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XAIPETIZMOZ

H Kunpog kai n Aiyuntog polpdgovtal noAAd Koiva oToixeia: H 1oTopikn nopeia Twv duo Aawv
€ival avTioTpdPwG avdaAoyn TnG Napouciag Toug otn SIEBVA OKNVA UE TN JoPPN aveEapTATWV
Kpatwv. Mavapxaleg KoImideG NONITIOUOU Kal ol U0 XWPEG, anoTivagav, e SIapopd OKTW UONIG
XPOVWV, ToV idI0 anoIkiokpaTikd {uyd Tn dekaeTia Tou 1950—1960 (n Aiyuntog 1o 1952 Kai n
Kunpog 1o 1960) kal cpupnAdTNoav, EKTOTE, TN CUVEPYACIa TOUG, APXIKA oTo nAaicio Tou Ki-
VAATOG TwV ADECHEUTWY, KAl TN CUVEXEID WG dUO XWPEG MOU TIG CUVOEOUV OTEVEG Kal APIOTEG
OXEOEIG YeIToviag.

Duoikn andppoia Twv SECHWY AUTWV €ival kal N CUCTNUATIKA napouaia Tng KUnpou oTig dIebveig
Mnigvdhe nou diopyavwvovtal otnv AiyunTto, agou To Ynoupyeio Maideiag kai MoAmopou kpivel
4TI Je Tov TPoNo auTd uhonolei Evav and Toug BAciKATEPOUG OTOXOUG TNG MONITIOTIKAG TOU MOAI-
TIKAG TNV NPOBOAA TNG UYXPOVNG KUMPIAKAG KAANTEXVIKAG dNPIOUPYIaG oTo EEWTEPIKO.

H MnievdAe Kaipou eival évag 1€toiog dieBvoug epRENEIag BEoPOG, oTov ornoio n KUnpog oup-
pEeTEXEI avEANIN®WG and To 1986. PETog, otn 12n ekdoxn Tou Becpoy, Tnv Kinpo eknpocwnolv
N KAAITEXVIKN opdda Twv Adpag AAea, Mapiag Aoigidou kal EAévng MouZoupou kai n IMNouAa
Xatgnyewpyiou.

Epniéxkovtag évrexva Tig évvoleg Tou Wnepiou (digit), Tou kat’ €Eoxnv péoou Tagivéunong Tng
NANPOPOPIaG oTNV NAEKTPOVIKA £MOXN, Kal Tou AakTUAou (digitus), Tou opydvou TG AQAG PEow
Tou onoiou o1 AvBpwnol EEKIVOUNE va CUMNAUBAVOUPE TOV KOOUO Nou pag NeEPIBAAAEL, N Npo-
Taon pe Tov Titho «Digitalis» Twv Adpag AAea, Mapiag Aoigidou kal EAévng MouZoupou enava-
SianpaypateleTal £vvoleg Onwg n Anpioupyia kai n Téxvn pe diIdBeon apxeloBetnong. Eva,
Spwg, To «PopNnTd Pouceio» Tou Duchamp, yia napddeiyua, oto The Box in a Valise eniotpdreue
TO UNXAVIOPO TNG ApXEIOBETNONG YIa Va ACKNGCEI TNV OEEia, avaTPENTIKA KPITIKA TOU GTO GUVO-
ANKO oUoTnua TNG oUyXPOovNG TEXVNG, Of TPEIG EIKACTIKOI KAANITEXVEG, £0TIAJOVTAG, PE ENPAVA
aydnn, TNV €PEUVA TOUG OE «TAMEIVEG» HOPPES XEIPWVAKTIKAG EVAOXOANONG, ONwg TO PAWILO
A TO KEVTNUA, KaToPBWVOUV va avadei§ouv Tov avBpwnivo JoxBo o KAAITEXVIKN dnpioupyia.



H MNouAa XatZnyewpyiou napouaciddel, yia npwitn popd € OAOKANPWUEVN Jop@n, TNV TPIAOYIA
BivTeo pe To yevIkS TiTAO «O1 Apdpol Tou MeTd» otnv onoia eEepeuvd To PUXIO Yuxiopd Tng Nu-
vaikeiag Puong. Ta névre, katd Tnv Elisabeth Kibler-Ross, otddia Tng OAiyng cupntucoovTal
OTIG TPEIG ANEIKOVIOEIG-OTACEIG TG Nuvaikag 6nwg T anodidel n Xatgnyewpyiou. TUPAWPEVN
and Bupo (Opyn) N npwida paxalpwvel pdtaia 1o vepo («Maxaipl oto Nepd»). Mn anodexdpevn
Tn poipa g (Apvnon /Alanpayudrteucn) npoonadei va anaAayei and 1o GpopTio Tou YEUATOU
OTAXTN oaKakioU nou Tng opecav (“The Calm”). To avanddpacTo, Suwg, TEAOG TN BPIoKel va
enidideTal otov KaBaptipio Bprvo (Anodoxn) AouZovtag Ta PAAAIG TNG PE OTAXTN («Apvnon»)
o€ pIa EUBEia CUVEXION TNG APXAIOEANVIKAG Napddoong 6nwg pag Tnv kKAnpoddTnaoe n IAidda
kal 0 OpAvog Tou AXINNEQ.

Me TIG OKEWEIG AUTEG, BEAW VA CUYXAPW KAl TIG TECOEPIG EIKACTIKOUG KAAITEXVEG YIA TN CU-
JeToxn Toug otn 12n MnievdAe Kdipou kal va euxapiothnow 0Aoug ool cuvéRaAav, o KaBévag

JE TO BIKO TOU TPOMO, OTNV ENITUXN EKNPOcWNNon TNG Kunpou.

