EAengn,

TO &yX0G TToL EUTTVAEI T XPOVIOK

XWPIS TNV av&ykn TTov Yévvnoe T Hop@h
OTNV TTPAYHOTIKOTNTA,

B0 EKOEOW TNV TTPAYHATIKOTNTOL.
pe AéEeig, pe eIkOveg, pe adié€oda



I will exhibit, 2021

what | don’t have

All the advice I kept only to throw it away.
Children, grandchildren, greatgrandchil-
dren, professional heirs

I will exhibit whatever comes by itself into
the space, a multitude of ambulances, don-
keys from Santorini

I will exhibit a lofty message, a fireman’s
ladder, a trolley

I will exhibit a lame elephant
What is an elephant doing in the Greek
Pavilion of the Venice Biennale?

I will exhibit 17 objects, my glasses, which I
clean but still can’t see through

I will exhibit framed “Payment Due” notic-
es, enlarged real estate contracts, certifi-
cates, CVs

I will exhibit billboards in a forest listing all
the landscape planning violations;

on the roof of every building,
Ill exhibit a lit legend with its price

I will exhibit questions and their
answers
How do | do, this and that

I will exhibit conversations, buy conversa-
tions, sell conversations

I will only exhibit in multiples on the floor,
where they are easy to topple,

like black people with their colonizers’
statues

I will exhibit a naked angel, a maskless god
in a carved frame

A velvet theatre curtain and embroidered,
empty chairs

I will exhibit my voice narrating the
history of photography
to the trees in the Art School garden

I will exhibit the pruning and shortening
of trees, the dwarfing of art, a world full of
swords

I will exhibit new, fresh, sins

A country full of beauty, lies, and falsity

I will exhibit on the first of the month,
without a Tuesday.

Oxygen, without respirators
[ will exhibit
a barrel of tears in nature,

without a single tourist in sight

I will exhibit
the significance of suffering,

I will exhibit fear and longing
climbing faster than fire
I will exhibit

convergence with her touch
without the violence borne by lack,

the anxiety roused by the passing years
without the necessity that generate the
form

in reality,

I will exhibit reality
with words, images, all its impasses

11



épXETO(I n Téxvq / 2020, nXNTIKA EYKATGOTOON

N TEXVI TNG EVYEVEIOG N TEXVI TNG OIATTAOKNAG N TEXVI TNS
ETTIKOIVOVIOG 1] TEXVI TNG ETTAVAOTAONG N TEXVI] TOL AGYOUL N
Ta10IK) TEXVN N TEXV TOL Aryaiov TnG Aoiag TnG AvaToAAS N
TEXVI] TOU PIAIOD N TEXVI] TOU SIOIKEIV N TEXVI TOL LTTOKOUVEIV
N TEXVI TNS KOPHWTIKAS N BivTeo TEXVN N £vvoloAoYIKN

TEXVI N TEXVN TOV KATTWV N ICAGHIKA TEXVN N TEXVI TOU
KaporyklioGotraiXTn n T€Xvr Tou XopoUL N TEXVI TNG TTOPTEAGVNG
N TEXVR TNG OLVTHPNONG N TEXVN TNG TIPGYVWONS ) TEXVI TNS
POTITIKAG N TEXVN TNG {WwYpaPIKAG N TEXVN TNS TTeCoTTopiag

N TEXVN TNG CwN§ N TEXVR TNG XAPOKTIKAG N TEXV TNS
Eekovpaong n TExvn TnNG ELpWTTNG N TEXVN TNG VOLPOXIOS N
TEXVI] TNG PWTOYPAPIOG N TEXVN TNS 0dopaxiog N TEXvN TNS
ayI0Ypapiag n TEXVA TNG KAOTIHG N TEXVI TNG YPOPNS N TEXVN
TNG CIWTTAG N TEXVN TNS TTOAITIKAG N TEXVN TNS HAYEIPIKAS N
TONITIKH TNG TEXVNG N TEXVI] TOL TTOAEPOL N TTONITIKA OTNV
TEXVI N TEXVN TNG OTTATNG N TEXVN TNSG OOKOAGTAG N TEXVI TNS
YALTTITIKAG N TEXVI TN Avayévvnong n TEXvI) Tou BeGTPOL 1
TEXVI] TNG KPITIKAS N GIYUTTTIOKNA

12



TEXVI N TEXVN TNG oy&TrNg 1 OpnokevTIKA TEXVN N BulavTivi
TEXVI) N VOUTIKA TEXVI N TEXVI] TNG QTTOCINTTNONS

n T€xvn Tov BacaviopoL n TEXvn TnG emiPiwong n TExvn

TOU £PWTA 1 TEXVI TOU HOKIYIGS N TEXVI TOL KAHOUVPAGS N
LTTOKPITIKA TEXVI N TEXVI] TOL PEPATOS N TEXVN TNG LITEPOYPIOG
n T€xvn TS d1daokaAiog n TéXvn Tng péonong n €Boopn

TEXVI) 1 YOVAIKEIQ TEXVN 1] TEXVI] TWV QUACKIOPEVWV 1] TEXVN
TNG TTAIOEIOG N TEXVI) TNG OKOAAOIOG N OIKOOOMIKH TEXVN N
TEXVN TNG QUYNAS N TEXVI] TNG KATAOTPOPIS 1) TEXVA TNS
KOTEOGPIONG 1 TEXVI TNG AUTOCOVYKEVTPWONS 1 TEXVN TNG
dlaToTTwong n TEXvn TNG TAQNS N TEXVN TNG CUKOPAVTIOG N
TEXVI] TNG TTPOTTAYAVOQS N TEXVN TNG HOUVOIKAS 1 TTOpve TEXVN
N TEXvVN TOL EUTTOPOL N TEXVN TOL OAHIOL N TTAPOACTATIKH
TEXVN N TOAIOPKNTIKK TEXVI] 1) PTWX1] TEXVI N OPNYNUOTIKI
TEXVI) N TEXVI] TOL CWHPATOG N KIVATIKA TEXVN N TEXVI] TNS YNS

N KOPHOTIKA TEXVN N emTOUPIo TEXVN N TEXVN TNG TEXVNS N
vPNAR TEXVN N oAnNBIvH TEXVN 1 TEXVI XWPIG TEXVI XWPIG OTEYN
QEPOPEPTI EIVOI TTAVTOU OPOATH KOI OOPGTN

13



Art is on its way

2020, sound installation

14



Art is on its way

the art of civility the art of corruption the art of communication the
art of revolution the art of words children’s art the art of the Aegean,
Asia, the East the art of kissing the art of leadership the art of obedi-
ence the art of hairdressing video art conceptual art the art of gar-
dening Islamic art the art of shadow puppetry the art of dance porce-
lain art the art of conservation the art of prognosis the art of sewing
the art of drawing the art of hiking the art of life the art of engraving
the art of relaxation European art the art of naval combat the art of
photography the art of street-fighting the art of iconography the art
of thievery the art of writing the art of silence the art of politics the
art of cooking the politics of art the art of war politics in art the art of
betrayal the art of chocolate the art of sculpture the art of the Re-
naissance theatre arts the art of criticism Egyptian art the art of love
religious art Byzantine art the art of seamanship the art of suppres-
sion the art of torture the art of survival the art of love-making the art
of makeup the art of camouflage performance art the art of lying the
art of arrogance the art of teaching the art of learning the seventh art
women’s art the art of the incarcerated the art of education the art of
debauchery the art of construction the art of flight the art of catastro-
phe the art of destruction the art of concentration the art of articula-
tion the art of burial the art of sycophancy the art of propaganda the
art of music pornographic art the art of business absent the execu-
tioner’s art figurative art the art of laying siege arte povera narrative
art body art kinetic art land art partisan art the art of memorializa-
tion the art of art high art true art art without art, without a roof over
its head, windborne art everywhere visible and invisible

15
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To gvayyeAio Tov KAAMITEXV / nxnTikA eykaTdoTaon

Ov govevoelg

Ov porxevoelg

Ov ekbéoeig

Ov KA€Yelg

Ov oLMéEeig

Ov pevdopopTupoEIg

Ov Yevdo dnpiovpynoeig

KOTG TOL TTANCIOV 0L HapTLPIGY

€pya Pevdi

Tiga Tov KOANITEXVI GOL KOl TOV OUANEKTN
ivar €V 001 YévnTal KOl [vor HOKPOXPOVIOG YEV ETTI TNG YNS

Untitled, 2009, b/w photo



The artist’s gOSpeI / sound installation

You shall not kill

You shall not commit adultery

You shall not exhibit

You shall not steal

You shall not collect

You shall not bear false witness

You shall not create false images

against thy neighbor, false works

Honor the artist within you and the collector as well
that it may go well with you and that you may live long
in the land

Untitled, 2009, b/w photo

17



QQQQQQQQQQQQQ
LTS

L3 L 3 l_l

—AAAAAA33AAA3A

Beyond city line, 2022, video drawings projection, 2006 - 2017, sound, duration 12:02
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To l.lOUO'SI,O 2021 NXNTIKA EYKOTAGOTOON

Eivar yopvé. Mpiv To kaADpouv P’ €pya ivar éva Kevo Houoeio Xwpig €pya.
Eivar éva povoeio Gde1o atré €pya, S1aB€oipo yio GAa Ta €pyar.

Eival To pouaeio Twv ETTOPEVWY, TWV TTPONYOUHEVWYV, TWV OUYXPOVWY,
‘OAwV TwV OTTOVTWV £PYWV.

Eival To aAnBIv6 pouoeio Twv adpatwv €pywy,

eivar éva Nothing Museum. (N.M.)

OTOV TG £PYQ HEVOLY

£€€w a1ré TO povoeio, £w aTTé TO TTOPTOPOAI, TNV KAPEKAQ, TNV KOPIEPQ,

OVOKOTEDOVTAI PE TOL AYPIX €PYA HE T GOTEYD £PYQ;, HE OAO TOX AOPATA €PYOL.

22



The museum 20271 sound installation

Is bare. Before being covered in artwork it is an empty museum bereft of work

It is a museum empty of work and open to all work.

It is the museum of what’s next, of what came before, of the contemporary, of all
absent works.

It is the true museum of invisible work,

it is a Nothing Museum (N.M.)

where the work remains outside the museum,

outside the wallet, the chair, the career; where it intermingles with wild art, with home-
less art, with all invisible art.

Monumentapolis, 2017, drawing

23



Untitled, 2015, photo / Multititled, 2022, video photos projection, 2000 - 2018, duration 01:26
24



Untitled, 2014, photo / Multititled, 2022, video photos projection, 2000 - 2018, duration 01:26
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Drawings, 2020-2022, installation, exhibition view

26







Untitled, 2021, drawing, 15 sheets of paper 70 x 100 cm / each, oil stick, 210 x 500 cm
28
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Untitled, drawings, 2022, 9 sheets of paper 70 x 100 cm / each, oil stick, 210 x 300 cm
30
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Untitled, drawing, 2022, 9 sheets of paper 70 x 100 cm / each, oil stick, 210 x 300 cm






Untitled, drawings, 2020, 9 sheets of paper 70 x 100 cm / each, oil stick, 210 x 300 cm
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I want, 6éAw, 2022, installation view, text fixed on the floor




OéAw, | Want

2022, 37 kefpeva Tov MavdAn
Mtraptrovon TommobeTnpeva oto Sarredo,
emKOANpéva o€ pvc, 60 x 80 k. / €kaaTo.

Bp£6nke To péNdov,
TO TTAPEABGY, TO TTAPOV

XwPI§ epéva dev LTTAPYOLY

0 XpOvog oxedIGdel
o’ 6Aoug TN popePn ToL

NG £6woe £va GATTIO POSAKIVO
KPGATNOE TO PPEOKO

€€ amré Ta TERYN PUTEPE
TPIAVTAPUAAG
KaTGAANAO @aif yIa TIG KATOTKES

OUVTOHO O OEPAG HUPIOE KAPEVO
KpEag

KOl av €voova

TIG PWVEG GAOL TOU KGOHOU

o’ évav péyxo

Ba ATav TN K&AAag rj Tng MtréAAou

LTTAKOLO EPYXH
ApOav yia va pIAfjoouv
HI YAWOOO OTroIa0HTTOTE

£TOIPN N EIKOVA TO AGYION OVETOIP
QVTIOTEKOVTOI

akoVw €vav Pibupo To PEua oTo
HGTI

TPO0oXH ekTEAOUVTOI €pyat

37
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EPITA KAAAITEX]
AITO TON I1ON
AEN TAAAII
TO |



NCON BIAAMENA
O TON AAAQN
OPHOHKAN
AlO



Uncertain, unfinished

Untitled, 2008, photo, lambda c print, 125 x 125 cm
Untitled, 2010, photo, lambda c print, 125 x 125 cm
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XpeIadeTan éva TpéoxnNHa n €kOeon);
pI0t oryKOAIG TO TEAOG TNG NUEPOS;

oev eivail 01 OXOAEG KOAWV TEXVWOV
ol KAIVIKEG GTTOU YEVVIETOI 1) TEXVN
oTnV Kolvwvial TTAGOovTan 61rou
YEVVIETOI O TTOVOG

LTTAPXEI EAEVOEPN OIOGAOKOAID;

EPTIOEOV OLUVTEXVIES
KI 01 GvOpwWTTOI TNG TTOiNoNg

ow{el Ywpig concept n dSnpiovpyia;
0 BUPOS YIYOVTWOVE TO EPY

OGKPLO POPECAV YAVTIO TOL PTTOE
HTTPOOTA OTTO TOV KOOPETTTN

éva vEo app
evtotriCel TNV KOAooU VN

vI®Ow TN AR6n
TNV ETTOXM TNG PVAUNS

Ol OOTPHAVTEG PVAHES TWV
ONHOVTIKWV
Koup&Louv TNV I0TOPIx

Epya KOAITEXVAWV ByoApéva
aTré TOV TOVO TWV GAAWV
dev TOAaITTWPRONKAV TO 1810

KOVTQIVOLV

0, TI EeTEPVE TA HETPO TOVG
aKOpO Kol TO OEVOpa
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Untitled, 2000, photo, inkject b/w print, 150 x 225 cm
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BéAw TNV akpiPBeiax

o€ OAEG TIG HOPPEG TNG OTOV AGYO,
OTOV XWPO, OTN CLPTTEPIPOP
B€Aw TO TTOAUTIHO

KATW OTT0 TNV EMPAVEIX

€A TNV TEPITETEIR TOL PBpP&YOL

€6 YGoope TOAD amré TOV XpOVo HOG
padedovTag TOTTiON

€yive To 6G00G KOG

ol appoLSIEG EXTTADOTPES
TO OTITI TTGvw oTOV BPdy0
To Aéyave EAAGOa Ta Traidix

VO T KPUYOULHE GAC

TTOPOAIEG, TTOTEHIO, ATUVES,

Bouva kar d&on Tov ovpavo T VOXTO
oG pnv Ta Bpolve

T1 Ot Yivel pe G00LG Eival PTIAYHEVOI
povo o1ré fAio kal 6GAaCOoQ;
QVAPECO

OTO KOTEPO KOl 0TI XPEOKOTTIO

OTO TITOHPATO KOI 0TI EATTADOTPES
emIA£0LY aTT6 BAVATO 08 BAVATO
o1 LwvToavol

TOL KOAAITEXVN 0 BGVaTOG
Oev avatraveTal

0éAw | want
KOIUAONKaV ayKOAIG e TNV aTréppipn

KLAOUV BoAiToeg EnpepdpaTa
BpovTolv TNV Go@aATo o1 pédeg
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The swimming pool’s Democracy, 2022, color photo

La piscine, 2022, installation view
photo, 208, inkjet c print, inox pool ladder —
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I Want, OéAw

2022, 37 texts by Manolis Babousis mounted on
the floor, pasted on pvc, 60 x 80 cm / each.

We found the future,
the past, the present

Without me
they don't exist

Time draws in all its form

he gave her a rotten peach

kept the fresh one

Time leaves its mark on everyone

Outside the walls he planted roses
the perfect food for goats

Soon the air was heavy
with burnt meat

And if | were to unite the entire world’s
voices into a death rattle
it would be either Callas’s or Bellou’s

Obedient works
arrived to speak in one language

no matter which one

The image is ready but the words
aren’tthey resist:

| hear a whisper that belies the eye
caution, work in progress
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Does an exhibition need an excuse?
Or the end of the day, an embrace?

Schools of fine art are not
birthing centers for art

it’s in community, wherever pain
germinates, where that happens.

Is there such a thing as free
instruction?

Even the poets of this world
have formed trade guilds

Can creation save without a
concept?

Anger turns art into a giant

Tears donned boxing gloves
before the mirror

A new app
locates kindness

| sense the senselessness
the era of memory

The insignificant memories of
significant people
Tire history

Works of art based
on the pain of others
did not suffer in the same way

They shorten

anything that exceeds their bound-
aries

even the trees
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They grew up together, 2021-2022, installation view, cobblestones,
cement blocks, tree trunks, iron, books, photos, variable dimensions
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| demand exactitude in all its forms
in word, place, attitude

| want what'’s precious under the surface
| want the adventure of a rock

We have lost too much time
collecting landscapes

Let’s hide them all:

beaches rivers lakes mountains and
forests the night sky

Let’s not find them

The forest became a garden

the beaches, sunbeds

the house on top of the rock

is the one children used to call Greec

What will happen to those who are
forged of sea and sun only?