Avdpéag AnpunTtpiou
Ynoupydég Maideiag kai MoAimiopou
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FOREWORD

Cyprus and Egypt have a lot in common. Both countries have nourished millennia-old civi-
lizations yet their presence on the international scene as independent states dates back only
a few decades. By a difference of only eight years (Egypt in 1952 and Cyprus in 1960) they
both managed to shed the same colonial rule, forging since then a close cooperation, first as
founding members of the Non-Aligned Movement and afterwards as two neighboring coun-
tries connected by deep friendly bonds.

The presence of Cyprus in the International Biennales hosted in Egypt stems naturally from
these ties since the Ministry of Education and Culture views these events as an opportunity
to materialize one of the most fundamental objectives of its cultural policy: showcasing the
achievements of contemporary Cypriot art at an international level.

The Cairo Biennale is one such institution, in which Cyprus has participated since 1986. This
year at the 12th Cairo Biennale Cyprus is represented by the artistic team of Lara Alphas,
Maria Loizidou and Eleni Mouzourou, and Yioula Hadjigeorgiou.

By skillfully combining the concepts of the Digit, as the medium par excellence for classifying
information in the electronic age, and the Digitus (the Finger), as the prime sense organ for touch,
through which we begin to perceive the world that surrounds us, the work entitled “Digitalis” by
Lara Alpha, Maria Loizidou and Eleni Mouzourou renegotiates such notions as Creativity and
Art through an archiving process. But whereas Duchamp’s “portable museum” in The Box in a
Valise, for example, employed the archiving mechanism in order to criticize the whole system
built around modern art, the three visual artists lovingly focus their attention on “humble” manual
activities like sewing and knitting, thus elevating human endeavor to an art form.

Yioula Hadjigeorgiou presents for the first time in its entirety the video trilogy entitled “The
Roads of Hereafter”, in which she explores the most inner facets of the Female psyche.



Each one of these three renderings of Womanhood roughly corresponds to one of the five
stages of grief, as described by Elisabeth Kibler-Ross. Driven by blind rage (Anger) the hero-
ine stabs the water in vain (“Knife in the Water”). Refusing to accept her fate (Denial / Bargain)
she struggles to rid herself from the burden of the ash-laden coat she wears (“The Calm”).
Finally, she meets the inescapable end with a cathartic mourning by bathing her hair with ash
(Acceptance), a direct reference to the traditions bequeathed by the /liad and Achilles’ grief.

With these thoughts in mind | wish to congratulate the four visual artists for their participation
at the 12th Cairo Biennale and to thank everyone who contributed, each one in his or her

way, in the successful presence of Cyprus at the Biennale.

Andreas Demetriou
Minister of Education and Culture
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MPOAOIOx

Ayyilw 6a nel napatnp®
Yves Sabourin

To puaAd pag pdg Siatadel va ayyi§oupEe yia va Unop€COUlE Va NPOCdIOPicoUpE auTtd TO OMnoio
apxicaue va NnapatnPoUE. ZUVENWKG, YIA VA JNOPECOUUE va avTIAN@OoUUE To vonua Kai Tn
XEIpovopia Tou ayyiypaTtog Ba npénel va avoikToUue Npog Ta €§w, NPAyua nou SNPIoUPYE TNV
avdykn va XpNoIKONoINGOUKE Ta SAKTUA AG YIa VA XAIOEWOUE NEPIOXES MOU NAPAPEVOUV
dYVWOTEG OFE Jag.

O dakTUAITNG (digitalis), and Tn AaTiviki Aégn digitus nou onpaivelr dakTulo, givarl éva navé-
Hop®Oo QuUTS Nou undpxel TOoO OE NUEPN GO0 Kal O Aypia Jop®n. ANOTEAEITal and éva OTENE-
x0G and To onoio &eneTdyovtal dvon nou €Xouv €va PEYAAONPENEG, IVOIKO pod Xpwpa, TGO
PWTEIVO 600 €va KOUPATI JETAEWTS Upacpa. O1 HIKPEG AUTEG XPWATIOTEG KAUNAVOUAEG Bu-
Hi¢ouv Ta SAKTUAA yavTiou, dUo npdyuata (SAKTUAA Kal YAvTl) nou apopouv €va dyylypa AUeco
Kal €va KAOAUMPEVO.

Edv eniNéEel kaveig Tn xelpovopia Tou xadiou, To ydvTi, 660 SUoP@O KI av gival, Ba npénel va
apaipeBei and To XEPI yIa va PNOPETEI va OANOKANPWOEI n npdgn Tnv onoia €xel dIATAEEl O €y-
KEPAAOG: N EVTOAA dNAAdN va avayvwpIoTEl TO AVTIKEIUEVO 1 TO Npdypa To onoio BpiokeTal
uné naparipnon. MpoKerTal yia pia apkeTd QuoiooyiKh avidpacn. OAa autd Ta véa dedopéva
npoaTiBevTal oTnv AIGONTAPIA Kal oTNV AIGONCIAKA Pag KANPOVORIA, n onoia Ye Tov kaipd 6a
Hag Gavel XxpAGIUN yia va NpoodIopifOUlE TN GXECN MOU €XOUE E TNV avakAaAuwn. H cuvei-
Onon pag n To UNoouveidNnTo pag Ba Bpouv Tov TPONO va enegepyacTolV TIG NAPOPUNCEIG A
TIG ANOCTPOPEG.
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AvTiBeTQ, €AV TO XEPI NAPAUEIVEI HECA OTO YAVTI, Eival NEPICOOTEPO AICONTA N AVAYKN yid NPo-
oTaoia, a@oU EXOUUE VA AVTIMETWMICOUME pia GAAN dwn TG NPOowniKOTNTAG Pag, n onoia yi-
VETAI EMNIPUACKTIKA JNPOCTA OTO AyvwoTo. X’ auTd 1o 6TAdI0, iowg va gival NPOTIGTEPO va TO
avakaAUWouUE POVoI, J€oa o€ €va dwUATIO, EaNAWPEVOI OE €va Kavané Kal OKENACUEVO! JE
€va auotnpd, Aitd Kail Tpaxu Ueacpa. ANHoVo, Kaveva OpoP@O UGacua PIe AapnEPd, AOUAOU-
Oévia portiBa dev Ba gival kel yia va pag BondAcEl va XaAAPWOOULE.