Among yachts and bankruptcy
corpses and sunbeds

the living drift

from death to death

An artist’s death is not a restful one

0éAw | want

They slept with their arms around repu-
diation

Rolling suitcases at dawn
their wheels rumbling the pavement
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They grow up together, 2022, photo, inkjet c print, 1,50 x 225 cm




111? s

L ¥t 3

£

5 =
AT

o

Ax




They grow up together, 2022, installation view cobblestones, cement
blocks, tree trunks, iron, books, photos, variable dimensions

56



57



Volare, 2011, video, duration, 04:30
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Exhibition view
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Busts, 1997 - 1999, installation view, six photos, lambda c print
mounted on aluminum, 150 x 103 cm / each
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Exhibition view
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Untitled, 2005, two photos, inkject ¢ print, 175 x 126 cm / each
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Judgment, 2006, photo, lambda c print, 125 x 125 cm
Untitled, 2014, installation view, chairs, cement blocks, 216 x 676 x 95 cm —
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The architect’s award, 2003, photo, inkject b/w print, 150 x 150 cm
EMXT - National Museum of Contemporary Art

Me piax @oPepn €kpnén 66nke To PpaBeio oTOV KOAUTEPO OIPXITEKTOVO
ZevéTo. Kéave To kTipio otn péor. H pia mAevpd Touv vtréAoitrou
HI00U TO VTOOQVE PE TTETPO

With a huge explosion the prize was awarded to the best one
architect Zenetos. They cut the building down the middle.
One side of the remaining half was covered in stone
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Untitled, 2008, photo, inkject b/w print, 105 x 75 cm
74
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Untitled, 2008, photos, 125 x 125 cm / each / video photos projection, 2021, duration 01:13

7



Untitled, 2004, photo, 104 x 243 cm / video photos projection, 2021, duration 01:13
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Untitled, 2004, photo, inkject ¢ print, 105 x 242 cm
80
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without, 2022

video photos projection, 1994 - 2022
duration 10:09













Untitled, 2003, photo, lambda c print, 170 x 225 cm













without, 2022, installation view, 32 chairs, table 12 m, photo, 2003, lambda c print,
170 x 125 cm, video projection of photos, 1994-2022, duration 10:09
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Untitled, 2011, photo / without, 2022, video
photos projection,1994 - 2022, duration 10:09
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Untitled, 2018, photo / without, 2022, video photos projection, 1994 - 2022, duration 10:09
94



Untitled, 2015, photo / without, 2022, video photos projection,1994 - 2022, duration 10:09
95



Untitled, 2015, photo / without, 2022, video
photos projection, 1994 - 2022, duration 10:09
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without, 2022, installation view, 32 chairs, table 12 m, photo, 2003, lambda
¢ print,170 x 125 c¢m, video projection of photos, 1994-2022, duration 10:09

—



The parking, detail, 2001-2022, installation view, car, tripods,
two photos, inkjet c print, 225 x 150 cm and 250 x 225 cm
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The parking, 2001-2022, installation view, car, tripods, two photos,
inkjet ¢ print, 225.x 150 cm and 250 x 225 ¢m, variable dimension .







the parking

Untitled, 2003, photo, inkject c print, 225 x 150 cm
Untitled, 2003, photo, inkject ¢ print, 150 x 225 cm
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dwTtoypapioa

2022, Bivreo, didpkeia 10:18
Keipevo / agriynon / pwTtoypapies / oxEdia

Agv LTTGPXEI piar I0TOPICK
LTTGPXOLV IOTOPIEG, OOES O AVATIVOEG

YT &PYOLV 01 I0TOPIEG TNG EIKOVOG
ol 10TOpIEg TNG AON,

LTTEPXOLV Ol EIKOVEG

GyvwoTeg, atreiBapxes, aAnBIvES
LTTGPXOLV OI EIKOVEG TOL KUPIGIPYOU
LTTGPXOLV OI I0TOPIEG TWV
EYYOOTPIHLOWVY KOONYNTWY,

TWV ETIHEANTWV TNG 10TOPIOG

YI&p)ouv ol pAYEIPES TNG 1I0TOPIOLS,
yio KGBe AéEn Tou aAAoIdvETAl,
QPOAIPEITO, TIPOOTIBETAI KO PEVYEI
OTTWG N PVAHN, 0 £PWTAS, TO TPOYOUOI
Kol 1 yeovon

YIT&PXOLV Ol IGTOPIEG TWV EIKOVWV

Xwpig Adyiax

EIKOVEG O€ OTTOOTOON, O ETTAPN

HE TNV TTPAYHOTIKOTNTA, TNV
QVTIKEIPEVIKOTNTA, TNV EPTTEIPIT

TO OPIOPEVO KAl TO OOPIOTO,

TO Blwpévo Kal TO afiwTo, TO TIVEVHA KOl
TNV aiobnon, To oKipTNHQ, TO PAYIOHQ,
TO OTEPEO TO OIOVVOHO KOl TO EHOPAVOTO

Ytrépyouv, vrip&av, vripEape eIKOVES

Eik6veg yeyovaTa, e1KOVEG adIGPOpPES
EIKOVEG TTOU EQPUYOV

EIKOVEG OTOOEPES, KIVNTEG,

EIKOVEG 000V,

EOWTEPIKESG, DIAVONTIKEG EIKOVES
TIVEUPATIKEG, TUPAEG, EIKOVEG AOPOTES
EIKOVEG OTITIKEG, EIKOVEG OHOPPES
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EIKOVEG EVEPYES, EIKOVEG OUVOETES, OTTALG,
EIKOVEG ATTOKPLYNG,

EIKOVEG TNG ATTOKGALYPNG

EIKOVEG O1€YEPONG, EIKOVEG EATTIOOG
€LAOPIKEG EIKOVEG, TTOPAOTATIKEG EIKOVES
dlovyelg, eVKPIVEIG, BOAEG €IKOVEG
TIANYWHEVES, KAEPPEVES EIKOVEG VEKPEG

Eikéveg TNG YADOOOS, avTiypapa,

Popel§ 16edv, epyaleior avGALONG pE
KOIVOWVIOAOYIKG K TTONITIK& KPITAPIO
EIKOVEG TTOU HETOAOETOLY TOL HOPPOAOYIKK
{nTApaTa eIKGVES TTOL BETOLY CNTAHATO
EIKOVEG TTOU PHETOBETOLY OAX T
{nTApoTo

YrAp&ape CUANOYIKES EIKOVES
TNS TTAOKIG TOL XWPOUL KAl TOU XPOVOL
ixvn a1é LAIKG Cwi KAEIopEvol O ‘apyeia

Y1rjp&ope auBSpUNTN XEIPOVOPIT
N TTPOOEKTIKA KATOOKELN;
STIYMIOTUTIO | OKNVOBETNHEVN EIKOVQ;

H 1riotn aduvartier i duvapvel
TNV EIKOVQ;

H eptreipia dSiornpeiton koAb TEPO
HE TNV €IKOVQ;

Eikéva Trpéokaipn, eIkOva e0OpaLOTN

AipopoUpevo, afeBaidTnTa, avao@aAeio
N ayovia Tng avaliTnons,

0 £PNOLXOOHOG TNG TTOTN,

ol opiopoi Kai o1 oTTadof,

dev avapwTolvTal, dev avnouxovv

0 KOANITEXVNG QVOPWTIETA,

o0 apxidel Mo TeAelwdvel Eva €PYO ;

Méoo avBSppnTOS eival 0 TTOAEHOS ;
[Méoo avBdppnTO eivar dTav
PwTOYPOPICEIG TOV TTOAEHO;

[Méoo avBSppNTO Eival Vo TTEPIPEVEIS
TOV TTOAEPO VO TTEPIPEVEIG TO AIOVTEPI VO
PaGel TO EAGQPI;



M600 KOAGG GvOpwWTTOG givarl £KEVOG
IOV HIAGEI HEVO YI KOAG €pYQs,
KOAEG TEXVES, KOAOUG KOAMITEXVES
KaAOUG avOpadToug;

O GvBpwtTog TToUL {AAELE
OKOPO KOl TOV €AUTO TOL

OwTtoypagifovpe

pio apéva,

pio avéoa, pia kpavyn

Tnv ndovi

OTO TTPOOWTTA U0 EPAOTWV
TNV TEAELTAI TOUG TTVON

OwToypagifovpe

yloTi propolpe va o0pe

yori Sev £xoupe xpévo va dbolpe
yiori dev BAETTOLHE

OwTtoypagifovpe
TN OKEPN pOS

OwToypagifovpe
YIoTi EfpOOTE HOVOI

OwTtoypagifovpe
YIO V& OUVOVTOOUHE TOV GAAOV

OwToypagifovpe
yia va Yivoupe pdéyol

OwToypagifovpe

YIO V& evTAEOLHE TN PpwTOYPAPIT

o€ pia SoUAeId, T HOLAEIG paG O€ pIX
pwTOYpOPIT

OwToYpaPilOVPETN OIWTTH
TO K&VO, TO AVETTAVTEXO
OwTtoypagifovpe

TO adi&popo,

oQV HOUOIKH TOL TTAoiov,
TIPIV TNV OVOXWPNon

OwToypagifovpe

oav va ATV 1 TPWTN Qopd
KI N TEAELTAIO POTIR

DdwToypa@ifovpe TIg Siapopég
6,T1 Oev PaiveTal
YIOTi E[HOOTE CUYKEVTPWHEVOI

Ti dev pwTOYpOapilovpe;
O, 11 éxe1 eVOIOPEPOV

Byrjkope

ATTO TIG PWTOYPAPIEG
TEPTTATHOOHE

0’ &oTTpeg TTOPOAIES

K6vTpa oTov fAIo,

TOV 0EPQ,

ToULg IvdiGivoug Touv Eipnvikov

lNve TpuPEPOS

HE TO WS TWV GAAWV
AloTipnoe

TO PHOUPO OKOTGO!,

TO NUipws, TNV évraon,

TNV adlagopia, TNV oHop@IG
KOl TNV KoK TOLG

O1 evkGAvTTITOI TOPIGLOLY

HE TIG BeAVIOIEG;

Ta yep&via pe Ta TPIAVTAPUAAG;
H apxiTekTovik pe Tnv Troinon;
H opop@id pe Tig €16R0¢€IS;

AG OTPWOOLE

Tévw 01O TPATTECOPGVTNAO GO TO
XWHQ,

OG PUTEYPOLHE

AibaokoAia xwpig Gvean xpévou
XWPIG TNV avéykn va p&Beig Tov GAAO
va gival EAelBepOg eival XapEvog Xpovos

Meydha Sveipa

o0& KOANITEXVES VO EPTTVEVOEI
XpeIGleTan 0 dGoKaAOg

X1 pOSvo
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O1 TiTAoI LTTGOYOVTO,
ol TITAOI TTANY®WVOLV TA £pYQ,
TOULG TITAOUG TO €pYO.

O1 TiTAor1 XpeidlovTal,
Ta €pya dev XpeldlovTal TOUG TITAOLS

Y1rdpxer eAeVBepn S16a0KOAIK;
O BupGG YIyavTwvel T Epya

‘Evag ETpIvog ToiY0og

€VOG HETPOUL

dev eival pia erévduon ETpog
OEKO EKATOOTWV.

O1 eIk6veg

Ta BAéTTOLY BA

dnpiovpyoLV Tov dnpIoLPYS TOUS,
dev Tov Eexvouv.

BabdiCouv xahapd

TPEXOLV HE PLOUOS, YOpY&

Ol EIKOVEG Epuyav
TEPITTAQVIOVTAI OTOIBOYHEVES
OTIG OTTOBAKES TNG 10TOPIOG,
peTa@EpovTal oTov dpdpo,
HETOKIVOUVTOI OTOV ETTOHEVO,
K&OeTO, TTAPGAANAO, povedpopo

21N ywvia Tou dpdpov,

PWTEIVEG TIVOKIDES,

e€nyovv Tnv 10TOpICl TNG VUXTOG,

TNV I0TOPIO TNG EIKOVOG,

TNV I0TOPIa TOL KEVOU,

TNV I0TOPIO TWV OLPAVWY,

TNV 1I0TOPIO TWV OOE0TTOTWV GKUAWY
TNV 1I0TOPIa TWV TTAIdIHY TOL dPSHOU,
TWV YUOVOIK®V TOL OPSHOU,

TOL EPWTA TOL HPOHOL,

TWV PWTOYPGPWV TOL dPSHOU,

TWV PHOVTIKWY TOL OPGHOU,

TWV XYWOVOV dpSHoL

TWV BUPGTWY dpSpov,

TNV 1I0TOpIa TWV {NTIGVWY,

TWV GOTEYWV, TWV HETAVOOTWV
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‘OAwV TwV TTOAEPIOTOV

O1 mvakideg Twv dpSpwv
emmavaAapBévouy ovépaTa

GAwv SpSpwv,

dev yp&gouv Tnv ioTopia Tou Sikov Toug
dpdpouv

TOL TIPWTOL OTITION TOL HPSHOUL,

TOU TIPWTOL KATOIKOU,

TOL TIPWTOL KAEPTN,

TNG IO SHOPPNG KOTTEAOS.

Agv ypdipouv okpIfadg

TéTE ApYIoE 0 SpSpog,

ToTE TEAEIDVEI Evar €pYO, piar I0Topixr
TéTE 0 dPSHOG Epeive XwpPig €pya,
TTOTE OLVOEDNKE PE T VEKPOTOPEIT

Agv ypG@pouv KaBnNUEPIVG
TT010G YEVVHONKE, 010G TTEBAVE,
EPWTEVTNKE, EKAVE EPWOTA
Kol TréBave oTov dpdo,
OTOV XWHA&TIVO Spdpo,

TOV GVAVUHO Op6po,
PTIOYPEVO QTG VOOTOAYIES
PTIOYPEVO QTS GOPOATO,
oUPAVO KO XWHO
PTIOYPEVO a6 ayYEAOUS,
EPYATES KOl TTOVO.

dwToypa@ioca

OwToypdPIoa £va K&dpo Touv Havpov,
€va Kepl, pIax yuvaikeion KoTaida,
EKOATOVTAOEG KAOPOK

DOwTOoYPAPIoa TNV TTEPIPETPO
TV Bgpediny,

TNV TEPIPEPEI TOL dwHATIOL,
ThG 6paong

OAa Hepévar 0TOV XWDPO:

T GOTTPal GAOYQ, o1 EEPOAIBIEG,
ol BeAavidig

AV ATré T CUVVEPX TO TIAOICK
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KPEHOOHEV 1 KATOKOPLPOG

>10 6&1edo piar cuvéBpolon,
EKOTOVTAOEG TTOTHPIO, pict HaOpn KNADO

DOwTOYPAPIOA HIX OPXITEKTOVIKI] HE
d100TAOEIG AVOPWDTTOL TO PETPO

Ta LAIK& TNG Bapid, edagppid, diagpavi,
PTWXG AVTIKEIPEVQ,

E0Aa, oidepa, TTETPES

OwToYpd@Ioa TO KAEITIHO

NG £00XNS, HIOG YwViag,

NG €10660v, TNG ££660L pIa YevIds,
HIOG ETTOXAS OTO PWS,

Ta YKpigar TOOBAa

OwToypd@ioa

piax dpdon

oTo apxaio B€aTpo,

HIO KpaLYN

OTO EPYOOTAOIO APHATWV HAXNG
HIo OTTEPQ,

OTO EPYOOTACI0 YUOAIOD,

éva 6Goog

EOMVWV KOPPEVWV KOPH®V,

€va TTAB0G KPEPOOHEVO.

OwTOoYpA@PIoa HI TTAPTITOVPA
TOoL Mozart, évav xopd, évav KUKAO
avOpwdTTIVo, ToV Bprvo, pIa KNndeia,

€VOG VEKPOTAQEIOUL,
TIG GOTTPEG GyPOPES TTAGKES

OwToypdgioa £vav ToiXo dVo d€ka, eTri
TEVTE HETPO, KABIOPEVO TTAVWD
o€ €IKOOITEOOEPIG EVAIVEG KAPEKAES

OwToypa@Ioa TN VOXTO

PWTIOPEVN AT €va TPaivo
OwToypaPnOoa TNV WP TTOL TEBAVE
N HEPQ, TN PNTEPQ

OwToypd@ioa duo HIKPOUS,



TapdAAnAovg adié§odoug dpdpous.
p" aykaAiglouv €66 Kal £iKOTT XPOVIO

OwToypd@ioa Eva TTaidi
va Aéel 6ev BEAW va TTEBGVW

OwToYpaPIoa TOV aépa;, TIG HUPOLDIES,
TO pavpa oxEdIQ, Tov oo,
TNV adpaveIx

DOwTOYPAPIOT TO £PYO

TNG TEPITTAGVNONG

Tov Meipaid, Tn N&1oAn, Tnv Tookévn,

TIGg KUKAGDEG, TOV ap)aioA0oYIKG

XWpo TnS Pwpng, Tng ABRvag,

TNV 6mepa Tov MNepy, TOL APOTEPVTOY,

TOL X0 lNMéoMo, Tn MNaokSPn,

70 lNekivo, To Aovdivo, To BaTikavd,

TO BepoAivo, T Madpitn, Tnv TovAobdn

O B&vaTog eveg KOANITEXVN
onpaivel eriong,

611 dev opiel TTAEov TO €pyo TOU

"Evag KoANITEXVNS

eivon kI ekeivo Tou dev eivan To €pyo Tou.

I photographed

2022, video, duration 10:18
text / narration / photos / drawings

history is not one

there are as many histories as there are
breaths

there are histories of the image

histories of forgetting,

there are images

alien, disorderly, real

there are the images of the dominant
there are the ventriloquist’s images
Professors’ images, the curators of history

there are the cooks of history,

for every word

that deteriorates, is erased, redacted and
disappears

just like memory, love, song, and taste

there are the histories of images

without words

images at a distance, touching reality
objectivity, experience

the definite and the vague

the lived and the unlived, the spirit and the
senses,

the tremulous, the brittle, the stable

the fragile and the weak

there are, were, we were images

an image-event, an indifferent image
images that disappeared,

stable images, mobile ones,

screen images,

esoteric, cerebral images

spiritual, blind, invisible images
optical images, beautiful images
active images, complex images
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simple, negative, positive

images that conceal, images that reveal,
images that titillate, hopeful images
worshipful images, graphic images
limpid, sharp, blurry images

wounded, stolen, dead images

Images of the tongue, duplicates, conveyors
of ideas,

tools of sociological and political analysis
Images that defy form

Images the address issues, images that con-
vey all issues

we were images of the collective

products of the plots of place and time
traces of the material of life, under lock and
key in the archive.

were we a spontaneous gesture or a deliber-
ate construction?
snapshot or staged photograph?