O BaAKTUNITNG QPEPEI TNV EAEUBEPN TOU TAUTOTNTA £PODIACUEVN PE PIa DINAA SUVAUIKA, agou
napdyel apiBud 1I31aiTeEPA TOEIKWY AAKAAOEIDWV, NMOU OWG PNoPoUV va PETATPANOUV GE Npo-
iGvTa nou Tovwvouv Tnv kapdid, dppaka dnAadn yia aduvapeg kapdiég. Kar ndAi, Bpiokd-
JaoTe avTiuETwol PE To €ENG SiAnppa: napdppnon i anooTtpo®n; H uon dpwg, eKTég and
€Eunvn €ival kal peyaAddwpn, apou divel oTo AouAoUdI dU0 dIAcTACEIG Kal TO VIUVEI Kopyd
JE éva enionpo popepa o€ pog, donpo Kai NPdcivo.

Ta ndvta agopoulv aloBAPATa Nou €XOUE VIWOE! KAl aVAPVACEIG Nou KouBaAdpe. Onwg étav
AKOULE TN QWVN JIag UNTéPAg nou dIaTdocoel To naidi TG — To onoio BpiokeTal otn puéon piag
HEYAANG avakdaluyng — va ayyi&el pe 1a pdma! Kai o naidi, ek pUCEWG NEPIEPYO, NEPIUEVEI
TNV KATAAANAN OTIYPA Kal yia €va KAGoPa Tou OEUTEPOAENTOU KATAPEPVEI Va ayYiEel To OeNe-
QaoTIKG QVTIKEIUEVO.

Y.I. ZTn yAwooa Twv AouAoudIwv, 0 SAKTUNITNG CUPBOAICE! TNV aydnn nou Oev UnopoupE va
KPUWOULE, ONwG Kal To Ndog Kail To OO0 nou VIWOOUE.

12 DIGITALIS MPOAOIOX



PREFACE

To Touch is to Observe
Yves Sabourin

Our brain commands us to touch so as to define what we have started to observe. Therefore,
in order to grasp the sense and the gesture of touch we need to express an outward gesture,
which makes the need to stroke objects with our fingers imperative in areas still unknown to us.

A foxglove, from the Latin word: digitus, which means finger, is a beautiful wild or cultivated
plant made of a stem with drooping flowers, in a sumptuous Indian pink as luminous as a
piece of silk cloth.

These small coloured bells recall the fingers of a glove, two things which lead us to a protected
and a direct touch. If one chooses the gesture to caress, the glove — as pretty as it may be —
should be removed, in order to complete the action ordered by the brain, which is the com-
mand of recognising the object or the thing under observation. It is a quite natural action. All
this new data is added to our sensitive and sensual heritage, which will become in time useful
to us in determining our reaction on being faced with a discovery. Our conscious or our sub-
conscious will find a way to elaborate on impulses or repulsions.

On the contrary, if the hand remains gloved, the need for protection is all the more present,
as we have to deal with another aspect of one’s personality, here reserved when faced with
the unknown. At this stage, it may be preferable to discover it alone in a consultation room,
lying on a couch covered with an ascetically plain and coarse fabric. No pretty material with
shimmering flowery motives will be there to help us to relax!
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The foxglove wears its free identity well-equipped with a double dynamic as it produces sev-
eral very toxic alkaloids which, however, can be transformed into a remedy for a fragile heart.
Again, we are faced with the dilemma of a choice: impulse or repulsion? But nature is clever
as well as generous and gives two dimensions to the flower, elegantly dressed in a ball gown
of pink, white and green hues.

Everything is a question of feelings and memories which we experience; it is just like when
we hear the voice of a mother quickly disciplining her child who is in the middle of making a
discovery — “look but don’t touch!” — and the child, naturally curious, waits for the moment
where, during a fraction of a second, s/he manages to touch the object of temptation.

N.B. In the language of flowers, the foxglove not only symbolises the love we cannot hide
but also the ardour and the fear we feel.

Digitalis, AinA@vw, 2010
KEVINUATA, NAPASOCIAKEG OTOAEG,
KATAOKEUEG, EUAO, YUQA,

200x90 x 80 &kK.

Digitalis, Folding, 2010
embroidery, traditional costumes,
objects, wood, glass

200x90x 80 cm
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EIXArQrH

Digitalis
Ndapa ANpa, Mapia Aoigidou, EAévn MouZoupou

TO ATAAMATIOY AIZ©ANETAI

«Mpdkerral yia éva dyaAua nou aicbdvetal. Moiddel Je To avBpwnivo owWa NoU TO EVOIKEI pia
Wuxn, n onoia dev eixe NOTE avTIANPOE( 1 diavonBei. ZTnv apxn anodideTtal oTo dyaAua pia kal
pévn aiobnon, iowg n AiydtEPO oUVOETN an’ dAeg — n dboppnon. H Bioypagia Tou aydAuaTtog
apxigel W’ éva ehappu dpwa yiacepioU. Ma pia oTiyun, oAOKANPO To cupnav, eV UNApXEl
napd pévov autd To dpwua N, yia va €ipacTe nio akpIBEig, To dpwpa auTtd gival To cuunav, To
onoio, yia pia oTiyun apydTepa Ba ival To dpwpa evég pddou, UoTEPA VOGS YAPUPAAOU K.O.K.
2N CUVEIdNoN Tou aydAuaTog, étav Undpxel pia kal pévn pupwdid, €xoupe npocoxn. Otav n
HUPwWdIG Slapkel PETA TNV Nadon Tou epeBiopaTog, €xoupe pvnpn. OTav pia napouoa kai pia
napeAdolca eviinwon anacxoAoldv TNV NPOCOXA TOU AyAAUATOG, EXOUHE IKAVOTNTA CUYKPI-
ong. Otav 1o dyaAua avriAauBAveral OpoIGTNTES KAl AVOUOIOTNTEG, £XOUE Kpion. OTav n IKa-
véTnNTa oUYKPIoONG Kal n kpion enavaAapBdvovTal, €xoupe otoxacpd. ‘Otav pia euxdpiotn
avduvnon givai no €vrovn and pia ducdpeoTn eviunwon, xoupe gavtacia. Ki étav apxioel n
AeiToupyia Tng katavonong, 6a apxicel n Asimroupyia TG BEAnoNG: aydnn Kai Yicog (EAEN kal
anooTpo®n), eAnida kal eoRog.

H cuveidnTonoinon ek pépoug Tou aydAuaTog o1 €xel JIEABEI and NOAEG dIavoNnTIKEG KATa-
oTdoelg, 6a To 0dNYACEI OTNV a@nPNPEVN €vvoia Twv apiBuwv. H cuveidntonoinon nwg ivai
TO dpwa Tou yapUPAAOU Kal NwG unnp&e To dpwpa Tou yIacepiou, oTny €vvola Tou Eyw.
TéTe 0 UNOBETIKOG AvBPWNOG Ba NPOIKIOTEI E akon, yeuon, 6pach Kai TEAOG apn. H TeheuTaia
auth aioBnon Ba Tou anokaAUWel 6T UNAPXEI XWPOG Kal 0TI EVTOG AUTOU TOU XWPOU UMAPXEI
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. Eivbern, apridhnxro, pe Ehaxes xan gulddpa avriiera.
Zinero mpu—nil\‘x-o ue anigu exadbdooorrs.

1 TRELMTEY § {wv oe

pobanes

Livbero, Sig mrepurd.

Edvbero, Sig mrepooyidis, pe ypappondy pulkdpu.
PimBoridic.

Apiayo, axépaio.

Maxalyeayo, fafiidof, mpuovast.
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Mepifhanro.

Bhagrorevis.
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Pidae olvlern, meprrrdhnira, pe el aywafhors xa plida
wou Eyouv peratpansl or ayxalia.

. To Quybuopes dvlog Tou peveEE (fov vo peda ).
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48, 0 xapmic (pdyz) tou mapamdve pe Tov pdvips wyeafurd

iz Tou dviicus.
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Zuydpoppe dvliog tou dxdrror pe dves afnzio (MA) mou
apnpariie sntpuepahalan mivwo and 1o dvleg.

AviiBie Tou xaxoudé (xapdduupor).

Avliog tou xpivoy g Bihamans (fodfds foubddng) pe yoave-
aibis ebapepés meprydwe (A) wm ubivBpurd, napastepdwn (B)
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Kal o idl0g, péoa o€ éva owpa. Mpiv and autd To otddio dev avriAauBavoTav Toug NXoug, TIG
OOMEG KAl TA XPWHATA, NAPd WG NAPANAYEG N JETAANAYEG TNG CUVEIBNONG TOU».

Traité des sensations, 1754

H npétaon pag Baciceral otnv avdykn pag va aviiAn@OouUEe Ta XapakTnNpIoTIKA, KaBwg Kai Tn
®UOoN TWV NPAYNATWY, YIa VA JNOPECOUE VA TA KATAVONOOUE KAl KATA GUVENEIQ VA TA OVO-
udooupe. Evag 1pénog yvwpIpog yia pag gival n Tagivopnon kai 1o ox€dio. Méoa and tnv 1a-
&ivopnon, kal agou KaTtaAngauE oTo €iD0G NoU PAg EVOIAPEPEI, ENAEEANE LOPPESG EKPPAONG
NG KABNPEPIVOTNTAG pag, PEoa and TIG OMnoieq UNOPOUPE VA KATAVONOOUHE CUUNEPIPOPES
TO00 JIKEG PAG 600 Kal AAAWV. APXICOUPE PE TN XEIPWVAKTIKNA EVAOXOANoN, NouU GAVNKE PEoa
and Ta xpdvia 6T NApoUcIAZel €va Kolvo evOIApEPOV yia TNV opdda. Zav AANO PECO XEIPWVa-
KTIKAG EVAOXOANONG NPOTEIVOUPE TO OXEDIO, AVTIOTOIXO JE TO XAdI, MOU Kal oTa dUO EUNEPIE-
XOVTaI T XAPAKTNPIOTIKA TNG apng. Kupia npolnéBeon otnv €peuvd Pag anoTeAei n €vvola
NG guxapioTnong Katd Tn JIdPKEIA TNG HEAETNG, TNG NAPATAPNONG KAl TNG KATACOKEUNG, Kal
Bewpeital an’ dAoug pag anapaitntn NpoindOeon, KaTapxdg PETAEU Pag Kal KATOMNIV PE TOV
Kk6op0. AoUAeUoUPE ONwg naAaidTepa ol “painters of the work”, nou k&dBe anddoon ekTég and
TO id10 TO AvTIKEiEVO, cUVOdeUdTAV Kal and €va Paupdacrpo oxEDIo.