Does faith weaken or strengthen the image?
Is experience better preserved in the image?

a transitory image, a fragile image
evasive, uncertain, insecure

the agony of seeking,
the complacency of faith
definitions and their adherents

they do not wonder / they do not worry
the artist wonders:

where does a work of art begin,

where does it end?

how spontaneous is war?

how spontaneous is the act

of photographing war?

how spontaneous is it to expect war

to lie in wait for the lion to devour the deer?
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how fine are the people who speak only of
fine works of art,

fine arts, fine artists, fine people?

The people who envy even themselves.

We take photographs

an arena
a breath, a shriek

pleasure

etched on the faces of two lovers
their last breath

We take photographs

because we can see

because we don’t have time to see
because we don’t look

We take photographs
of our thoughts

We take photographs
because we are alone

We take photographs
to encounter the Other
We take photographs
to practice magic

We take photographs

to integrate photography

into what we’re doing

what we're doing into a photograph

We take photographs
of silence
voids, the unexpected

We take photographs

of the mundane

like a ship’s music
before it sets sail

We take photographs

as if it were the first time
and our last glance

120

We take photographs of what is different
of what can’t be seen
because we are concentrating

What don’t we photograph?
anything interesting

We emerged

from photographs
walked

over white beaches
against the sun

the wind

the Indians of the Pacific

Show tenderness

to the light of others
preserve

the deep darkness

the half-light, the tension
Indifference, beauty

and their malice

Do eucalyptus trees belong next to oaks?
Geraniums next to roses?

Architecture next to poetry?

Beauty next to the news?

Let us spread
all the dirt over the tablecloth
let us plant

Teaching without the leisure of time
without the imperative to teach
how one can be free

is a waste of time

Dreams big enough

to inspire artists

are what a teacher needs
not envy

Titles make a promise

titles hurt works of art

and works of art, their titles.
Titles are necessary,



but works of art do not need titles
Is there such a thing as free instruction?
Anger turns works of art into giants.

A stone wall

one meter thick

is not

a ten-centimeter layer of stone siding
Images

see everything

they create their creators; they do not
forget them; they stroll languidly, run at

a fast pace; images leave, drift here and
there, pile up in history’s storerooms; they
take to the streets; they move over to the
parallel one-way street; at street corners,
illuminated billboards explain the history
of the night, the history of the image.

the history of the void, the history of the
sky, the history of stray dogs

the history of street-children, of women of
the street, of street love.

of photographers of the street, street musi-
cians, street races, casualties of the street;

the history of beggars, homeless, migrants,
everyone under the sun.

Warriors. street signs repeat other streets’
names.

they do not describe the history of their
own street, the first house on the street
the first resident; the first thief; the most
beautiful young woman; they do not de-
scribe:

when exactly the street started, when a
work, a history ends;

when the street:

was left without works of art; became
linked to cemeteries

They do not describe on a daily basis who
is born, who died, who fell in love, who
made love;

who died on the street, a dirt road, an
anonymous road shaped by nostalgia,
made out of asphalt, sky and dirt; made by
angels, laborers, pain.

| took a photograph

| took a photograph of a black painting,
a candle, a woman’s braid, hundreds of
paintings

| photographed the foundations’
circumference

the circumference of the room, of sight
all connected in space: white horses, arid
stone walls, oak trees

over the clouds, ships

suspended or upright

On the ground, an assemblage: hundreds
of glasses, a black blob

| photographed architecture made to the
measure of human dimensions.

Its materials sturdy, light, transparent,

a poverty of objects

wood, steel, stone

| photographed the closing of an alcove,

a corner, the entrance

and exit of an entire generation, an entire
era in the light, the grey bricks

| photographed an act in an ancient the-
atre, a shriek in an arms factory,

an opera; in a glass factory, a forest

of fragmented wooden bodies, a suspend-
ed mass.

| photographed a Mozart score, a dance, a
human circle,
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the act of mourning, a funeral, the blank
white stones in a cemetery

| photographed a wall, two ten by five me-
ters in dimension,
sitting on twenty-four wooden chairs

I photographed the night illuminated by a
train

I photographed the moment when the day
died, a mother

| photographed two small parallel dead end
streets

that have been holding me in their arms for
over twenty years now

I photographed a child saying | don’t want
to die

I photographed the wind, smells
dark plans, fear, idleness

| photographed the art of the flaneur
Piraeus, Naples, Tuscany, the Cyclades,
the archaeological spaces of Rome

and Athens, the Perm Opera, Amsterdam’s
Sao Paolo’s, Glasgow’s, Peking’s.

London, the Vatican, Berlin, Madrid, Tou-
louse.

The death of an artist also means
that he no longer defines his work

an artist
is also what his work isn’t
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Baboussis’ plans for the garden, 2011
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MINAKAT DYTOMN

NEPIOXH MEPTHOAA - KYAIKEID

IYNOAD YTON 53 TEM.
IVITADA 1 IVITADA 2 IVITADA 3
KYTIARIET] BOPRMID [row o ¥ ]
TRHOLANT A BIBOWFMO [ XI0M., ) MOPEVEILA

ETKAMDMIA MNAMA SEYTINA Eﬁi
IYITAAA 4 IVEITALA S EYITALL &
KYTIAPILI] KYTLAP|EE| DOPMID
KEITPO K CPEHEA YPTIA
TIINTOMIA MPOWYT AR LAONLA
IVITAAA 7 IVITADA B IVITADA 9
(e lod % (%] KYTUAP I EE| EYTIAPIEE]
KOYRAAF LA MANTINA BBOYPHNO [ XIOM. )
SOECHMALS KDPHD_I MTAEANI A
IVITAAN 10 IVITAAA 11 IVITAAA 12
DOPMID KNTLAPIEEI DOFMD
BEPOMN| KH NMARNSIE EOUYT Ay BIBOPNO [ KHOM. )
ENEIFa1A EXKANDNIA MANA AEYTELA
IVITAAA 13 IVITAAA 14 IVITAAA 15
EOP MO KYTIAPIEX| EYTIAPIEE]
DOPIVOLA KEXTPO KOYDEA
INTIIOE TE_IHI'ﬂH_M I'IEIWI'JH“
NINAKAZ YTON
NEPIOXH EPTAITH OrPADIAS | XOPOE MINAKAL SYTON
PN PO G l MEFIOXH EFTAITHPIO FAYTITIKHE
TYNOAO QYTOIN 36 TEM. MNOPNTOYPA 150 TEM, TYNOAD OYTON 90 TEM.
MAPTEPI1[ 12 TEM ) MAPTEPI 2 [ 12 TEM ) A ETACHE TN TEMAXLA
KYTAPITII KYTAPITI 1 KITIAPIER 19
2 TONT L NAKA hli]
TOTIA NANA TOVTIA NANA - OO0 =
DOPMIC| 2 TEM. | GOPMIO (2 TEM. | 1 DOPTREA 5
EZKANDNLA NANA KOYIDEA 5 NANTINA 5
KETTFO MYPTIA : m‘;‘"’ﬂﬁm i
MYPTIA NANTINA T | ATENKHNANA g
DOPIYOIA WLADNIA s NOVEA 3
THINTOMIA KOYMAARLA, 1 ETEAADNIA KANA &
i omor | [ ] mou |
AATKEITPEMIA BIBOYPNO [ XION. ) 5 T -
BIBOYPHO | XION, ) ADACNALY 14 BOAMMAIA g
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The Kea project, 2000 - 2022, planting and passing on
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Mop&AAnAor AafBupivool
OULYKpOUVOVTQI O€ HIo BepGvTa

pE 252 poipeg BEa

TN Aipvn Tou Aryaiov

aTrévavTi 600 PWTA dPSHOL
TUPADVOLY TO OKOTADI

o opiCovTag otnpidel TNV I0OPPOTTIC
YEPVOULV Ol EPHOVEG, TO OVEIPO
OTEKOHOOTE O€ ATTOTOHN TIAGYIG

YtrApxe éva oupoéAaio

vl BAETTO TV KOPYPOTNTA

OAAG VoL NV TG ETTITPETTW
TN OLVAVTNON HE TO XOpPTI

O XWpog adIapdpPmwTOg
QVOTTVEEI OKOPO

YOpw atré éva EEvo owpa

TNV GPXITEKTOVIKA HEG TO XWHO

Tou agaipovv Tov Bpéyo

TNV Gypia PAGoTnON

n epippagn, N diapdppwon

ol dpdépol TTpéoXNHa, N avTIoTAPIEN
TOL gpYOAGBou oTrpI&n

Ti pével a1ré TO péEAAoV;

N Bpoxn, o agpag

avToi ol Bpdyol

T GAAO KOTEOTPEPOV
6Ao1 padi o1 Trponyovpevol

Parallel labyrinths

run into one another on a terrace

with a 252 degree view

of the Aegean lake

two streetlights across the way
blindfold the darkness

the skyline holds up the balance

the dreams are titled by our obsessions

we are standing on steep slope

There was a contract

To see the elegance

but not to allow

the meeting with the paper

The area unshaped

is still breathing
around a strange body
architecture in the dust

It is deprived of the rock
the wild flora

the enclosure, development
pretext roads, scaffolding
the contractor’s support

What's left of the future?

The rain, the wind

These rocks

The others destroyed

All together the previous ones
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Untitled, 2000, photos / Beyond city line, 2022, video photos projection, duration 12:02
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Salvation Hospital, 2019, photo, inkjet c print, 225 x 150 cm






Exhibition view, Salvation, Hospital 2019, photo, inkjet ¢ print, 225 x 150 cm
Volterra, 1973 - 1975, photos, 120 x 83, cm each, exhibition view —
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« Volterra, 1973, color photo

Volterra, 1975, installation view, variable dimensions
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Volterra, 1975, drawings, photos, montage
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O knjmrog

AVOOPOHIKO-TTIPOOTITIKY €KOEON
ToL MavwAn Mmapmovon
AvwTaTn ZXoAR KoAwv Texvav

EmpeAiTpia: Barbara Polla

«Mpémrer va kaveig, yio va (Aoelg
Oé\w va {ow. ‘Exw oG var Kéivaon
MavwAng Mmautodong

O MavdAng MTraptrovong eivar £vog
GvOpwTTog TG Avayévvnong : eivai
OPXITEKTOVOS, EIVOI PWTOYPAPOS
KO- TTPWTOTTOPOg 0T S1dookaAiar Tng
pwToypogiag otnv EAAGSa. “Evag
OIXHNPOS KPITIKOS TNG KATOVOAWTIKAG
KOIVWVIOG. Xuvappoloyel AIKG

Kol X@Pous, dnpiovpyel oxEdIa Ko
EYKATAOTAOEIG, €ival £Vag TTOINTHS KAl
évag «knovpdey. Eivan 6Aa auTd ka
TIEPICOOTEP PE ATTOTEAEGHA VO NV
OUHPETEXEI ATTOKAEIOTIKG OE OTTOIOVOTIOTE
KOKAO.

AVOKGALYE TN PWTOYPOPIG OTO POITNTIKG
ToUL dwpdaTIo 0T MAWpevTia KON pEOa O
OUTOV TOV EAGXIOTO XWPO, TNV KKAHEPOH
(Trov onpaiver emiong dwpdTio

oTa ITOAIKG ) Eepe GAov TOV KGOHO 0T
XEpPIO TOU.

21n OAwpevtia LTTAPEE pOONTAS TOL
Adolfo Natalini Tng opddag Superstudio.
‘E¢noe o6 Yoo TNV EPTTEIPIT TNG
pICOOTIOOTIKAG OPXITEKTOVIKAG KO TNG
a1rodopNons. ApyoTepa yiveTal €vag
EVOEPPOS YVWOTNG TNG OPXITEKTOVIKIS
Kal évag e€ioov mMOTOg TNG duvaTdTNTOG
/ TNG AVOYKaIGTNTOG, TNG ArodGUNonNg.
AmodopfoTe Yo var {OETE.
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duTevpa Ko peTdfaon

O «k}1mogy»; AMG Yo TToIGV KHTTO

HIAGpE; Oa PTTOPOUOoE VA £ival O K{TTOG
TOU TraTPIKOV OTMITION TOU MaVWAN
Mtraptrovon otnv ABrjva; O T6TT0G TwV
TMPWOTWV TOL TAIXVISIHOV AVAPECH OTA
dévTpa Kail TIG TPIGVTAPUAAIES ; 'H piTTg
o1 krjtrol TG MAwpevTiag, GTTOL 0 VEAPSS
Mmraptrovong Tjye va ommovddoel oThv
NAIKIOt TV OEKAOKT® ETWV, OI KATTOI TNG
Villa Vespucci é1rov €¢nog, rj ol kfjtrol

Tou Boboli, Tou MaAaTiot Twv Mebikwv;
MATTwG eivar o1 KATTOoI TV EAANVIKWOV
vnoidv, [ NG Kéag é1mou uTee 6€vTpa;

‘OMoi avTol o1 ko1 BE€Paia. AAAG 0TV
TPAYHATIKETNTA, O TITAOG TNG €kOEONG
QVa@EPETAI, TTAVW OTT6 OAQ, OTOV KATTO
NG AV TAETNG ZX0ARG KoAV Texvadv Tng
ABjvag, oTov Babud ouv Tov epIAapBavel
oTnv idia TV €kBeom. MpdypaT, 0
MaviAng Mtraptrovong, o otroiog uTrpée
6x1 pévo 16pu TG Tou EpyaaTnpiov
DdwToypagiog Tng ZxoAfs (1999),

0 TTPWTOG KABNYNTAS PWTOYPOPIOG

Ko ovTITTPOTAVNG TNG ZXOANG, GAAG KOt
0IKOAGYOG OTNV KOPOI& Kol 0TV TTPAEN,
Tpayparotoinoe To 2011 T peETATPOTTA
TOU TTAPKIVYK TNG OXOARG O€ KTTO.

O Mtraptrovong wg avTITTpUTavVNG

KOl apXITEKTOVOG KOTG Tr) OIGPKEIX TNG
mpuTaveiog Tou Napyov XapPohid

TAPQ& TIG AVTIPPAOEIS TWV TOTE XPNOTWV
TOU XWPOUL OTAEOpELONG, oXedinoe TOV
K10, 0pYAvWOoe 0 510G TN pUTELON KAl
eméPAee To 6A0 eyxeipnpa, XwpI§ v
gyKaToAeipel fj va avafdAel Tnv vAotroinon
TOU. X€ KAOE TEPITTTWON 0 KATTOG LTTAPXEI
WG pIa 600N TTPACIVOU Kol (PPEOKEOAS TTOV
Twpa diekdikovv 6001 avTidpovoav: «H



16€ar Hag, 0 KATTOG POGH.

‘Evag ki1rog 1ou dev eivan oUTe BoTaVIKGS
OUTE YEWHETPIKOS, EYIVE IOt OPXITEKTOVIKN
TTOU OUVTOHO BAPTNKE KATW OTTO

HEPIKES EKOTOVTEOEG EAANVIKG PUTE Kall
TpIavVTAPUAAG. Mia wdr oTnv Gypia uvon,
n otroia yvawpiCel T600 KOAG TTwg ptropel
va avorTTuxBel av TnG dobel n eAevBepiar
v TO KQvel. Ko évar povoTraTi KETw atrd
pia TTEPYKOAQ 00nYei o€ €va {wypapIoPEVO
EOAIVO OITAKI, TOV «VOIG» TOL KATTOU.

O kATT0G €ival piar avekTiUNTnN oLPBOAR
oTn {wrj Tou OXOoAElOL, P TTOADTIHN
KAnpovopi& Tou 0 KOAAITEXVNG Gipnoe oTn
0X0Af Tov. ‘ETOl, T apXITEKTOVIKG OXEDIQY,
Ol KOATGAOYOI TWV SEVTPWV TTOV

e PUTEPEI 0 MTTOPTTOVONS, O GPETPNTES
€IKGVEG AUTOU TOU OXEOOV TTAPOOEITEVIOU
KATTOL Bt TTAPOLOIAOTOVV OTNV €KBEDN,

n otroia, HETAED GAAWY, APIEPWVETAI OE
QUTH TN HOVAOIKY dNHIOLPYIKY XEIPOVOpiaL.
O kftog PBpiokeTon péoa oTnv €kBeoN.

Oa eTIOKePTOVHE EAVA TO TTAPKIVYK WG
KOTGAOITTO TOL TTAPEABOVTOG. TEAIKG

€6 0 KATTOG EIOBAAAEI OTOV XWPO KAl
emikpaTel. O1 EMOKETTEG B PTTOPOUV VO
TEPTTATHOOLY TOOO GTOV (TTPOYHATIKO»
KATTO 600 KAl OTNV OVOTTOPAOTACH TOV,
B0 TTOPOUV VO OVEIPELTOVV OTO HAYIKO
omITAKI TIG OIGAEEEIG TTOL €0Ive TOTE O
dGokahog 0TIG 0TToleg AVEALE AETITOPEPWG
TQ €Y 0V VO YVOPIZE TTPOOWTTIKG TOLG
dnpiovpyoug Toug, amd Tov Baudelaire

kan Tov Nadar, o1ré TIg TpadTEG avant-
gardes Tng dekaeTiog Tov 1920, a6 TOV
Man Ray ka1 Toug coupeaNioTEG, GAOUG
TOUG eeLPETES, amrd Tov Walker Evans,
William Eggleston, Hiroshi Sugimoto, Graig
Horsfield, Susanne Lafont, John Coplands
kan Jeff Wall, Louise Lawler kan Sophie Calle

Kol TGOOUG GAAOUG.

O Mmoptrodong TP&yHATI OIOKATEXETA
o6 TO 610 TT&O0G YIa TNV I0TOPIX TNG
PWTOYPOPIAG, TNV APXITEKTOVIKH KOl TX
PUTA.