«Agv unopoupEe va NepypAYWoupe Tinota nou dev BAENOULE e Ta idIa pag Ta PATIa Kal nou dev
€EeTACOUNE EUNEPIOTATWMEVA, PECA Kal €Ew», UNOOTNPIZaV Ol apxdiol PIAOCOPOI. Avapepod-
MaOTE O€ OTOIXEIa TNG GUONG PECA and TNV onoia PJag unodeikvUETal N appovia Kal pag ea-
VEPWVETAI N TEAEIOTNTA TWV NPAYPATWY. OETOUME EpWTANATA YUPW and Tov TPAMO LE TOV OMoio
0 avBpwnog eEaptdral and Tig uNodei&eig TETolou €idoug kal and TNV avdaykn Tou va Ta KaTa-
voNnaoel. TEToIO EPWTNUATA PAG anAcXoAoUV Kal UIOBETOUNE TN HEBODO «TO HUAAS LAG VOUIZE!
&1 TinoTE OEV PNOPET Va NEPIOPICEI TO VA ANOKTA yVWon, aAAd 6Tav anocUpETal 0TNV KATOIKIa
Tou, €ival avikavo va autonepIypagei kai Oev €XEI NMiA KAIA Niyvwon Tou €aUToU TOU».

H npdétaon avagéperal otnv Ta§ivopnon npayudtwy nou napnxbnoav pe Tov Tpdrno e Tov
onoio a&lohoyeital ndvw an’ dAa n aiocbnon Tng agnig. Mapanéunel otn A&IToupyia TNG XEIPo-

Oedppactog, Anavra 11, QuroAoyikd AeEikd
kard ©edppacto

Theophrastus, Enquiry into plants, volume 11
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TeXviag Kal npoadiopiZeTal cav anapaitnn yi’ autoug nou Ty enéAeEav yia va npocdiopicouv
TN OXECN TOUG PE TO XWPO YUPW TOUG KAl KATA CUVENEIA va avTIANGOoUV oTn CUVEXEIQ NXOUG,
OOWEG KAl XPWHATA. ZTIG EVACXONACEIG AUTEG EMNIMTOUV OAEG Ol XEIPWVAKTIKEG EPYACIEG MOU
aenvouy Seiypata ypapng Pe T duvatdTnTa avayvwolétnTag Oxi évo and avlpwnoug nou
QAvAKOUV GTOV iB10 MONITIOUIKO XWPO, AAAd Kal and dTopa nou npogpxovTal and €va eupu
@dopa JIAPOPETIKWY MONITIOMIKOV XWPwV. To KABE €i00G €XEI TA XAPAKTNPIOTIKG TOU Kal Ta
Ué€pn Tou peTaldocovTal and avBpwno oe dvBpwro, and ENoxXn o€ ENOXn, YE TPOMO Mou N
npayuaronoinon Toug va gival duvaTti oTo XWPo Kal To XpAvo nou Toug diaTiBeTal yia va ava-
nTuxBoUv. ETol To €id0g PéVEl akpIBW®G TO iDI0 Kal Ta YEPN TOU NPOCAPUOLOVTal OTO EKACTOTE
KOIVWVIKOMOAITIKG NMAdicio péoa oto onoio avanTtiooovtal. H d1agopeTikdTnTa KABE Popd TG
TENIKAG TOUG HOPPNG, EEapTATal and Tov TPOMO AVTILETWMIONG TOU KABE atépou, and Tn oxéon
nou €xel autég e Tov KOoWo, n onoia Bewpeital povadikni. Moiddouv peTa&u Toug 600 Kal 0
QVTIXEIPAG OAWV TWV avOPWNWY TN yNn Kal CUYXpOovwg dlagpépouv nwg To dakTuNIkS anoTu-
nwpa nou kabopidel TNV auBevTIKATNTA TNG TAUTOTNTAG Pag. epidouv ouvnBwg evAIAPECOUG
XPAVOUG Kal n SIGPKEIA Toug Dev €ival NOTE CUYKEKPIUEVN OUTE EUKOAQ opaTh. Alapépouv and
ATopO o€ AToHOo TO0O0, OGO UNOPET va dlIapEPE! PIa XeElpovopia and pia dAAn, Tou 1diou atépou,
O€ OUVAPTNON PE TN PUOCIKN Kal YUXOAOYIKN TOU KaTdoTaon.

H xe1pwvaKTIKn evaoxdAnon, nou €ival Katd To NAEICTOV YUVAIKEIO XaPAKTNPIOTIKG, avanTUx-
OnKe pEca and Toug AIWVEG YIa Va OTNPIEEI BACIKEG KABNUEPIVEG AVAYKEG KAl VA CUUNANPWOEI
«KEVA XPOVOU», OE KAMOIEG NEPINTWOEIG TO D10 avaykaia yia Tn oTAPIEN TG WUXIKAG Ic0pponiag.
To anoTéAeopa TETOIWV XEIPOVOUIWY and PIOVO Tou €Xel MIKPO PEYEDOG, e duvaTodTNTEG ava-
NTUENG TETOIEG, MOU OUXVA pag Eagviadouv kai pag BonBouv va enavanpoacdIopicoupE Ta Opia
TWV XAPAKTNPIOTIKWV NOU 0 KaBévag pag dIabéTel, SUOKOAA kaTd Ta GAAa avTiAnnTd. Mdvw
an’ 6Aa dPwg ENaypunvei oTo va Pag unevoiupuiZel Tn onpacia TN AEIToupyiag OAWV Pag Twv
aIcBnoewv, yia va PnopoUpE va KAaTavooUUE Kal Va anavToUpe PE TN OEIpd Jag O EpWTAPATA
nou NPOKUNTOUV and TIG CUVEXEIG PETAKIVAGEIG TWV avBpwnwv Kai and TIG CUVAVTACEIG Jag
ME TOUG ANNOUG, Kal EVIOXUEI TNV avdykn yia Katavonon Tou JIapopETIKOU Kal TNV aywvia pag
va d1aTNPNCOUKE TO ANOCTAYUA TWV EUMNEIPIWV PAG KAl va TO avanTtuEoupe og KATI vEo. MIAG