Mia ék@gon-avakaivpn

O MavwAng Mtraptrovong eivan évoag
GvOpWTTOG TOL TTAPGVTOG, TTOL OPULEl
omé TNV EMBOLPIO VO KAVEL, VO
onpiovpyrioel kai va ekB€oel. EvioTe
YEPATOG OpYH] OTOV £PXETOI OVTIHETWITTOS
HE TO OPIC KO TOL TEFYN TTOL OTEKOVTO
gUTTéd10 0N dnUIoLPYIKGTNTG TOUL,
YEHATOG OTT6 pI 0pOdPN £TTIOLHIO
va avodei€el TG TepIBaANOVTIKES

KOl KOIVWVIKEG KATAOTPOPES, VO TIG
OVOTTOPOOTATEI, KOI VOl ETTEEEPYOOOET
pIa OKEPN YOPw OTT6 TO KEVO.

Me Tnv €i00d0 0TV TTPWTN, pEYEAN
aiBovoa TNG AvwTaTng X)0ARG KoAwv
Texvav, 0 KOANITEXVNG, AVOYVWPIOHEVOS
WS PWTOYPAPOS, apxICel va oTTOOOpEl

0 610G ToV pvBo ToL: €6, dev LTTAPXEI
pwToypapia, aA& oxEdIa, HeyGAa 6TTwg
0 XWPOG dnpIovpyHRONKaV YIo QUTHV

TNV €kBEOT, YIO QUTGV TOV XWPO TNG
YxoAs. H dioTaon Toug ivar avéioyn
NG S1G0TAONG TWV PUAWV XAPTIWV

IOV XPNOIHOTIOIEN - 1] OIKOVOHIO TWV
HEOWV EVOWUATWVETAI TITAVTA GG TOV
KOANITEXVI WG OLOTATIKG OTOIXEIO TOV
€pyou - eivan oX€d1a TTOL AVTOAVAKAOVY
TNV eAeVOePN Ko dopNUEVN, TNV I0XLPA
XEIPOVOIT, TOL AVOPWTTOL TTOL OXeOIGLE!
pE XovTpG AOOTTAOTEN, HUOTNPIWOEIG
TPOPAVAG OKATOIKNTES DOPES.

MpdkerTan yia Epya evOg apXITEKTOVO TTOU
av Kal amTeATTIOPEVOG OWCETOI AT TNV
OTTEATTIOIO OTO TO POVTAOTIKG TOEdI KONl
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TNV EIPWVEIX TOV.

Agv vTTGpYEl TTOVOG £6(: 0 KOANITEXVNG
dlamoTvel (6T1) dev ovdel. O1 Ypoppés
ToU AadOTTAOTEN BUHICOLV TIG KOONHEPIVES
OUYKPOUOEIG QVEPETO 0T OKEWPI TOL KOl
TNV TpaypaTikGTTO. Eivar padi dopég

Kol 1I6€€G, YPOHPES UYAS Kail Opla, ivai N
oG kai N €600666 TN, €ival TTOAEHIKES
HNXOVEG KOl VEKPOTO@EID. XXETIKG PE TO
TPSoPaTa OXEDIG TOU, O KOANITEXVNG
Aéel: «AuTé TO OXEDIO Elval TO OKITOOL
€VOG TTOAIOAIBIKOU OPXITEKTOVA, TTUPHVES
1I0eIV, POEG EVEPYEIDG, HI KPAULYH.
AVTITIPOOWTTEVOLY XWPOLG GLUVUTTAPENS,
eAeLOEPIOG KOl EYKAEIOPOU». ZTHV
TPAYHATIKOTNTA, SPWS, TO OXEDIA QLT
dev eivan kaBGAov okiToa.

Eivon €€ oAokAripou pvnpeiddn €pya Ta
OTToI0N EUTTAEKOVY TOOO TO TWHOTO TV
BeaTWV 600 KOl EKEVO TOL KOAAITEXVI.
EptrAékouv To oW XwpIg var TO
KOTAKAOLOUV, €TTEIBN O KATAKEPHATIOHOS
TWV XAPTIWOV - OTTWG 0 KATOKEPHATIOHOS
Twv TOVBAWV - KaBIOTG TO PEYeBOg
oAV TA TTPOCITS, EAEYXOHEVO, OIKEID TOOO
O0TO OWPO 600 Kal 0TO BAEppa. YTTapXel O
a€pag Tov Trepvael €8, HEoa aTré TO KV
TWV XWPWV

Ta pey&ha ox€dia Tov MTTopTovoN
BupiCouv Tnv €kBean XXL - Le dessin en
grand' 1oL TTaPoLOIGOTNKE TO 2021 OTO
Movaeio Jenisch otnv EABeTia, n otroia
LTTOYPOHICEl TO YeYOVOG OTI TO OXESIO
dev €xel peivel oTo TTEPIBAIPIO TNG TAONG
MPOG TO peYGAo péyeBog Tou diaTpExel

TN ovyxpovn Téxvn. EykatoAeimovrog Tnv
ETMKPATEIX TOU OIKEIOL, TO OXEDI0 YiveTa
(POPENIG EPTTEIPICIV KOl OUXVA TTPOOEYYICEl,
OTTWG OTNV TEPITTWOTN TWV OXEdIWV TOL
Mtraptrovon, Tn {wypoagiky. H kpoavyn yia
GAAN pia @opd : Ta XEOI TOL KOANITEXVN
pwvalouy, To B0 Kol 0 TToINTHAS.

"H pATrws, PéAver;

MavwAng Mmrapmovong, momnTHg

O MavadAng Mtraptrodong eivar évag
TOPAYWYIKES, av Kol EAGXIOTA YVWOTAG,
TOINTAS: TO KTOG?, ival piat oLUAAOYA
TOINHATWY (OTA EAANVIKG KOl OTO!
OYYAIKG) Ko GAA@V KEIPEVV - TPeIG GAAEG
TMPOOPOATEG OUANOYEG OVAOEIKVUOLV HIOK
eAeVBepN, pLBpIKA TTONITIKA Troinon?. Ta
ToIfHaTa TOL MTTapTTOVON aTrayYeAPEVDL
pe Tn O1kr) Tou Pwvr| eivar kaTe§oxv
«poélitiques » oin AITIKG. MepIkEg

POpEG, OTTWG 0TO £pxeTar 1) TExvn (2020),
dlakérTovTan o T povoikn Tou Joachim
Latarjet!, ouVOETN KOI TPOPTIOVIOTQ, O
0T1T0i0g oLVOOELEI £TTIONG TNV TTPOBOAN
PWTOYPOPINV APIEPWHEVWV OTO QYO
TWV HoONTWV TOL MTTOPTTOVAT, TTOUL
TAPOVOIGLOVTAl GTOV NUIWOPOPO Hadl He
TNV TEKPNPIwaon Tng dpaoTnPIGTNTOG TOL
gpyooTnpiov Tou.

H troinon Tov Mmraptrooon eivon évtova
mopovoa otn {wr, oTa £PYa TOL KAl
oTnV €KBEOT, OTTOU EIOYXWPEN TTAVTOU.
H otrTikr] Tou Troinon TapovoidleTa
Bavpdoia oto Pivreo Metdivrag (2011):
éva OKGPOG pHoIGEel var eTTITTAEEI OTOV

1. https://museejenisch.ch/api/site/assets/files/1209/2021_09_dossier_de_presse xxl_fr vf compresse.pdf
2. Manolis Baboussis, Beyond Planning, lleana Tounta Contemporary art center,
3. Manolis Baboussis, To aA@dfinTo g kpiong, ekdooeis futura, 2016,

Manolis Baboussis, extog, ekb6oeig futura, 2016,

Manolis Baboussis, Bpébnke to peAdov, ekddéoeig XpiAn, 2019,
4. https://www.cie-dca.com/fr/les-collaborateurs/joachim-latarjet
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ovpavd, diaoxiCovTag apy& Tov XWpo
NG opiXANG Kol TWV OOVWEPWV, OE HIX
€TTAVAANYPN, avoiyovTag To SpOHo 0T
POVIHN ovelpoTTéAnon 60wy, 6TTwWS O
KOAITEXVNS, (ouv TTEvw amré BAa 0T
OIWTT] TOL EAVTOV TOUG - PIX CIWTTH TTOU,
pe 1o [NeTddvTag EpYeTan O€ QvTiBEDT pE
TNV €KTOOT TOL TTPOPOPIKOUV 1] YPATITOD
AGyou.

2710 6ATEdO, AVAPEOE OTNV TTPWTN KOl T
devTepn aibovoa, Eekivael Eva roinpa: va
kaBodnyel Tar BApaTE pog:

O w (2022), éva npiTeAéG Troinpa

-0 KOAAITEXVNG BEAEI TTPOPOVADS
TEPIOTOTEPOQ....

X' évor &GAo dnpoaievpévo Troinpa Tou,
dlapader kaveig:

«Bp€Bnke To HEAoV,
TO TTOPEABSY, TO TTAPGV
XWPI§ egéva dev LTTEPYOLV

Evopéva owpata, TOTo avaoKoppévo
oTnV opixAn

Gyyi§av Tov 1I6pdTa TOUG

pGCEPa TIPOOEKTIKG PEG NOOVHG Kal
oywviog

ABEPaio To péAov»
ABépaio, nuiTedég ko TTapaioyo

HuiTeAég, 6Twg o1 avapTnHEVES EIKOVES
KOTOIOKEVWV OTOV TOIYO TNG 6e0TEPNG
aiBoLOOG: PHEYRAES PWTOYPOPIES HIOG

o1ré TIG 0 avoIXTES TANYES TNG EAAGSaG.
TpaOpoaTo o1rd PTrETOV. 10 GUYKEKPIPEVA,
TOIPEVTEVIEG KOAWVEG, HEAAOVTIKOT NUITEAEIG

TOIYOI TTOL AVOYEIPOVTaIl 0TV UTTAIOPO,
oTa vnoid, avtov. O aTéxog eival voa
HTTOPEI KAVEIG VO IOXUPIOTEN OTI €XEI

XTIOEI, akSpn Kal av auTo onpaiver 61 dev
TPOKEITAI VO OAOKANPWTEI TNV KATAOKELH
Tou N va {joel o€ auTrv. ATT6 TN oTIyHA
OpWS TTOL TOTTOBETEITAI 1) OPOPH, TO KTIPIO
TTPOOTATEVETAI KOI TO KPATOG ETTIKUPWVEI
Tnv Oopén Tou.

H oc1o6nTIKA €ivon dpoyn.

H mpoypaTikéTNTO €ival apeiAikTn:
OUTEG Ol KATOIOKEVES eival OKeAETOT TTPIV
vmépéel n odpka (Squelettes, 2000-2010).
Mévn atropével n Birpoufiavr luvaika
TOL MTTOPTIOUOT), I YUHVH] YUVOIKO TTOU
OTEKETAI AVATTOO0 PE TO OAWHA TNG VO
eEOOKEITON OTN YIGYKQ, €V QVOHOVI] £VOG
VOHHOTOG TTOL B £pXOTaV a6 GAAOD
OAAG OTNV TIPOYHOTIKOTNTO OV B £pOel
TOTE YTl £€dd 0 TTOpaAoyIoUSS giva
BooiAids.

O mapodoyiopds; O TaparoyIopés Twv
KOALPBNTIK®V deEapevav (TToiveg) Tou
ToMatrAaoiGlovTal o€ AUTAY TN XWDPC,

n omoia woT600 AoVLETAI OTTS TIG IO
Spop@es BAAaooes. KoIta&te YnAd ko

B delTe pIar AVEOTPOPHEV TTIOIVO VO 00G
Kopoidevel aré TNV opo@r Tng aibovoag
oav éva YEAOIO LTTOKATAOTOTO TOU
TOPAOEIOOL - AeG KO VT 1) GXPNOTH Kot
BAaBepr| ToAvTEAEI TG TTOPABAAGOOIOG
moivag Ba e kKETTOIO TOAVOTNTA VO
QVTOYWVIOTEN TO TIPOYOVIKS YOAGLI0 TOU
Aryaiov. AANG au TG Ta NUITEAR KTipIOK,
EepoGAAovy TP TTévw oTd TN
BdAacoa Kal (0wg akSpn Kal To Aryaio ou
vTroPoBpIdeTO, VO XTTOXPWHATIOTEN KOl VOX
TTOPOAHOPPWOE BavaTnPopa.

MoapdAoyn kar &AL, cAAG eTTiong
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ouToTIky, N Baboucity i MvnpeIGTIOAIG *pe
6Aa Ta TBAVE Kal POVTAOTIKG HOUOEiT
NS, a1mé T0 Movaoeio Tng KaraoTpogprig
péxpl To Mouvoeio Tng MiAododiag, amé

TO Movoeio Tng MeTpIOTNTOG PEXPI TO
Movoeio Tov ZTepe0TOTTWY, OTTO TO
Movaoeio Tng Epnpotroinong péxpi To
EMnviké EBviké Mouoeio Tawv ApxaloTTwy
o €xouv KAatrel a1rd TV EvpdyT™M),
aKOpa kal To Movoegio Twv Movoeiwv. “Eva
Mouvoeio ZkeAeTWV eTTiONG;

Kai wg afféBaiog aményog Twv
2KeAEeTAWV TOL, 0 APXITEKTOVOG MaVWANG
Mtraptrodong Tapovaiddel TePITou £ikool
YAUTITG - OpXITEKTOVIKEG HOKETES (2021-
2022), a1ré kKLBS6AIBouS, Ta1pEVTOAIBOUVG
ko péToAo, E0Ao kan BifAia, oav éva
aryvidl lego pe dmreipeg dSuvardTnreg,
€vat TTaryvidl oLYKPOVOEWV PETOED
OPXITEKTOVIKAG Kal pUong. Mia GAAN
pop@r Tou Baboucity. Ta UAIKG TTOU
XPNOIHOTIOI00VTAl, GAC YVWOTE OTOV
KOAMITEXVI, QVTITIPOOWTTEDOLY TH PUON
KO TOV TTONITIONG: 0 MTTaptolong
OKNVOBETEI TN HOVIPN GUYKPOULOT) TTOU
ovvexiCel va dladpapaTiCeTal peTagDd
TOL OKUPOOEPATOG KOl TOL VA0V,
QVATTAPIOTWOVTOG TNV TTEAN HETAED TwV
TOIHEVTEVIOV TOUPAWV KOI TwV KAXOIQY,
oUppoAa Tov dEvTpou TTov, av Kal
(PUAOIKIOHEVO OTO OKUPOOEHX!, TTOPOHEVEL
TO I0XUPOTEPO.

Mépa Spws até 1o 10xVPS CUHPOAIKS
TEPIEXOHEVO GUTWV TWV YAVTITGV,
HOPTLPOVV ETTIONG, KAI [0WG TTAVW OTT
OAQ;, Tn Yvadon Kal Tr OTevH 0X€0n Tov
OPXITEKTOVO-KOANITEXVI HE TOV XWDPO:
OAa eivan aKkpIPwS owoTd, aTn B€0N
TOUG, Ol ICOPPOTIIES EIVAI TTAIYVIWOEIS, O

5. https://vimeo.com/170430094
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aviooppoTrieg amréALTA eEAeYXOpeveS. Eiva
HOPYES TTOV EKTTEPTTOLV HIGE HOUOIKOTN T
TTOPOHOIN HE EKEIVN TNG TTOINONG TOL
MTraptrooon.

«XvvexiCw va mailw, oav Taidiy, Aéel o
KOAAITEXVNG.«O1 apXITEKTOVEG TTOL XTiICOLV
dev propolv va TTapapeivouy TTaIdIG.
QOOVTAG TO TTAIXVIdI PEXPI TO ONpEIO TOL
OUTOONPKAOHOU, OTO OTT0i0 dlaTpéTel 600
KOl OTNV KPITIKI) TOU KOOHOUL, XPNOIHOTTOIET
TOUG 8IKOUG TOU KATOAGYOUS YIO VOX
vTroaTNPIEEl OPIoUEVA OTTG T YAUTITG TOU.
To xapTi Twv KATOAGYWV BplokeTal HITTA
0€ QUTO HIOG OEIPAG «OpopPwV PiIfAiwvy
KAQOIKIG apXITEKTOVIKIS, XOPOU, KO
OIVOTOIOG, KO TO XOPTI, TTOU TTPOEPXETA
o1r6 TO SEVTPO, ETTIOTPEPETAI £TOI pE Evav
OULHPOAIKG TPSTTO O€ AUTE.

dwToypagifovrag Tov Xwpo,
OKEMTOPEVOGS TO KEVO

O MavadAng MTroaptrodong, aTé Ta TPWTA
ToL BripaTa LTPEE PWTOYPGPOG TETO
TOU XWPOL 600 Kal Tng dpdong. MpoTipé
HIO pTOYPO@ia TTOU PeTOdIOEI TNV
TTOPOVTIX - } TN OKEYPN TNG TTAPOLOIGG

- PEOW TNG TTAPOLTIGIONG KEVWV XWPWV,
OAAG KOl PIOE P TOYPOIOr OVTIANTITH

WG EPYOAEID YIO TNV KOTOYPOPH|
0T1TroI0VOATTOTE £idOLG dpdiong.

H oxé€yn yia To Kevo eivar pio oo Tig
HEYGAES PrAodoEieg ToL KOANITEXVN: TO
OKETITETOI KO TO TIPOCPEPEI OTOUG BEQTES
VO TO OKEPTOUV ETTIONG.~

Y& KGOt TTEPIMTTWOT, 01 Afyol GvOpwTTOI
OTI§ PWTOYPUPIEG TOU OTEKOVTOI YEVIKK
OTOV XWPO WG OYGAHATA 1 G SIKAOTES.
AvTiTTpoowTTeVOLY TN PopVTNTA -



Untitled, 2006, b/w photo




QVTEOTPOpHEVN BapVTnTa yia Tn Vitruvian
Woman. TapaTtnpovv. MTropel kaveig
0XedOV va TOUG OKOUTEI VO OKEPTOVTAI
péoa 0T O1WTTH, OTTWS 0T HEYGAN oEIp&
OOTTPOHALPWY PWTOYPOPIOV HE TITAO
ABva (1985-1996). AUTEG 01 GVOAOYIKES
PWTOYPOPiEG TNG ABRVAG AVTOVAKAOUY
TO0O pIa eEAPETIKA TEXVIKA epyaoian TGV
O0TO QWG 600 KO HIX AVEAENTN TTOAITIKH
av&ALan TG EYKATEAEIPNG TNG TTOANG -
oUTOU TTOL O KPITIKGG ATTOOTOANG APTIVES
OTTOKOAET «OVTIOTIKA OTOOIPGTNTO

TV EAANVIKOV OpXWV Kol BETUDV OF
oxéon pe Tnv e&€NiEN TNG TOANG». Kau
TGN, AUTO TO TEAEIO TTAVTPEPD PETOED
POPHOG KO CUHPBOAIKOU TrEPIEXOHEVOL
€ival XapoKTNPIOTIKG TOL £€pYOL TOU
Mtraptrovorn, 6mrou To éva e§apavideTal
LTTEP TOL GAAOU, OVEAOYO! E TO OV TO PATI
€0TIGLEl OTNV OHOP@PI& TNG HOPPAS 1] OTN
dUVOIN TOL «UNVOPOTOGY.