Digitalis, 2010
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yIa Tov AvOpwno nou To NENPWHEVO Tou givarl epriaypévo and Tov idio. MNa To NAdoua nou Ka-
Bopicel oav kupiapxn avdykn otn {wn Tou To XAdI Kal nou n ¢éppa nou napdyel kabopidetal
and To id1o 10 BAPog Nou KoUuPBaAd kai yiveral éva pe autod. MNa 1o NAdoua Nou n Nopeia Tou
KaTaypd@eTal cav véa KABe popd Kai avTipeTwni¢eTal and Tov idio povadikn. Exel Tnv kapdid
TOU avOpwnou nou ovopddel pPoipa ekeivo povaxa nou Tov ouvtpiBel. H olveon pe Tnv onoia
OEXETAI TOV KOMO TOU GUUNANPWVEI TNV iBIa OTIYMA TN Vikn TOU.

To anoTéAEopa TNG XEIPOVOUIAG NPOCPEPEI OAEG TIG DUVATOTNTEG Kal OEV MICTOMOIEI Kauia.
H npdtaon auth anoTeAei CUVEXEID MPOCPATWY EPNEIPIWV KAl BACIZETAI GE CUYKEKPIUEVA AV-
TIKEIJEVA MOU YIa NPWTN Gopd NapoucidZovtal wg pia evotnta. ANOTEAEI TNV apxn pIag EPeu-

vag nou Bpioketal oe cuvexn eEENEN.

>enTépPplog 2010
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INTRODUCTION

Digitalis
Lara Alphas, Maria Loizidou, Eleni Mouzourou

THE STATUE THAT FEELS

“This is a statue that can feel. It resembles a human body, inhabited by a soul that has never
understood or thought. In the beginning, the statue has only been attributed with one sense,
perhaps the least complex of them all — smell. The statue’s biography begins with a soft scent
of jasmine. For just one moment only this scent exists in the whole universe, or to be more
precise, this scent is the universe, which, later, for just one moment shall be the scent of a
rose, later of a carnation and so on.

In the statue’s conscience, when we have only one smell, we have attention. When the smell
continues, even after the stimulation has occurred, then we have memory. When a present
and a past impression catches the statue’s attention, then we are speaking of the ability to
compare. When the statue has recognised similarities and dissimilarities we have judgement.
When the ability to compare and judgement repeat themselves, we have reflection. When a
pleasant memory is stronger than an unpleasant impression, we have imagination. And when
the process of comprehension begins, then intention occurs: love and hatred (attraction and
revulsion), hope and fear.

When the statue realises that it has gone through numerous mental situations, it will reach
the abstract concept of numbers. It will acknowledge that it is the scent of a carnation and
that it used to be the scent of the jasmine, all included in the meaning of the Self. Then, the
hypothetical person shall be endowed with hearing, taste, vision and finally, touch. This last
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4.1, “Musikinstrumentenbau”, HERBERT HEYDE, 1986. Violinkonstruktion nach Adolf Beck, Diisseldorf 1923. Eine Konstruktion, die die
Klassische Cremoneser Form mit schulgeometrischen Mitteln nachzubilden versucht. |N1ch Hﬁ:k 1923) /f 4.6, “Musical instruments of the

warld”, THE DIAGRAM GROUP, 1988, | des 16. Jahrhunderts nach einer hen 11 ion /' 4.32.a. " Beitrige zur Ken-
ntnis n‘Pr SfPJnZFJh'N.’hFﬂ ‘\Jusakmsnunmnts Europas”, OTTO SEEWALD, 1934, Tafel 1 : Schraper, Schwirthilzer, Fliten, Phal v
4.15. bau in M. Palaniappan Achari und seine Arbeit”, NORBERT BEYER, 1999.The fine hnllrw«lng of the bndy The work

is camed out over an iron weight, which is covered with a sack; the instrument is turned during the process. // 4.3. “The Story of Art”,

E. H. GOMBRICH, 1995. ("Angel”, Hans Memling. c. 1490. Detail of a panel from an altarpiece, oil on wood. Koninklijk Museum voor
Schone Kunsten, A Pl A 4.5, “Musiki renbau”, H. HEYDE, 1986. Entfaltung gewellter UmriBformen bei Violen (2. Hilfte des
16.Jh bis zur 1. Hilfte des 18.Jh.). 2 und 3 hinterlassen einen ruhigen, frihbarocken Gesamteindruck, 4 dagegen einen bewegten, manier-
istischen. 5 und 6 sind hochbarocke siddeutsche Formen f 4.7. “Musikinstrumentenbau®, H. HEYDE, 1986. Kleines Waldhorn in G alto
(hohe Stimmung), zugeschrieben Valentin Springer. Dresden um 1570, mit originalem Trichtermundstiick. // 4.9, “Origins and development
of musical instruments , JEREMY MONTAGLI, 2007, Arched Harp. Sating Gauk, Myanmar (Burma), photo Tory Bingham, Londan, /f 4,27,
“Musical instruments of the world”, THE DIAGRAM GROUP, 1988. Aluigyptische Klappern aus Holz oder Elfenbein. Viele sind in Form von
menschlichen Handen geschnitzt oder mit Mensches pl’en vemerl Die einzelne Hand (3) gehtrte zu einem Paar. Klappem waren in der
Antiken Welt sehr bekannt, und die Agyptischen | isen, daf diese als Ersatz fiir das Hindeklatschen dienten.
A 4.10. "Oxigins and development of musical instruments”, JEREMY MCNTA.CU, 2007. Neolithic Harper. From marble statuettes, c. 3000
BC, Cycladic Islands, Aegean Sea, drawn by Sarah Montagu. // 4.4. “Musikinstrumentenbau”, H. HEYDE, 1986. Gitarrenrosetten (Typ der
Radrose); b: Verniichterte Form aus dem Anfang des 19.Jh. (Lyragitarre). ¢: Neugotische Rosette, wohl in Anlehnung an die Fensterrose von
MNotre Dame in Paris, Vogtland um 1930, / 4.22, “Musical instruments of the world”, THE DIAGRAM GROUP, 1988. Der Bliser unterstiitzt
den Hornton, indem er seine rechte Hand in die Stiirze steckt (a). Mit Lageverinderungen der Hand (b) verfeinert er den Klang und beseitigt
Unreinheiten der Intonierung. Die Hand kann auch als Déimpfer wirken, eine Tonhéhe verschieben und verschiedene Klangiarbeffekte
erzeugen.
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sense will reveal the existence of space and that within this space, s/he exists inside a body.
Prior to this stage s/he had only acknowledged the sounds, the smells and the colours as
mere variations or changes of conscience”.