O1 pwToypagieg Tov MTTapTTOvON
OTTEIKOVICOLV TN POVIHN KATGOTOON KPiong
oTnv otroial BpiokeTan N EAAGOa £dad Kol
OEKAETIEG, TNV ATTOAEI TWV AOTIKOV
TOTIOONHWY, TOV BPAVO €VOG OryvOnpEVOL
TAPEABGVTOG KOl THV OHOPPI AT TAH
OITTOPEIVAPIO TOU.

Me Tov TpéTTO QU TE, aVvadEIKVUOLY ETTIONG
TN AEITOLPYIO TWV BEOPWDV TG XWPOS.

«To va gloon "EAAnvagy, yia Tov
Mmraptrovorn, onpaiver «va Ceig og

HIO XWOPO PE HEYGAN OHOPPIK KOt
avakpiBeia. H ABAva eivai éva (wvTavé
pOLOEID AVOPOOAOYIKWDV KATAOKEV®V,
OTTOKOTOOTAOEWV TTOL avaB&AlovTal 1T’
a6pIOTOV, TIANYWV TTOL £TTAVOAXHBGvovVTaI

o070 dinvekégy. Kai amré nuiteAeig Toious.
AvTS amréxel TTOAD aré T KAGOIKA
pwTOoYpOpia vTokIgavTép Tou Frédéric
Chaubin 1} Tou lwan Baan, n otroia
TapovoidoTnke amd Tov Elias Redstone
oTnv €kBeon "Concrete Islands". O
MavadAng Mmraptrovong, o1ré Tnv GAAn
TAELPE, eival €vag eEEXWV EKTTPOOWTTOG
OUTOU TTOL £XOUHE OVOPGIOEI KOl OPIOEl WG
«OLVOIOONPOTIKY OPYITEKTOVIKAY.

AT TOIYOUG KOl KAPEKAES

“Evag TofX0g o1rd To1peVTOAIBO - €vag
€pyo, oyatrnTo oToV KOANITEXV
(TTHPOVOIGOTNKE YIO TIPWTI POPG XWPIG
TiTAo T0 2014 0TnV YKOAEPT TG [Aedvog
ToOvTa)? — aiveTan va KAEIVel
(TrepiteryiCer ) Tnv vréAoiTn €kBean AvTog
0 TOIX0G TOOO ATTOOTABEPOTTOINTIKOS

600 KOl OLPTTOYHS AVOYKAGEl TOV

BeaTr) VO OTAPOTHOEI TTPIV CUVEXIOEL:
KOITALOVTOG TTPOG TOUG TOIHEVTOAIBOUG
dV0o OeIPEg aTTO KAPEKAESG AVTIKEIPEVOL

MOV £TTAVOAXUPBAVOVTOI OTO GUPTIOV

ToU MavwAn Mtraptrovon. TavTéxpova
OVOTPETITIKG KOl EIKOVIKA, Ol KAPEKAES
XPNOIHEVOLY YIO VO KABETOI KAVEIG, VO
OOVAEYel, va @diel, va TTiel Kal vor BoUPAoEl
TNV TAPA&OTAON - GAAG YIOTI var KoB(oel
KQVEIG UTTPooTé o évav Toio; AANG aTnv
TPAYHATIKOTNTA, OEV KOOOHAOTE TTAVTO
pTTPOOTG o€ €vav Toixo; Kai o diGhoyog dev
efvan KOpIa €vag EoWTEPIKGG HOVOAOYOS;

X" évav GAov ToiXo KOVTG O€

OUTOV TOV TOIYO TTOL Eivail TOOO
OTTOOTABEPOTTOINTIKOG OCO KOI CUHTTOYTS,
EedITAdVETON KATI TTOL B PTTOPOUCE VOI

6. https://www.e-architect.com/exhibitions/concrete-islands
7. Paul Ardenne and Barbara Polla, Emotional architecture, matter to think, Ed La Muette, 2011.
8. Manolis Baboussis, Beyond Planning, lleana Tounta Contemporary art center, Op.cit.
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eivai éva BifAio okiTowv, éva npepoAdylo
IOV €X€1 OKOTTO VO EVIHEPWOEL OXI IO
ToV £YKAWPIOPS 0T o1wTr Kai To {610

TO TETTEPAOPEVO TOU BAEPHATOS, TNS
OKEYPNG, aAAG avTiBETO YIO TOV £EQIPETIKG
dnpiovpyik6 TAOUTO TOL KOANITEXVN, KATG
TN SIGPKEIO TWV ETWV TTOL TTEPATAV KA
Bt €pBouv. ZKITOO, OXEDIO, PWTOYPAPIES,
OPXITEKTOVIKG €PYQ, EPHOVEG, OAVOPOPES,
KEIPEVQ: pIO GVEL TTPONYOUHEVOU

agbovia Epywv KGBe ibovg ko oo

OAeg TIG TEPIGOOLS. H ouoopevon oL
o KaAAITEXVNG BAETTEl YOpW TOUL OTIG
OOTIKEG TTEPITTAQVIACEIG TOU KOl TNV OTToix
OIEPELVA KPITIKG O€ OPICUEVES OTTO TIG
PWTOYPOPIEG TOV, HETATPETTETAI £ O
OLOOWPELON TWV OIKWV TOL EPYWV.

2T ouvéxela, To TeEAeuTaio YeUpa. H
EIKOVOL PEOO OTNV EIKOVOL.: PTTPOOTA GO
pIa HEYGAN pwTOoYpopiar - éva 1dN didionpo
€pyo Tou KOANITEXVN, TTOL AVATTOPIOTG £val
TPATEC AKOPO OTPWHEVO, KATW QTG TNV
QVATTAPAOTOON TOU TEAELTAIOL YEUHOTOS
(Xwpig TiTAO, 2003) - éva GAAO TPaTTEL),
Ao1rév. AAAG yia va yivel oa@Eg 0TI auTh
TN opa& "eival TTPAYHOTIKG TO TEAOG', TOX
OVTEOTPOPUEVO AVTIKEIPEVO TTOV Eival
YVWOTG 06 "KOPEKAEG" TOTTOBETOOVTA

o710 TpaTéCl. To yeOpa dev ptropel TAéov
va poaypaTotroindel. H Suvatétnra va
TPpWpE padi XGOnKe opIOTIKA.

Moap&AAnAa pe auT6 TO TEAELTAIO

YeOHa Tou MTTapTrovoT, I HeYGAN
BivreompoPoAn pidder yia Evav GAAo KGopO
OTTOL TO PAYNTO KOI I CUVTPOPIKOTNTA
gival aropaiTNTA: ALTOV TOV KOOHO

oV ovopGeTan "kéopog TnG TéxvNG"

0 KOANITEXVNG TOV TTPOOEYYiCel pe

XIOLHOP KOl EIPWVEIC KOl TOUTOXPOVA pIE
TpuPepdTNTA. AUTH 1 BivTeoTTpooAs,

OTTWG KOl TQ TrEPITOOTEPA PBivTED TOL
PWTOYPAPOU, £ival GTNV TTPAYHOTIKOTNTO
éva pevoT6 slide show 180 pwToypagpidy
IOV TTAPOLTIGLOLY, OE KEPAAAIQ, TIG
OUYKEVTPWOEIG YOPW OTTO TO €PYA KO TOUG
avTIOTOIXOUG XWPOULG, AN £TTIONG KAl
6,TI n TEXVN TTapAYel TAdIO, CUVOVTHOEI,
GAoTE YOvipeS, GAAOTE Gyoveg, GAAOTE
avatroTeAeopaTIKES. Mepiéxer dediwoelg,
HTTOUQE, ALK& TPaTTECOHAVTIAQ,
peTap@IEoelg, LTTNPETEG... O aUTE TO
avOPWTTIVOL KO DAIKG HEOC TTOU KGVOULY
TNV TEXVI KAl TIG OPHOPPIEG TNG VO
KUKAOQOPOUV G€ GAOV TOV KOOHO.

AMa Bivreo TOTOUL "slide show"
ToPoLOoIGouY GAAEG TITUXEG TOU
dnpiovpyIKob GUPTTOVTOG TOL KOANITEXVI.
O MTrapTovong CLOCWPEVE! EIKOVES,
oLOOWPELEN EPYA, VA TTAPGAANAC

OIOKEI KPITIKA O€ QUTH T CLOOWPELON
OTNV OTTOI0l CUPPETEXEI KOl O D106,
ANpIOLPYWDVTAS, KATAOKELGLOVTAG KOl
OTTOOOPWVTOG, AVATIAPIOTOVTAS, OV Kol
Eavd. O Mmraptrovong dev €xel TEAEIWOEI
va dnpiovpyei. MIAGHe RN yiax TNV eTépevn
ovadPOopIKH TOL €KBEDN, OE TTEPITTOL HEKX
XPOviaL.

O knmog eméoTpePe

O MavaiAng Mraptrovong, o
OPXITEKTOVOG POG SEIXVEI TO TIAPKIVYK
IOV ATTOOOUNOE. ATHOOPAIPA VUXTEPIVA
Kol EQIOATIKI: 0 (PUAGKOG TOU TTOPKIVY
pOIGCEl var eival EYKATEOTNPEVOS O€ €V
LTTGYEIO TTAVOTITIKG. TO QUTOKIVNTO TOL
Mav@dAn MTraptrolor) - To GUTOKIVITO
IOV XPNOIHOTTOIOV0E TIPIV OTTO EIKOQI
XpOvia Kal 0TAOpEVE kel GTOV dIGOIOKE
oTnv AvwtdTn Z)0Ar] KoAawv Texvadv
NS ABrjvag, éva Citroén Picasso
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Xsara Tov £1oug 2000 - BpiokeTon
EYKOTOAEAEIPPEVO, HE OVOPPEVO TX QAT
Tou. H Xsara Tov o Mmraptrovon BupiCel
v BMW Touv Thomas Lindvig, rou
TTapPOLOIGOTNKE 0T [Evedn oTnv €kBeon
Cars & Bikes (2010)°. Mag vtrevOupidel

671 To Xsara dev ival pévo Tou, TTapoAo
oL 0 MTraptrovong oxediaoe Evav
KATATPAOIVO KITTO, N TTAYKOOHIX OMTEIAR
TV TAPKIVYK e§okoAovBel va av&dveTal
Kot B0t pTTOpoVoE KAANOTO VO ETINPEGOEI
TOUG i10LG TOUG XWPOULG TEXVNS KAl
TONITIOpOU. EKTEG av piax pépa ) Téon
OVTIOTPOAQE: TTAVTA PTTOPET KAVEIG V&
ovelpeveTal. XTO pETAED, 0 MTTapTrovong
XOHOYEAG KOOGS dnpiovpyel, e18IKG dTav
Tapovaldlel To Forest Delivery (2006-
2012), éva ox£€610 0TO 0TT0I0 HEKAOES
HOTOOUKAETIOTEG (PEPVOLV ATTO EVOX
bévTpo, oav vTeAiepddeg TiToOG. ..

O 510G 0 MTraprovong dev eiva
HOTOOIKAETIOTAS ; MATI®WG B pTGOEl 0T
gykaivia Tng O1KAG Tov €kBeaNg pe TNV
KiTpiv BMW Tou kai éva kutrapioot otnv
oykoAi& Tou, 0TO TTAELPS ToL 0T (W
KOl 0TOV OGVaTO;

TNV GAAN TTAELPG TOUL XWPOL
OTGBPELONG, HI TTPOOPATN
PWTOYPOPIKN OIp& (2022), TTOUL
TTAPOVOIGOTNKE €V PéPel TNV €kBeon 100
YEARS FOREVER oTn 'evedn' : 6évrpa
oL peyoAadvouy Kai avBidovv aTo vnoi
Kéa puTepéva Ta TTEPIOTOTEPO ATTG TOV
510 Tov KOANITEYVN. O1 pwTOYPOPIES
OQUTEG QVTITIPOOWTTEVOLY TO TTPATIVO
pedpoy TNG LS KOl TG TEXVNG TOU
MTraptrovon, Tov TPaYHOTIKO KOl TOV
OVOTTAPIOTWOHEVO KATTO, TOV EWTEPIKO
KOl TOV E0WTEPIKO XWPO. To «Trpaoivoy”

gival pio «<MTTopTrouaIaviy» EUPOVH TToU
YiveTal 6Ao Ko TrIo GNUOVTIKY OTOV
KGOHO TOU, GTTWG Kal 0TOV SIKG POG.
Mépa Spwg até To TONITIKG PAVUHQ,

TO 01100 €ival KATEEOXAV «TTPEOIVOY, TO
paT oyyidel, kaTappoxBiel, emdINKE
KO EPUTIVEETOI OTTO TNV OHOPPIR TWV
HOPPWV KOl TWV XPWHATWV, TO OXAHO
TwV TOAD NAIKIOPEVWY SEVTPWV, TV
omoiwv Ta KAadIG aTpépovTai TTpog

TOV OUPAIVO, TO TPUPEPK XPWHOTO TWV
veoyEvwnTwv @UAAWVY TToL avadlovTal
0TO WS TNG Gvoiéng. H IuTrpeaiovioTiki
OHOPPIG OIUTWV TWV PWTOYPAPIDV
YiveTon oTrTIKA: 0 O€OTAG KUPIOAEKTIKG
TEPTTOTAEN 0TO VN oi TG K€ag, pe

TN 6aAaoaiv aipa aTo dEppa TOV,
BadiCel oTa PrpaTa Tov MTTapTovON,
atroAapPaver T Uvon Kal Ta QUTE padi
TOU, HE TNV EATTIOO VO KGAVEL TO PEANOV
Aiy6Tepo afféBaio. O1 pwToypopieg
aUTEG HOIGLOLV VO OTEPAVAOVOLY TO
GPOOVO EIKAOTIKG, TTONITIKS KOl TTOINTIKG
oOpTTav TOoL KOANITEXVN HE T OVvapn
ToU 6€vTpov. To S€vTpo, o€ 6Aeg ToL TIg
HOPPES Katl pAOEIS, TO 0TToi0 dlaoyiCel
TOV XpOvo TTOAD Trépa ard Tn OIKK Hog
omoapén. To &€vbpo -PaoiAids.

X pia oo TIg aibovoeg TPooArg
NG AvwTATNG XX0ARG KoAwv Texvav
o Mtraptrovong mpoPdaAel éva akopn
BivTeo, Hia o€IpG PWTOYPOAPIDV TOU
KATTOL TNG ZX0ANG pE €val KEIPEVO,
VTTOTITAIOPEVO OTA OYYAIKG KOl TOX
eMNVIKG, Tov diafdleTan e - T PwVA
TOU 1610V TOL KOAMITEXVN. To Kelpevo
TEAEIDVEI PE TN PPAOoN:

«O BGvaTog TOL KOANITEXVN OnUaivel
671 dev opiCel TAéov TO €pyo Tou.

9. https://www.we-find-wildness.com/2010/06/galerie-analix-forever-geneva-26-june2010/
10. https://www.sharingperama.com/news/categories/news

171



‘Evag kaANITEXVNG eival eTTiong
O6Aa 6oa dev eivan To £pyo TOLY.

O koANITEXVNG pTTopel va TeBGvel, oG

o koG Ba ouvexioel va (g1, o€ piar GAAN
TPOCWPIVOTNTA, TTPIV TTEBAVEI KOI AUTOS
- KOl HETG B0 avaoTnOEel aTro TIG OTAXTES
TOU, €vag PUTIKGS DoIVIKOG TTOL OUTE Ol
eMNVIKEG SAOIKEG TTUPKAYIEG Sev PTTOPOUV
VO KOATOOTPEYPOUV EVTEAXG.

To aépaTo Tov GAov, éva TaAipypnoTo
Mmaptrovoiav

To 110 oLYKIVNTIKO HEPOG TNG €kBEONS
eival To TEAOG - To TEAOG OTOV EKOECIOKO
XW0po, n apxr oTn {wr Tou KOANITEXVI.
BpioképaoTe ot Volterra kat 0 MavaAng
Mmraptrovong, Trou eival HOAIG koot
ETAV, QVAKOAOTITEI TO PUXIATPIKG GOLAO
oL B GAAGEEl TOV TPOTTO PE TOV OTTOI0
0 610G Ko, 6TTwG eATTiCel, epeig PAéTTOLpE
TOUG GAAOUG: TNV TTPOCOXI HOG YIa 600UG
OTTOKOAOUVTOI TPEAO.