Traité des sensations, 1754

Our proposal builds on our need to recognise the characteristics as well as the nature of things,
so that we are able to understand them and as a result, name them.

For us, a familiar method is classification and drawing. Through the method of classification
which we have agreed on, we selected forms of expression from our everyday life through
which we may understand both our own behaviours and the behaviours of others. We begin
with manual activity, a theme which, over the years, seems to be of common interest to the
group. As another medium, we suggest drawing, similar to the soft caress, which in both
cases occurs in the things we are exploring. A basic precondition in our work is the sense of
pleasure which is felt during research, observation and construction. This is considered as
an essential requirement for our group work and as a result, for our communication with the
public. We work in the fashion of the “Painters of the Work” of the past: every depiction, apart
from the object itself, is accompanied by a black-and-white drawing.

The ancient philosophers maintained that: “We cannot describe anything which we cannot
see with our own eyes and which we have not examined in depth, inside and out”. We refer
to the elements of nature through which we acknowledge harmony and the perfection of
things. We pose questions concerning the ways in which humans depend on this kind of ev-
idence and the human need to comprehend such things. It is these questions that we are pre-
occupied with and we adopt the following method: “Our mind thinks that nothing can set a
limit to its knowledge, but when it withdraws to its own environment, it is unable to give a de-
scription of it, and no longer knows itself”.

Digitalis, Apxeio 4, Mouoikd épyava, 2010

Digitalis, Archive 4, Musical Instruments, 2010
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1.2, “Identification anthropormddtrique; instructions signalitiques ", ALPHONSE BERTILLON, 1893, Demonstration of the measurements one should
take for Berillon's anthropometric identification system. & 1.5, “Tdentification amthropometrique; instrsctions signakétiquees ©, AL BERTILLON, 1893,
A 1.6, “Leibesvisitation. Blicke auf den Kévper in find lahrhunderten”, ROSEMARIE BEIER, MARTIN ROTH, 1990, Vitrine mit dem “Skelet eines

Riesen” und dem “Skelet eines Zwergen®. Um 1900, Berlin, Institut fir Anatomie, Charitd mboldt Universitit, Berlin, ' 1.21. "Der Ceist bei

dler Arbeit. Historische Untersichungen zur Himforschung =, MICHAEL HAGMER, 2006. Ikonische Dy llung der p logischen Lokal
slehre. Archiv des Autors. // 1.19.a. “Der falsch vermessene Mensch”, STEPHEN JAY GOULD, 1988. Spitzkas Entwicklungslinie nach Himgrofe
(The brain of the great math ician K. F. Gauss, Busl Garillah, 4 1.7. “Leibesvisitation. Blicke auf den Kéeper in fiinf lahrhunderten”, R.

BEIER, M. ROTH, 1990. Studien zur Proportion des menschlichen Kiepers. llustration in: Albrecht Diirer: De Symmetria partium in rectios formis
haslmlanomm comensmy’ Libri in Latinum comeersi. 1532; Holzschnitt. Berlin , Deutsches Historisches Museum.  1.11, “Der falsche Karper™, M.
HAGNER, 1995. Photographien und Zeichnungen von Epileptikern, deren ldentitit sich nach Lombroso aufgrund ihrer phwsiognomischen Ahnlich-
keit mit Verbrechern erschloB. Aus: Lombrosol 887, i 1.4, “Physikalischer Atlas ™, HEINRICH BERGHALIS, 1848, VIl Abtheilung: Anthropographie.
G | breitung der hen-Rassen; Ubersicht der Nahnmgsweise, und der Volksdichtigheit in der Ackerbaulildem; auch manches zur
Physik des Menschen. i 1.1. “Pearson’s Magazine, Vol XI%, January 1o June, 1901. lllustration from The Speaking Portrait demonstrating the pein-
ciples of Alphonse Bertillon's anthropometry. & 1.16. “Hand und Perséinlichkeit, Eine Einfihrung in die Psychologie auf Grund der Hand”, HUGO
STEINDAWMM und ELSBETH ACKERMANN, 1947. Finger. Handrlicken. / 1.14. “Craphologie als Wissenschait =, ALOYS WEMZL, 1937, Links: 3
Schwestern im Alter von 32, 31 und 25 Jahren, a und b fiir den Lehrberuf ausgebildet, c fir Medizin. Rechts: Innerlich verwandte Schriften Nichtver-
wandter. a, B0 jibrige Frau ohne hhere Schulbildung, b1, b2, b3, 58 jahriger Akademikes, ¢ 17 jahriger Gymnasiast. /f 118, “Bodyspace. Anthro-
pometry, Ergonimics and Design”, STEPHEN PHEASANT, 1986. The position of rest, the power grip and the precision grip. & 1.13.b. “Physiognomik
wnd Ausdruckstheorie der Renaissaince”, ULRICH REISSER, 1997, Mensch-Tier-Vergleiche, Giovanni Baptista della Porta. De humana physionomia
Libri quattuor, (Frankiurt, 1601). 4/ 1.20.a. “Antropologiceskie tipy drevnege naselenifa na territorii S55A%, ALEKSANDR ZUBOW, 1988. 1/ 1.3. “Finger
Prints ", Francis Galton, 1892, The fingesprints of the author,
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The proposal refers to the classification of things that were produced in ways through which
above all, the sense of touch is assessed. It refers to the function of activities and it is deter-
mined as essential for those who have chosen touch in order to define their relationship with
their surroundings and consequently for them to realise sounds, smells and colours. These
activities include all manual work which leaves behind traces of writing, readable not only by
people belonging to the same cultural sphere but also to those of a wider cultural spectrum.
Each kind of work has its own characteristics and its separate parts may change from person
to person, from time to time, in such a way that it may be performed only at the place and in
the time provided for it to develop. Thus, the kind of work remains the same, but its separate
parts adjust to the socio-political framework in which they develop. The special characteristics
which each form develops depend on each person’s attitude, and their relationship with the
world, and they are considered to be unique. They resemble each other in the way that all
people’s thumbs look alike but are at the same time very different; just as the fingerprint con-
firms the authenticity of our identity. They normally fill gaps in our time and their duration can