Ta mpdTa BripaTa Tov MTTapTTovon
oTnV KOAANITEXVIKE SnpIovpYia; va KGVel
Epya TEXVNG OTTO EKEIVOUG TTOV TOTE
BewpovvTaVY «AVOPWOTTIVO ATTOBANTON.
‘Omrwg ypdel n Daniela Palazzoli oto
BiBAio Tng Manolis Baboussis Photographic
Works 1973-2003"", eTTpOKeITO yIO Vo
Bépa "avTiAnypng — va kével avTIANTTO
TO a6paTo o€ €vav arodAoTToINPEVO
KOOpO0". OG OPXITEKTOVOG TOL KEVOU TTOU
eival, o Mraprovong ewToypa@idel
TOUG XWPOULSG TOL BOVAOL, ALTOUSG TOUG
pGpTLPES TNG TPEXOLOOG TPEAS. Toug
Gdelovg Xwpoug, Ta Gdela KpePATIO,
KOOGS Kol T TTPOOWTTA, TA PAEpHATO
Kol Ta OOpaTa. AAG av o1 Xwpol gival

Kevoi, GAa T oTOIXEI AU TAS TNG OEIPGg
gvaopk@vovTal etriong dSuvapiké. O
Mtraptrovong pwTtoypagilel T600 Tnv
TPAYHATIKOTNTO 600 Kal T OKEYPN, TNV
idla TV UTTOPEN TOL PWTOYPOPICOpEVOL
vtrokelgévou. Kadwaoopider auTh Tn okéyn,
ouTH TNV OTTaPEr, OTO KEVTPO TWV EIKGVOV
TOU. «MIO TPOHOTIKN EPTTEIPION, Aéel O
MTraptrovong. «AMG avalnTovTog Tn
OWOTH ATTO0TOON PHTTOPECO VA TIPOOPEPW
XWPO O€ pia Jop@r opop@ids. Kon amré
TOTE, TTOAPOAHEVW OYKUPOPOANHEVOS OTO
KeVE, oyKUPOPBOANPEVOG OTNV amTovoica, 0N
@Bopd, oTnv eykaTdAenpn. EaxorovOd
VO TTIPOOKOAADpOI O€ ePTTEdIa: TOIXOUS,
omwAeIeG, Beop0UG, 060PPEYHATA, AOIKIES.
Kau o1 «Tpedoi» pou orjpepa ivar Aol ol
GANol, o1 BIOPOPETIKOI, oI LTTEPELAITONTOI,
ol &ppwaTol, Ol OVEIPOTTGAOI, OI TijIO!,

ol Xwpi§ XapTIQ, 01 AvepPyol - Eival 0TV
TPAYHATIKGTNTO TTAVTO 01 {6101 KOt Eiva
TAVTO EKED, AGUTOI KOl TQ YV TOUG, TTIoW
OTT6 TIG EIKOVEG POV, OTIG EPHOVEG HOU,
oToV £YKAEIOPS kai oTn uon. Eivar avTof,
oL divouv @wvi oTa dévTpa oTa £pyar
pou, gival akGpa auTOl OV PO KOITGLOoLY,
Tiow amé Toug opilovTegy.

Mo mpd TN Popd TTapovoIdleTal pic
HEYGAN pwToypaia ( ZwTtnpia, 2018)
oL cIWpPEITal 0To TEAOG Tov "KATTOoL",
0TO TEAOG TOU TIOIHATOS TTOV YPAPTNKE
070 6G1TTedO Ka KAeivel Tov KrjTro. Mia
TOPTA Y K&TTOL 0AAOV. H TTépTar evig
voookopeiov: To Noookoueio Zwtnpia oTnv
ABrva (KUPIOAEKTIKG, "diGowan") 61Tov
voonAevGTOV 1 UNTEPQ TOU KOANITEXVN,
Tov Atrpidio Tou 2018. H idia n mépTa
VOl KATEOTPOMHEVT, ETTIOKEVOAOPEVT, TO
XEPOUAI TNG OLYKPOTEITAI TS dlaPAVEIG
TAAOTIKOUG OWAAVES, TOUG GWAIVES TTOU

11. Manolis Baboussis, Photographic Works, 1973-2003, exhibition catalogue, EMXT, 2003
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Beyond city line, 2006 - 2022, video drawings projection, sound, duration 12:02

XPNOIHOTIOIOVVTAI YIO TIG HETAYYIOEIG
Mia répTa ToL paiveTal KOAVPPEVN pE
emdéopous. ‘ETol emokev&lovTal To
mpdyparta. ‘ETol emokevdlovTal Kai ol
GvOpwTTOlI.

O MavdAng MTraptrodong, pe TIG EIKOVES
KQl TNV Toinon Tov, TPOoTIOBEl TTavTa VO
ETTIOKEVAOEI TOV KGOHO, 6XI XwpiG va pikel
PWS -éva OKANPOS PWS- OTIG EOKEPUEVES
TANY£G TTOL TOL TTPOKAAOUHE
EmmokevdlovTag Tov KOOHO;

XToV Krj110, 0 KOAITEXVNG-OGOKOAOG

pooTraBel Kan TTéA va BaAel Toug
HOBNTEG TOU VO TOV KETTIOKELAOOULVY,
kaBws PpiokovTarl otn diadikaoia

NS (OTO)KATOOKEVAG TOL KOIVOU HOG
péNovTOG.

To 6o, yia Tov Mmrautrodon, eivai etriong
TO YéEMNov. To BAETTEl VO €pYETAI.

Barbara Polla, ®¢fpoudpiog - lobAiog 2022
ABrva kai Meveon
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the garden

A retroprospective exhibition
by Manolis Baboussis
at Athens School of Fine Arts

Curator: Barbara Polla

" You have to do to live.
I want to live.

| have a lot to do ”’
Manolis Baboussis

Manolis Baboussis is a Renaissance man.
He is an architect, a photographer and a
pioneer in the teaching of photography

in Greece. A sharp critic of consumer
society, he assembles materials, sculptures
and spaces, he creates drawings and
installatiomns, he is a poet and a “gardener.
He is all of these and more, and as such
does not belong to any exclusive circle.

He discovered photography in his student
dormroom in Florence, and in that minimal,
almost empty space, the "camera” (the
camera, which also means the room in
Italian) brought the whole world within

his reach. In Florence, he was a student

of Adolfo Natalini and Superstudio, and
experienced radical architecture and
deconstruction from the inside. Later,

he became a fervent connoisseur of
architecture and an equally fervent believer
in the possibility — the necessity? — of
deconstructing. Deconstruct, to live.

Planting and passing on
the garden? But which garden are we talking
about?

Maybe the garden of Manolis Baboussis’
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birthplace in Athens?

The place of his first games among trees
and roses?

Maybe the gardens of Florence, where

the young Baboussis went to study at age
eighteen, the gardens of the Villa Vespucci
where he lived,

the gardens of Boboli or those of the Medici
Palace?

Or the gardens of the Greek islands, the
island of Kea where he plants trees?

All these gardens, of course... but more
specifically, it is the garden of the Athens
School of Fine Arts that the title of the
exhibition refers to, to the point of including
this garden in the exhibition itself. Indeed,
Manolis Baboussis, was not only the founder
of the School’s Photography Lab (1999),

the first professor of photography, and vice-
rector of the school, but also an ecologist

at heart and in action. In 2011 during the
rectoship of Georges Harvalias Baboussis

as vice rector and architect transforms the
school’s parking lot into a garden, despite
the objections of the users of the parking
lot, planned the garden, organized and
supervised the plantings.

In any case, the garden henceforth exists, an
oasis of greenery and freshness now claimed
by those who opposed it: “Our idea, our
garden”. Neither botanical nor geometrical,
the garden became an architecture soon
buried under a few hundred plants and trees
and roses native to Greece: an ode to wild
nature - nature which knows so well how to
grow as long as it is given the freedom. In
the garden, a path leads to a sort of painted
wooden hut — the "temple”” of the garden.
The garden is an invaluable contribution

to the life of the school, a precious legacy



that the artist donated to his school. Thus,
the architectural plans, the lists of trees

that Baboussis had planted and countless
images of this garden of almost paradise
will be found in the exhibition, which is
intended, among other things, as a tribute to
this particular creative act. Symbolically, the
garden is within the exhibition.

The car park will also be revisited, but as

a relic of the past, because here, at least,
the garden has invaded the space and
nature has won. Visitors will be able to
walk through the "real”” garden as well as
its representation and, in the Enchanter’s
cottage, dream of the lectures that the
teacher gave at the time, in which he
detailed the works as if he had personally
known the authors, Baudelaire and Nadar,
the first avant-garde writers and artists the
1920s, Man Ray and the Surrealists, all the
inventors, Walker Evans, William Eggleston,
Hiroshi Sugimoto, Graig Horsfield, Susanne
Lafont, John Coplands and Jeff Wall, Louise
Lawler and Sophie Calle and so many
others....

Baboussis is indeed driven by the same
passion for the history of photography, for
architecture, and for plants.

A discovery exhibition

Manolis Baboussis is a man of the present,
bubbling with the desire to do, to create
and to show. He is full of rage at times in
the face of the limits, the walls that oppose
his creativity, and full of a fierce desire,
too, to bear witness to environmental and
social disasters, to represent them, and to
elaborate a way to think about the void.

As soon as you enter the first, immense
room of the School of Fine Arts, the

artist, known as a photographer, begins

by deconstructing his own legend: no
photography here, but drawings revealing
gestures and screams, drawings like
mosaics (2019-2022) no less immense

than the space, specifically made for this
exhibition, for this space of the School. Even
when squared by the size of the sheets used
— economy of means is always integrated

by the artist as a component of the work

— these drawings reflect the powerful
gesture, both free and structured, of the
man who draws, with his sticks (oil sticks),
mysterious and obviously uninhabitable
structures.

These are the hard-hitting works of an
architect who, although desperate, is saved
from despair by his imaginary journey and
his irony. No suffering here: the artist is
not complaining, but making a statement.
His charcoal lines evoke the daily clashes
between the artist’s thoughts and the

real, they are both structures and ideas,
vanishing lines and limits, the cave and its
exit, war machines and cemeteries. About
these recent drawings, the artist says:
"These drawings are the sketches of a
Paleolithic architect, nuclei of ideas, flows
of energy, a scream. They represent places
of coexistence, freedom and confinement.”
But in reality, these drawings are not
sketches at all. They are monumental
works in their own right, which engage the
bodies of those who look at them as well
as the artist’s body. They engage the body
without overwhelming it, because of the
fragmentation of the papers which, like the
fragmentation of bricks, makes the size
perfectly accessible, controllable, familiar,
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both to the body of the viewers and to their
gaze. There is air passing here, through the
emptiness of spaces

Baboussis’ large drawings are reminiscent
of the exhibition XXL - Le dessin en grand'
presented in 2021 at the Jenisch Museum in
Switzerland: an exhibition which underlined
the fact that drawing has not remained on
the sidelines of the trend towards large-
format in contemporary art. By leaving the
territory of the intimate, drawing becomes a
vector of experience and often approaches,
as in the case of Baboussis” drawings,
painting. And the scream, once again: the
artist’s drawings shout. So does the poet.
Or rather, he chants.

Manolis Baboussis, poet

Manolis Baboussis is indeed a prolific, if
little-known, poet: Beyond Planning® brings
together poems (in Greek and English) and
other texts; three other recent collections
reveal a free, singing, political, rhythmic
poetics®. Chanted by the very voice of the
writer, Baboussis’ poems are eminently
"poetic”’. Sometimes, as in L’Art arrive
(2020), they are punctuated by the music
of Joachim Latarjet*, a composer and
trombonist who also accompanies the slide
show of photographs devoted to the work
of Baboussis’s students, presented on the
mezzanine along with a whole range of
documentation on this work.

Baboussis’ poetry is very much present in
his life, in his works — a visual poetry in

that context — and in the exhibition, where

it seeps in everywhere. His visual poetry is
wonderfully presented in the video Flying
(2011): a boat seems to float in the sky,
slowly, crossing a space of mist and clouds
in a loop, opening the way to the permanent
reverie of those who, like the artist, live
above all in the silence of themselves — a
silence which, with Flying, contrasts with the
scansion of the spoken or written words.
Written on the floor, too: at the threshold

of the passage between this first large room
and the second, a poem is initiated that
guides our steps. The first line gives it its
name: / want (2022). An unfinished poem:
the artist wants obviously more...

Another (published) poem?® reads:
”"We found the future,

the past, the present

Without me they don’t exist

Bodies united,

landscapes hollowed

out in the mist

they exchanged their sweat
| have carefully gathered
hours of pleasure and agony
The future is uncertain”’.

Uncertain, unfinished and absurd
Unfinished, like the constructions that hang
in the second room: large photographs

of one of Greece’s most open wounds.
Concrete wounds. More precisely, concrete
columns, future unfinished walls erected in
the countryside, on the islands, everywhere.

1. https://museejenisch.ch/api/site/assets/files/1209/2021_09_dossier_de_presse xx|_fr_vf _compresse.pdf
2. Manolis Baboussis, Beyond Planning, lleana Tounta Contemporary Art Center
3. Manolis Baboussis, To aA@dfnTo g kpiong, exdéoeig futura, 2016

Manolis Baboussis, ektog, ekb6oeig futura, 2016

4. https://www.cie-dca.com/fr/les-collaborateurs/joachim-latarjet
5.Manolis Baboussis, Bpébnke 1o uéAdov, ekddoeig XpiAn, 2019
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The goal is to be able to affirm that one
has built, even if it is to never complete the
construction nor to live in it. Once the roof
is on, the building is indestructible and its
existence is validated by the State.

The aesthetic is impeccable. The reality

is implacable: these constructions are
skeletons before the flesh even exists
(Squelettes, 2000 - 2010). Alone remains
Baboussis’ Vitruvian Woman - a naked
woman, body inverted, practicing yoga,

in search of a meaning that is expected to
come from elsewhere but which, in reality,
will never come because absurdity is the
queen here.

Which absurdity? The absurdity of
swimming pools, which proliferate in

this country, while it bathes in the most
beautiful of seas. Look up and you'll see an
inverted pool that taunts you from the top
of the room like a ridiculous substitute for
paradise — as if this useless and harmful
luxury of the seaside pools had any chance
of competing with the ancestral blue of the
Aegean Sea. But these unfinished buildings
are now looming over the sea, and perhaps
even the Aegean will soon be degraded,
discolored and disfigured, while it already
is, more often than not, deadly.

Absurd again, but also utopian, Baboucity
Monumentapolis®, with all its possible and
imaginary museums, from the Museum of
Destruction to the Museum of Ambition,
from the Museum of Mediocrity to the
Museum of Stereotypes, from the Museum
of Desertification to the Greek National
Museum of Antiquities stolen in Europe and
even to the Museum of Museums. May be

6. https://vimeo.com/170430094

soon a Museum of Skeletons, t00?

And as an uncertain echo to his Skeletons,
Manolis Baboussis the architect presents
some twenty sculpture-architectures (2021-
2022), of stone and metal, wood and books,
like a Lego game with infinite possibilities,
a game of conflicts between architecture
and nature: another type of "’Baboucity”’.
The materials used, all familiar to the

artist, represent both nature and culture:
Baboussis stages here the permanent
conflict that continues to go on between
concrete and wood, representing the
struggle between the concrete bricks and
the branches, symbols of the tree which,
although imprisoned in concrete, is still and
always the strongest.

But beyond the powerful symbolic
content of these sculptures, they also and
perhaps above all witness the knowledge
and intimate relationship the art-chitect
Baboussis has with space: everything is
perfectly “right”, in place, the balances
are playful, the imbalances well controlled
and there emanates from these forms a
musicality similar to that of Baboussis’
poetry.

“I continue to play, like a child," says the
artist. “Architects who build for real cannot
remain children..." Pushing the game to the
point of self-mockery, in which he excels
as much as in the criticism of the world,
Baboussis uses his own catalogues to
support some of his sculptures. The paper
of his catalogues, as well as that of a series
of "beautiful books" of classical architecture,
dance and anatomy, all this paper which
comes from trees, gets thus, in a symbolic
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way, given back to them.
Photographing space, thinking the void

Manolis Baboussis, from the very
beginning, has been a photographer of
space as much as of action. A photography
conceived as a tool for the documentation
of any action, and a photography that
transmits presence — or the idea of
presence — through the presentation of
empty spaces. indeed

Thinking the void is one of the artist’s great
ambitions: to think it, and to give it to the
spectators to think.

In any case, the few humans in his
photographs generally stand in space like
statues, or like judges. They represent
gravity — inverted gravity for Vitruvian
Woman. They are looking. One can

almost hear them thinking in the silence,
as in the large series of black and white
photographs entitled Athens (1985-1996).
These analogue photographs of Athens
reflect both an extraordinary technical work
on light and a merciless political analysis
of the city’s dereliction — of what the

critic Apostolis Artinos calls ""the autistic
stagnation of the Greek authorities and
institutions with regard to the evolution of
the City””. Once again, this perfect marriage
between form and symbolic content is
typical of Baboussis’ work, with each one
giving precedence to the other, depending
on whether the viewer focuses on the
beauty of the form or on the strength of the
""message”’.

Baboussis’ photographs illustrate the
permanent crisis situation in which Greece

has found itself for decades, the loss of
urban landmarks, and the mourning of

an ignored past and the beauty of its
remains. In doing so, they also highlight the
functioning of the country’s institutions.

"’Being Greek,” for Baboussis, means
”living in a country of great beauty and
inaccuracy. Athens is a living museum of
irrational constructions, of restorations
indefinitely postponed, of wounds
indefinitely repeated.”’And of unfinished
walls.

Baboussis’” work is far from the classic
documentary photography of Frédéric
Chaubin or lwan Baan, presented for
example by Elias Redstone in the exhibition
Concrete Islands’, while Baboussis is

an eminent representative of what we
have named and defined as "emotional
architecture’’.

Of walls and chairs

A cinderblock wall — this wall dear to the
artist, (Untitled, first presented in 2014 in
lleana Tunta’s gallery®) — seems to close
(wall in) the rest of the exhibition. This wall,
as destabilizing as it is solid, forces the
viewer to stop, before continuing: looking
towards the cinderblock wall, a series of
chairs are aligned. The chairs are recurrent
in Manolis Baboussis’ universe, objects that
in the artist’s hands become both parodic
and iconic, These chairs on which one sits
to work, to exchange, to eat, to drink, to
admire the show — but why sit in front of a
wall? But in reality, aren’t we always sitting
in front of a wall? And isn’t dialogue always

7. https://www.e-architect.com/exhibitions/concrete-islands
8. Paul Ardenne and Barbara Polla, Emotional architecture, matter to think, Ed. La Muette, 2011.
9. Manolis Baboussis, Beyond Planning, lleana Tounta Contemporary art center, Op.cit.
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primarily an inner monologue?

On another wall close to that wall, a kind

of sketchbook unfolds, a logbook that is
intended to present neither the confinement
in silence nor the very finitude of one’s

own gaze, of one’s own thought, but on the
contrary the extraordinary creative richness
of the artist, over the years past and to
come. Sketches, drawings, photographs,
architectures, obsessions, references, texts:
an unprecedented abundance of works of all
kinds and from all periods.

Then, the last meal. A mise en abyme: in
front of a large photograph — an already
famous work by the artist, representing a
table still set, under a representation of the
last meal (Untitled, 2003) — another table,
therefore. But to make it clear that this time
"it’s really the end”, the parodic objects
known as "chairs” are placed on the table.
The meal can no longer take place. The
possibility of eating together is definitely
gone.

In parallel to this last meal of Baboussis, a
large video projection tells of another world
where food and conviviality are essential:
this world called ""the world of art”,

whose obsolescence the artist criticizes
with derision yet tenderness. This video
projection, like most of the photographer’s
videos, is in fact a fluid slide show of

180 photographs presenting, in chapters,
the meetings around the works and the
spaces dedicated to art, but also what art
generates in the way of travel, of sometimes
fertile, sometimes perverted encounters,
receptions, buffets, white tablecloths,
disguises, servants... All these extravagant
human and material means that make art

and its beauties circulate around the world.
Other videos of the "’slide show’ type
present still other aspects of the artist’s
creative universe. Baboussis accumulates
images, he accumulates works, while
criticizing this accumulation which he to
himself participates. Creating, building and
deconstructing, representing, again and
again. Baboussis is not done with creating
and the two of us are already talking about
his next retroprospective exhibition, in
about ten years from now...

The garden is back

Manolis Baboussis, shows us the car park
he has deconstructed. The atmosphere

is nocturnal, nightmarish: the car park
attendant seems to be installed in an
underground panopticon. Baboussis’ car

— the car he used twenty years ago and
parked there when he taught at the Athens
School of Fine Arts, a Citroén Picasso Xsara
from the year 2000 - sits abandoned, with
its lights on. Baboussis’ Xsara is reminiscent
of Thomas Lindvig’s BMW, presented

in Geneva in the exhibition Cars & Bikes
(2010'). This Xsara reminds us that it is
not alone and that if Baboussis has indeed
replaced the car park and its attendant
with a lush garden, the global threat of car
parks continues to grow and this threat
could well affect even the very sites of art
and culture. Unless one day the trend is
reversed: one may always dream. In the
meantime, Baboussis smiles as he creates,
especially when he presents Forest Delivery
(2006-2012), a drawing in which dozens of
bikers each bring a tree, as pizza delivery
men would deliver pizzas... Isn’t Baboussis
a biker himself? Perhaps he will arrive at the

10. https://www.we-find-wildness.com/2010/06/galerie-analix-forever-geneva-26-june2010/
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opening of his own exhibition on his yellow
BMW motorbike with a cypress tree in his
arms, at his side for life and death?

On the other side of the parking lot, a
recent photographic series (2022), shown

in part in the exhibition 700 YEARS FOREVER
in Geneva'': trees growing and blooming
on the island of Kea, many of which the
artist planted himself. These photographs
represent the "green current” of Baboussis’
life and art, the real and represented garden,
exterior and interior.

The ""green", a "Baboussian”’ obsession
takes more and more place in the artist’s
world as in ours. But beyond the political
message, eminently "green”’, the eye
touches, devours, aspires and is inspired
by the beauty of the forms and colors, the
shape of the very old trees whose branches
twist against the sky, the tender colors of
the newborn leaves in the spring light. The
impressionistic beauty of these photographs
becomes haptic: the viewer literally walks
on the island of Kea, the sea breeze on his
skin, he walks in the footsteps of Baboussis,
enjoys nature and plants with him, in the
hope of making the future a little less
uncertain. These photographs seem to
crown the artist’s abundant plastic, political
and poetic universe with the power of the
tree.

The tree, in all its forms and in all its states,
which crosses time well beyond our own
existence. The tree-king.

In one of the large projection rooms of
the Athens School of Fine Arts, Baboussis
shows yet another video, a series of

photographs of the School’s garden, with

a text, subtitled in English and Greek, read
in voice-over — the artist’s own voice. The
text ends with this: "The death of the artist
means that he no longer defines his own
work. But an artist is also everything that is
not his work”’.

The artist may die, of course, but the garden
will continue to live, in another temporality,
before it too will die — and then rebirth

from its ashes, a vegetal Phoenix that not
even the Greek forest fires may completely
destroy.

The invisibility of the other, a Baboussian
palimpsest

The most moving part of the exhibition is
the end — the end in the exhibition space,
the beginning in the artist’s life. We are

in Volterra and Manolis Baboussis, who

is barely twenty years old, discovers the
psychiatric asylum that will change the way
he and we — so he hopes — will look at
others in the future: our view of those who
are called mad.

Baboussis’ first steps in his artistic creation?
To make work with those who were then
considered as "human waste”’. As Daniela
Palazzoli writes in Manolis Baboussis
Photographic Works 1973-2003", it was

a matter of "perceiving - and making
perceived — the invisible in a dematerialized
world.” As the architect of the void that

he is, Baboussis photographs the spaces

of the asylum, these witnesses of ordinary
madness. The empty spaces, the empty
beds, as well as the faces, the gazes and the

11.. https://www.sharingperama.com/news/categories/news
12. Manolis Baboussis, Photographic Works, 1973-2003, exhibition catalogue, EMXT, 2003
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bodies. But if the spaces are empty, all the world, not without shedding light — a raw

elements of this series are also powerfully light — on the willful wounds that we inflict
incarnated. Baboussis photographs both on it. Repairing the world? In the garden,
reality and thought, the very existence of the artist-teacher tries once again to have
the photographed subject. He welcomes his students "repair;; it, as they are in the
these thoughts, these existences, in the process of (de)constructing the future for us
center of his images. all. The other, for Baboussis, is the future,

too. He watches it coming.
“A traumatic experience,” says Baboussis.
“But by seeking the right distance | was
able to offer a space to a form of beauty. Barbara Polla, February - October 2022
And since then, | remain anchored in the Athens and Geneva
void, anchored in absence, wear and tear,
abandonment; 1 still cling to obstacles: walls,
loss, institutions, barricades, injustice. And
my ‘madmen;; today are all the others, the
different, the hypersensitive, the sick, the
dreamers, the honest, the undocumented,
the unemployed — they are always the same
and they are always there, them and their
traces, behind my images, in my obsessions,
in the confinement and in nature. They are
the ones who give voice to the trees in my
works, they are the ones who look at us,
from behind the horizons”

Shown for the first time, a large photograph
(Untitled, 2018) floats at the very end of the
exhibitionthe at the end of the poem written
on the floor, closing the garden. A door to
somewhere else. The door of a hospital: the
"’Sotiria” Hospital in Athens (literally, Sotiria
means "rescue’’) where the artist’s mother
was treated, in April 2018. The door itself is
damaged, repaired, its handle held in place
by transparent plastic pipes, those pipes
used for infusions. A door that seems as if
covered in bandages. This is how things get
repaired. This is how humans get repaired,
too.

Manolis Baboussis, with his images and

his poetry, has always tried to repair the
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MNavvng MmoAng

loTopIKGG TNG TEXVNS

MpoioT&pevog TpRpaTog ZUyxpovns
MLTTTIKAS

MOMus-Movaoegio AAeE MUAWVG

Me Tov kij1r0, 0 MavdAng MTraptrodong
emPePaidvel TNV eLPOTNTA TNG
dladpoprg Tou, oL TN YapakTnpiovv
TPWTIOTWS N OLVETTEIR KOI N OLVOXNA
TWV EIKKOTIKWV TOL TTPOTEOEWY, 1)
TPOOHAWON TOL O€ £VAV CUYKEKPIPEVO
dpdpo.

2Ta €PYa TOU, €ITE TTPOKEITAI YIOK
aVOAOYIKES i} PNPIOKES PWTOYPAPIES,
BivTeo Kai OXEdIO €iTE Y1 NXNTIKEG KOl
EKTETOPEVEG EYKATAOTAOEIG-TTOPEPPAOEIG
OTOV XWPO, EEANICOEI TNV TIPOCWTTIKN
£€PELVA KOl TOV TTEIPAHATIONO TOL,
d1epeLVa vEeg SUVATAETNTEG ATTEIKOVIONG
KOl VEEG TTOIOTNTES OIPHYNONS, EYEIPEI
€vav YeVIKOTEPO TTPOBANPATIONS

TTOU EKTEIVETOI OTTO TIG TTONITIOTIKEG
TIPOKTIKES, TNV TEXVI), TOUG BECHOUVG, TO
HOUOEIO KO TOLG «EKTTPOCWTTOUS) TOUG
£€wG TIG TTAYIOES, TIG HUCTIPHOVIES KAl TOV
KOTOKEPHATIOPS TNG aUyxpovns (wrs,
TIG TPAVHATIKES SINTTPOCWTTIKEG OXEOEIG
Kol TIG TTPOPANHOTIKEG KATAOTAOEIG KA
a1 TNV OPXITEKTOVIKN KOI TN A&ITOUPYIT
TNG, TOV XWPO, TNV €VVOIX TNG OLTOTTIOG
KQl TNG OLOOWPELONG KGOE Aoyr|g
OVTIKEIPEVWV, £WG TNV OAOKANPWTIKA
p&nN Kal aTToKOTTH TOL AVOPWTTOL TG
TN @UON, TIG OOVOETEG KOl HETAPATIKES,
OTTPOPAETITEG KO OPOAUATIKEG KOIVWVIKES,
BPNOKEVTIKEG, TTOAITIKEG KOl OIKOVOMIKES
TTPOYHOTIKOTNTES.

AUTOBIOYPOIPOVHEVOS KOl
OUTOOOPKACOPEVOG, TTOTUTTAVEL TIG
BPAVOUATIKEG OYPEIS KOl TN OKNVI £VOS
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1616 TUTTOV, APEPITPOL KOI OKPAICK
AVOATPETTTIKOU BEGTPOL  HOLOEIOL TNG
avOpwTIivng Cwrg Kol OLVORKNG, TWV
TIANYWV Kol TwV dIXOOHWV TNS, TNS
ATTOAEING, TNG ATTOEEVWONS KOl TOU
EYKAEIOPOU TNG, TNG TTOrYKOOMIOTTOINoN,
TNG KPIONG KAl HIGS TPOPOKTIKAG EPNHIGS,
TPOTAOOOVTOG TN SIKF TOL AVTIANYPN
B€aong Ko eppnveiog. XuvOEoelg
OUYXPOVES KOl OUVOIHIKES, DIEIOOUTIKEG
KOl TIPWTOTUTTEG, ATTPOOOOKNTES

Kol amrPOPAETITEG, AVTIOVHBOTIKES,
OTOXOOTIKEG KOI ATTOAUTO QIXHNPES,
TAOUOIEG KO HEOTEG O TTEPIEXOHEVO KOl
OLVONAWOEIG, AVOIXTEG KOl TIPOOQPOPES OE
TTOANTTAEG TTPOOEYYIOEIG KOl AVOYVWOEIS.

2UVOETEIg TTOL ATTELOVVOVTOI KAl
ETTIKOIVWVOUV, £YEIPOLY {NTHHOTO
OVTOAOYIKHS Kol NOIKAS T&EEWS, TTov
€PXOVTQI VO ATTEIKAOOLV TN {WTIKA
oxéon Tou dnuIovVPYOL TOUG HE TOV KGOHO
OTNV OAGTNTA KOl OTNV TTOAVTIAOKS TN T
TOUL, V& QTTOKOAUYPOLV TOV ISIITEPO
PUXIOPS, TA PIOHATA KO TIG DIXPKADS
ETTOVEPXOHEVES EPHPOVES TOUL, TN OTAON
KOl TNV KOOHOBEWPIQ TOL, TNV EVEPYR
TTapEPPaOn Kal TNV KPITIKA ToL B€on,
OULVOEDEIG TTOL TTPOKAAOVV GLYKIVNON HE
TNV oAfBeia, T dSUVapN Kal TNV évTaon
TWV EIKOVWV TOUG, TTPoPAnpaTifouv pe Tn
OepaTIKA TOUG KOl TIBGANOVTOI pE TNV
KoOapOTNTA KOl He TNV akpiPeid Toug,

HE TNV eLAIOONOTIX TOLG KOlI, KATTOIEG
POPEG, PE TNV ATTPEOHEVN OKANPOTNTO
TTOL OTTOTIVEOLV, HE TIG AIOONTIKEG KO
EIKOOTIKEG TOUG OEIEG, HE TNV TTOINTIKA
KO OUVGHO TNV «TTOAEPIKA»-KOTOYYEATIKE
TOLG diGoTOON.

ATI6 TOLG YPUXPOVG BOAGHOUS £VOS
Puxlarpeiov otny IToAia, aTrd Tig



How to repair a tear ¢, 2019, exhibition view, Contemporary Art Center Ileana Tounta, Athens
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Gode1eg aiBovoeg Afjpewv aTroPEoEWV
Kol Goknong Tng e§ovaiog —OIKAOTIKNAG,
TOAITIKAS, BPNOKEVTIKAG—, OTTS TOV
OXEOOV HETAPULOIKG KOl TTOYWHEVO XDPO
£VOG TTAPKIVYK, OTTO TIG ATTOYEIS TNG
«OVOKaIVIONG» TNG ABAVAS EVOEl TwV
OALPTTIAKWV AYWVWV, GTT6 TOUG CwPOoLs
OVTIKEIMEVWV KOl OTTO TIG OUYKEVTPWOEIG
avOPWTTWYV, ATTO TA TTOPTPETA, ATTO

TIG PWTOYPOPIEG Twv ATM Kol Twv
HIOOTEAEIWPEVOV OKEAETWV-KTNPIwV

OTO TOTTIO, KQI ATT6 TIG EVTUTTWOIOKES
EIKOVEG PHOVOEIWV PE TA TTAPAOKAVIX TNG
TTPOETOIHOGIOG ONHUAVTIKWV EIKOOTIKWV
YEYOVOTWY, TTEPVAHE OTIG EIKOVES TWV
OévTpwv 1oL peyoddvouv oTnv Kéa pe
B€a TN BGAACOO —OEVTPWV PUTEPEVWV
atré Tov {610, oTO peEYGAWY daoTEoEWV
OPXITEKTOVIKG OXEOIO TTOL AEITOUPYOUV
WG TTUPIHVES IGEWV KOl POF| EVEPYEIOGY,
oTtnv emPBANTIKY EYKATAOTOON HE

TOV TOIO OTT6 TOIPEVTOAIBOLG KOl TIG
KOPEKAEG KOl OTO «OAO00G» TWV YALTITWY,
oTa oTroia ouvappélovTal KVBGAIBoI,
TOIPEVTOAIBOI, KOppOi SEVTPWV, HETOAAIKG
oTorxeia kai PiAia.

MepinyobpaoTE 08 PAVTOOTIKG HOLOEIT
KQI O€ PVNPEIR, o€ SNPGOIoug XWPOLS Kol
O€ UTINPECIEG PE EVPNHATIKOVG TITAOLG
dlatrvedpevous atré PiTpioAiké xiovpop,
BAETovpe TOV NBeANpéva Gvapxo KATTO
NS AvwTaTnG XX0ARG Kohwv Texvadv
TTOL OXedIO0E, TOV OKOUPE VO EKOETEN TIG
amroyel§ Tou yia TNV TéXvn. O1 eIkéveg
Kol 0 Adyog Tou MTraptrodon yivovTal
QTTPOCOOKN T OIKEIOI, TO COPTIOV

TOU eival €vag LTTOPBANTIKGG KOOHOG
QVOIPOPWYV, Ol 0TToieg PopTiCovTal aTTd
TNV EUPAVTIKA ONHOOIa TTOU TIG aTTodIOE!
KOl Q1T TOV TPOTTO PE TOV OTTOioV TIG
emelepydletal. O kijmog Tov emdnTel
TN GUPHETOXNA HOG OTNV AVOKGALYPN KO
otnv e€epebvnor] Tou.
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Yannis Bolis

Art Historian Director of the Department
of Contemporary Sculpture

MOMus — Alex Mylonas Museum

With The Garden, Manolis Babousis
confirms the broad scope of his artistic
trajectory; one that is characterized, first
and foremost, by the consistency and
coherence of the artist’s visual project, his
unwavering dedication to a set course.

In work that ranges from analog and

digital photographs, video, and drawings
to sound and large-scale installations-in-
terventions in space, he evolves both a
personal research agenda and a sense of
experimentation, exploring new possibili-
ties and qualities of image-making and nar-
rative. All the while, he also raises general
questions concerning cultural conventions,
art, institutions; museums their “represen-
tatives” and their pitfalls; the disharmonies
and disunities of contemporary life; trau-
matic intrapersonal relations amid fraught
circumstances; and, as regards architec-
ture and its functions: space, the meaning
of utopia amid the accumulation of every
manner of material object, leading to and
including a definitive separation of humans
from nature; as well as complex, transient,
erratic and powerful social, religious, polit-
ical and economic realities.

Auto-biographical and self-mocking, Ba-
bousis captures a range of heterogenous
points of view and sets the scene for a tru-
ly sui-generis, multi-valent, and supremely
subversive theater/museum of human life
and convention. In so doing, he captures
its schisms and its scars, its deprivations,
its alienation and its confinement; the ef-
fects of globalization, crisis, and a terrifying



Untitled, 2019, inkject b/w print, 70 x 100 cm

bleakness, while proposing his own point
of view and interpretation.

His compositions are at once contempo-
rary and dynamic, incisive and innovative,
startling and unanticipated, unconven-
tional, thoughtful, and utterly acute, rich,
and dense in content and connotation,
both open and inviting to a multiplicity of
approaches and readings.

They are compositions that address and
engage the viewer by raising complex
ontological and moral issues, and, in so
doing, come to portray the vital relation-
ship between their creator and the world
in its completeness and complexity. In-
deed, the work lays bare the particularities
of its creator’s psyche; his experience and

longstanding obsessions; his positionality
and world view; his active interventions
and critical positioning. It is work that
consequently moves its viewer through
the genuine truth, power and ferocity of its
imagery.

The issues it touches on provoke inqui-
ry and analysis, and the work prevails,
imposes itself, because of its clarity and
precision, its sensitivity, its occasional
breath-taking harshness, and its aesthetic
and visual power combined with a po-
etic-cum- “polemical” or denunciatory
dimension.

From the austere chambers of a psy-
chiatric hospital in Italy we move to the
empty halls that house the practices and
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programs of power — judicial, political,
religious. From a practically metaphysical,
frozen parking area, we move to a bird’s-
eye-view of the “renovation” of Athens

in light of the 2004 Olympic Games, and
then from heaps of objects and gather-
ings of people, to portraits, photographs
of ATMs and half-built skeleton-buildings
peppering the landscape. From impres-
sive images of museums in their behind-
the-scenes preparations for important art
events, we move to images of trees grow-
ing within view of the sea on the island of
Kea — trees planted by the artist himself

— to large-scale architectural drawings that
function as “nuclei of ideas and currents of
energy.

We also encounter the monumental instal-
lation composed of a wall of cinder-blocks

and chairs, as well as a “forest” of sculp-
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tures that includes paving stones, cinder
blocks, tree trunks, metal components,
and books. We are taken on a tour through
fantastical museums and monuments, pub-
lic spaces and agencies with titles inspired
by an ingenious and vitriolic humor; we
see the deliberately anarchic garden of

the Athens School of Fine Art that was
designed by the artist and we hear him
expound his view on art. In this process,
we become oddly familiar and intimate
with Babousis’s images and words, and his
work, in its strategic layering and process-
ing of meaning and allusion, opens out
into an evocative and vibrant universe. His
“garden” ultimately demands our par-
ticipation in its process of discovery and
exploration.



17 October, 2017, video, duration 02: 07

"EYIvVE HEYGAN TTPOOTI&OEI VO HadEpouv
OAa Tot v

6,1 efye atopeivel va Bupicel

TIG 10£€G TOUG AYWOVES

NG emavaoTaong Tou OKT®EPN

TO KATEOTPEPOV OXEOOV OA

€KTGG AT TN TEAELTAIT PV KATTOIO!
TNV Siéowoav

apYOTEPR TTPEOLHOI ETTEVOUTEG
ekTOEELOOV OTO HIGOTNHO

TIG 16€eg TV Mapg Aéviv TpoToki
Xopoypéveg o évav TAaTIVEVIO dioko
o€ avalATnon TOAITIK®V KAl TIONIT®V
LPNARG vonpoouvNg

Todpa KGO OKTOPPN eopT&LETAI N
EMETEIOG TNG KTTOOTOANS.

A great effort was made to gather

all the traces

of the October revolution

everything that was left to remind them
of the ideas and the struggle

almost all have been destroyed

except for the last memory

that some people rescued

later willing investors

fired the ideas of Marx Lenin and Trotsky
into space

engraved on a platinum disk

looking for politicians and citizens

of high intelligence

Now every October the anniversary

of this mission is celebrated.
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O MavwAng Mmrapmovong

yevvriBnke otnv ABrjva To 1950,
>1To0d00E APXITEKTOVIKA OTO
MavetmoTApio ®AwpevTiog (1968-
1975) kaTa TNV TePiodo Tng Gvenong
TNS pI{OCTTOOTIKAG OPXITEKTOVIKAS

pe kaOnynTA Tov A. Natalini, 16puTIKG
péXog Tou Superstudio, kol CUpPETENXE
OTO TTPOYPAHPHA AVAOTNAWOEWY

Tou A1EBvoUG KévTpou XuvTripnons
MoAimioTikAs KAnpovopidg Tng Unesco,
(1.C.C.ROM) o1n Pwpn. Qg apxITEKTOVOS
€xel epyaodei oTov OZK
(OpyoavioposZxoAikwv KTnpiwv).

A6 1O 1973 XpnOIPOTIOIEl OTO

£pYO TOU EKTUTTAOEIG KOl BivTeO,
TTPOPOAEG PWTOYPOPIWV, OXEDIX KOl
EYKOTOOTAOEIG.

To 2003, To EBvik6 Movaoeio Z0yxpovng
Téxvns (E.M.X.T) mpaypaTotroinoce Tnv
TPWTN €KBEOT OUYXPOVNS PWTOYPOPIOG
HE TNV avadpopIKY €kBeoN:

MoavdAng Mrrautrovong 1973-2003.

Ta €pya TOL TTPOCEYYICOLV KPITIKG TNV
KOTOOTpO@H TOL TTEPIBGAAOVTOS, TNV
KOTGOAIPN TWV SIPKDV TPOUHATIOH®Y,
TNV TTOYKOOHIOTTOINUEVH QLA OIKOVOIQK,
TOUG BEOPOVG OKOHO KAl TNG TEXVNSG.

Me Tn pwToypa@Iky €IKOVA, T OXEDICK,
TO TOIPATA KOl TIG EYKATAOTAOEIG TOU,
OXOAIGEl TNV KOIVWVIKH, TTONITIKH KOl
TNV KOAAITEXVIKA TIPAYHOTIKOTNTA, T
EOAIV YAWOOO pE HIOt KAUOTIKA XPOI&,
TPOTEIVOVTOG OUXVG TNV OUTOTTION WG
KOONUEPIVI] TIPAYHATIKOTN T

A6 10 1994-2017, ATAV OTOOEPS OITTACK
oTov agipvnoTo lNdavvn KouvéAAn, oTevo
iAo Ko oLVEPYATN TOU, GUUPBGAOVTOG pE
TNV TTPOCWTTIKA TOL HOTIG OTNV EPUNVEIQ
TOU €pYOUL TOU.
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O Mtraptrodong €xel cupBAEAAer 1IBIaITEPT
OTNV KOBIEPWON TNG PWTOYPOPIOG

OTOV XWPO TNG oUyXpovnsg TEXvNGg oTnv
EAAGOO.

To 1999, Bepedimoe To DWTOYPOPIKO
EpyaoTtipio Tng AZKT evad 6idaée ko oTo
MeTamrTuyioké MNpdypappa ZTouvddy,
Ynpiakés Moppég Téxvng Tig AIadpopES
s GwToypagiag otn Zoyxpovn TExvn.

To 2011 wg avTITTpUTAVNS KOl
apXITEKTOVOG pEAETNOE, oXediooe
opYGVWOE Kol eTTEPAEPE Tr HETATPOTTH
ToL TAPKIVYK TNG AZKT oe krjtro. To
2013 mropaThBnke atrd TN B€01 TOL
AvTiTTpOTOvn, (2010-2013) Kou 1o TN
B€on Tov TakTIKOU KaBNyNTH TNG AZKT,
d10PWVOVTOG e TN pn évTadn Tng
PWTOYPOPIOG OTIG KATEVOVVOEIG TNG
AV TETNG XX0ARG KoAdv Texvadv.

To épyo Tou MavwAn MTrapTtrodon €xel
TTAPOVOINOTEN O TTOAVGPIOPEG ATOMIKES
KOl OPOOIKEG EKDEOEIG O€ HOLOEIX KOl
XWPOUG TEXVNG EVW £PYA TOL AIVIIKOLV
0€ ONHAVTIKEG ONHGOIES KAl IOIWTIKES
OULANOYEG.

IMAB0G HOVOYPOPIDV, ACUKWUETWV KAl
TIOINTIKWV CUAAOYWV TOL £XOLV EKOOBOET
aTré €KOOTEG KOl XWDPOUG TEXVNG OTTWG:
EEavTag, MmraoTag, MAéooag, Futura,
>pidn, EEM.Z.T., Movoeio MTrevakn,
Camec, Kévtpo X0yxpovng Téxvng IAeva
TovvTa K.G.

Selfies, 2017, installation view






Monumentapolis (detail), 2017, drawing, ink, pencil, paper, 280 x 550 cm
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Manolis Baboussis

was born in Athens in 1950. He studied
Architecture at the University of Florence
from 1968-1975 under the mentorship of
A. Natalini, a founding member of the Su-
perstudio Collective, during the burgeon-
ing of the radical architecture movement.
In 1976, he participated in the restoration
program of UNESCO'’s International Cen-
ter for the Study of the Preservation and
Restoration of Cultural Property (ICCROM)
in Rome. His work as an architect includes
projects for the Organization of School
Buildings S.A. (OSK).

Since 1973, his work encompasses pho-
tography, both in printed form and video
projection, drawing, and installation.

In 2003, the National Museum of Contem-
porary Art (EMST) hosted his first pho-
tography exhibition with the retrospective
Manolis Baboussis 1973-2003.

From 1994-2017, he was a constant com-
panion and close friend and collaborator of
the late Jannis Kounellis, to whose work he
contributed insights based on his personal
visual interpretations.

Baboussis’s work critically engages en-
vironmental catastrophe, longstanding
trauma and attendant melancholy, a global
and virtual economy, organisations and
institutions, including that of art.

Through the photographic images, draw-
ings, poetry and his installations, he
comments on social politics, the status of
the visual arts, and their jargons, using an
ironic, often caustic tone, and proposing a
new utopian dailiness as an alternative.

Baboussis has made major contributions
to the understanding of the role of photog-
raphy in contemporary art in Greece. In
1999, he founded the Photographic Studies
at the Athens School of Fine Arts (ASFA),
while teaching courses in its graduate pro-
gram of “Digital Arts” and the roots and
paths of Photography in Contemporary Art.

In 2011, as Vice Rector and architect, he
researched, designed, organized, and over-
saw the conversion of the ASFA parking lot
into a garden. In 2013, he resigned from
the position of Vice Rector (2010-2013)
and tenured professor of ASFA in protest
over the fact that photography was not
instituted as one of the school’s major
courses of study.

Manolis Baboussis work has been exhib-
ited in many solo and group shows, and

is included in many important public and
personal collections.

Many of his monographs, notebooks, and
poetry collections have appeared in print.
Publishers include: Exantas, Bastas, Ples-
sas, Futura, Smilis, the National Museum
of Contemporary Art, the Benaki Museum,
Camec, lleana Tounta Contemporary Art
Center, etc.
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Manolis Baboussis

He has hold solo exhibitions including:

How to repair a tear, lleana Tounta Contemporary Art Center, Athens 2019, / Attention works
in progress, Alatzai Imaret, Municipal Gallery of Thessaloniki, 2018, / Something Stupid, Ro-
mantso, Athens, 2017, / Souvenirs of Democracy, Fondation Ano kato, Athens, 2016, / Beyond
Planning, lleana Tounta Center of Contemporary Art, Athens, 2014, / Manolis Baboussis, Munici-
pal Gallery Thessaloniki, 2018, / Skeletons, Benaki Museum, Athenes, 2010, / All over the place,
New York, Photo Festival, Dumbo, New York, 2009, / Manolis Baboussis, Central European House
of Photography in Bratislava, 2008, / Humanidas Galeria Hilario Galguera, Mexico city, 2007, /
Possesioni Centro d’ Arte Moderna e Contemporanea, La Spezia, 2006, / Manolis Baboussis 1973-
2003, National Museum of Contemporary Art, Athens, 2003, Macedonian Museum of Contem-
porary Art, Thessaloniki, 2003, / Manolis Baboussis, Zita-Mi Gallery, Thessaloniki. 2001, / Busts,
lleana Tounta, Center of Contemporary Art, Athens, 1999, / Monuments, lleana Tounta, Center of
Contemporary Art, Athens 1997, / Manolis Baboussis, Antonia Havani, Center of Contemporary
Art, Corfu, 1994 / Manolis Baboussis, The house of Cyprus, Athens, 1987, / Manolis Baboussis,
Photochoros, Athens, 1986, / Manolis Baboussis, Photographic Center, Athens, 1985, / Manolis
Baboussis, Photographic Center, Athens, 1981.

He has participated in many group exhibitions including:

100 years forever, Analixforever Geneve 2022, / Critical Archives V: The Future Is Unwritten,
Museum of Contemporary Art of Crete, Rethimnon, 2022, / Green pera(s)ma sharing Perama
Museum of fissing Perama, 2021, / Upper Lane, Lower Lane, by eith, Athens, 2020, / Ammophilia
VOL.1 -Birth, 2020. / a.O.-bc* an audiovisual Diary ( * after Olympics - before crisis), State of
Concept, Athens 2019, / Men on the moon, The Project Gallery, Athens, / +9 Plus Nine Athens, /
Athens Still Alive, The project Gallery, Athens, 2019, / La verita € una altra, Galleria del Arte Mod-
erna e contemporanea Roma, 2018, / Capitalism Realism, Museum of Photography, Thessaloniki,
2018, Anuokparia-Democracy, Contemporary art exhibition, State Museum of Contemporary Art
Yenti-koule Thessaloniki, 2018, / Back to basics — Space: Enia Gallery, Piraeus, / Integral I, lleana
Tounta, Center of Contemporary Art, Athens 2018 / Works from the EMST collection, at Fridericia-
num Kassel Documenta 14, 2017, / 17 October, Museum of the 20th and 21st Century Art, Saint
Petersburg, 2017, / Art Museum of China, 2017, / Right to the Future, MISP, 2017, / 17 October,
Exhibition Hall N. Kessanlis, Athens School of Fine Arts, / The Body, The Soul and The Place.
Contemporary Greek Artists, Exhibition of the State Museum of Contemporary Art (SMCA) at the
National Art Museum of China, within the framework of the7th Beijing Biennial of Contemporary
Art. 2017, / Shared Sacred Sites, Macedonian Museum of Contemporary Art,/ Report on Cases,
Zoumboulakis Galleries, Athens, 2017, / The memory of the revolution, State Museum of Con-
temporary Art, Thessaloniki, 2017, / The 80 ‘s: Aspects of artistic activity and culture Technopolis,
Athens 2016, / The symptom 6, Amfissa 2015, / The desire for freedom — Art in Europe since 1945,
Macedonian Museum of Contemporary Art, Thessaloniki 2014, / Agora 4th Athens Biennale, Ath-
ens 2013, EIDOS: Idée — Modéle — Empreinte: Un art contemporain de Gréce, Institut Superieur
des Beaux Arts, ISBA, Besancon 2013, / Summer Plans, lleana Tounta, Center of Contemporary
Art, Athens, / Sacred and Profane Love, Chania Art 2013, Crete 2013, / Civilization, genera and
falls, TAF Center, Athens 2013, / The Bohemians, Breeder Gallery, Athens, 2013, /
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What is our Country, National Greek Theater, Athens, 2012, / Contemporary Greek Woman, The
Hub, Athens, 2011 Like a (W)edge, lleana Tounta, Center of Contemporary Art, 2011, / Remap3,
Athens, 2011 / The Bar, Kunsthalle Athena, Kerameikos Athens, 2010, / Belle Vue, lleana Tounta,
Center of Contemporary Art, Athens, 2010, / Index/2Pulsion, Galeria Hilario Galguera, Mexico
city, 2009, / Video Projection, lleana Tounta, Center of Contemporary Art, ReMap 2, Athens,
2009, / “Face to faces”” 2nd Thessaloniki Biennale of Contemporary Art, 2009, / Water - currentes,
Museum of Photography, Thessaloniki, 2008, / Environment - action 08, Villa Kazouli, Athens,
2008 / Topoi, Macedonian Museum of Contemporary Art, Thessalonki, 2008, / Public Screen,
First biennale, Thessaloniki, September,2007, / Index Esperando a los Barbaros, Galeria Hilario
Galguera, Mexico city 200, / The collection of the Macedonian Museum of Contemporary Art,
Benaki Museum, Athens, 2007, / The Chronicle of the absurd, International meeting, Thessa-
loniki, 2006, The great Unrest, Patras, European Capital of Culture «Crossing the bordersy, State
Museum of Contemporary Art, Thessaloniki 2006, / Da Vinci code, lanos Athens 2005, / BIDA
2005, Bienal Internacional del deport en el arte, Las Atarazanas, Comunuidad de, Seville 2005, /
Gestures Centro d'Arte Contemporanea, Quarter, Florence and Macedonian Museum of Contem-
porary Art, Thessaloniki, 2005, Contemporary Greek Photography, NBK Foundation, Berlin, 2004,
/ Stadt galerie, Gallerie der Stadt, Sindelfingen, Museum of Photography, Thessaloniki, 2004, /
Breakthrough Greece 2004, Alcala 31, Comunidad de Madrid 1994, / Everyday Hellas, White box
Gallery, New York, 2004, / Repositories of time, Museum of photography, Thessaloniki, 2003, /
Free Transit, Zapion Athens 2003, The collection of L. Beltsios, Macedonian Museum of Contem-
porary Art, Thessaloniki,2003, / Mirrors of music, Historical Conscience at Kilidromili Sarantopou-
lou, Piraeus 2002, Poisons, Technopoli, Community of Athens,2002, / The world in focus, The
Chicago Athenaeum, Chicago,2002, / Image and Icon, Marché Bonsecours, Montreal, 2001, Royal
Ontario Museum, Toronto, 2000, / Il sentimento del 2000, / Photomedia Europe, Trienalle di
Milano/ lleana Tounta, Center of Contemporary Art, Athens, 2000, / Image and Icon, Karsh-Mas-
son Gallery, Ottawa, X- Centrum Pilsen, Moravian Gallery Brno, 2000, / Contemporary Greek
Art, Salon de Montrouge, Paris1998, / The New Acquisitions, Macedonian Museum of Contem-
porary Art, Thessaloniki, 2000, / Image and Icon, Center for Contemporary Art, Rethym-
non 1997, / lleana Tounta, Center of Contemporary Art, Athens1997, / The invention of
Landscape, Macedonian Museum of contemporary Art, Thessaloniki, 1997, / Image and
Icon, Macedonian Museum of contemporary Art, Thessaloniki,Beijing, 1989, / Focus on
Greece, Camera International, Athens, 1981, / Contemporary Greek Photography, Galerie
du Musée de la Photographie, Charleroi, 1976 / A slide show, Galleri St.Petri, Stockholm,
Gallery Media, Montreal, 1975, / A slide show Gallery Zona Gallery, Florence, / Rand
Fest, Austria 1975.
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