APIZTEPA, LEFT
Digitalis, Apxeio 1, AvBpwnopetprioeig, 2010

Digitalis, Archive 1, Human Measuring, 2010

AEZIA, RIGHT
[MpoBNKeg, IxEDI0 EYKATACTAONG

Display cases, Installation plan

never be calculated or represented. It differs so much from person to person, in the same
way that one specific gesture can be expressed differently by the same person, depending
on his/her physical and psychological condition.

Our approach deals with activities, mainly associated with the female sphere, which have de-
veloped through the centuries in order to support basic everyday needs and to fill in ‘time
gaps’ as well as, in some instances, to maintain a balance of the soul. The result of such ges-
tures is in itself of small impact but with such possibilities of growth that, consequently, we
are often surprised and become more able to redefine the meanings of our limits, in relation
to characteristics that each one of us possesses, which are otherwise difficult to acknowledge.
However, above all, it sees that we are reminded of the importance of our senses, so that we
are able to understand, and therefore to respond, to the questions that arise from the contin-
uous movement of people, and from our contact with others. It also underlines the importance
of understanding the other and our struggle to maintain the essence of our memories and to
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develop it into something new. It speaks about Man who shapes his own destiny. The being
who considers a gentle caress as his/her life’s most basic need; whose form is determined
by the weight he carries and who becomes one with that weight, the individual, who each
time he records his life’s course anew he considers it unique. He has the heart of a person
who calls fate only that which crushes fate, the prudence with which he acknowledges his ef-
fort at the same time as he complements his victory.

The result of the gesture offers all the possibilities but certifies none.
This proposal is a continuation of recent experiences and builds upon realised objects that
have, however, never been presented together in this form. It is the beginning of a project

which will be in constant motion.

September 2010
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The Craftsman, 2008
Richard Sennett

TO XEPI

H TEXVIKA €X€I KOKO OVOopa: PNOPEI va poIddel dyuxn. Agv gival auth TNV €IkOVA OUWG NOU
€XO0UV YIa TNV TEXVIKNA QUTO! TWV OMoiwv Ta XEPIa €XOUV TUXEI UYNANG eknaideuong. I'I” autolg
N TEXVIKA €ival GUECa CUVOEDEPEVN LE TNV EKPPAON....

Mpiv and duo aiwveg, o Epypavouni Kavt napatipnoe pe aniéd 1poéno: «To xépl gival To na-
PABupo oTo PUaAS». H olyxpovn nioThun €xel ENIBIVEEI VA EKUETAANEUTET TNV Napatipnon
autn. Ané 6Aa Ta avBpwniva PEAN, Ta XEPIA €ival autd NOU NApPoucIdZouV Tn YEYAAUTEPN MOI-
KIANIQ KIVAGEWV, Ol OMOIEG KIVAGEIG EAEYXOVTAI UE TN OKEWN. H ENICTAUN €XEI ENIXEIPACEI va OEi-
E€1 NWG AUTEG O KIVACEIG — Padi Je Toug SIAPOoPoUG TPAMOUG IE TOUG OMNOIoUG TO XEPI NIAVEI,
Kal JE TNV aicBnon TNG apng — eNNPEAOUV TOV TPOMO |IE TOV OMNOI0 OKEPTOPACTE. Tn GXEoN
QuTA, HETAEU XEPIOU Kal KEPANAG, Ba diepeuvAow, EEETACOVTAG TPIia €I0N TEXVITWY, TWV OMoiwv
Ta X€PIa €x0ouV eKNAIDEUTE 0€ YNAS BaBud: TOuG HOUCIKOUG, TOUG HAYEIPES KAl TOUG PUONTEG
yuaAioU. H upnAou eninédou TEXVIKA NOu €Xouv avanTugel Ta XEPIa ToUug anoTeAEl pia EeI0-
KEUPEVN avBpwnivn KaTAoTaon, N onoia Opwg eNNPEAZE! TIG MO KABNUEPIVES EUNEIPIEG.

TO NOHMON XEPI. NMQX TO XEPI EFINE AN©OPQIINO. MIANQ KAI ArT1ZQ

... TETOI0U €id0Ug SopIKA aAayn €Xel ENITPEWEI OTO avOPWNIVO €i50G T XAPAKTNPICTIKA Cw-
MaTIKA EUNEIpia Tou va nidvel. To va nidvel Kaveig npokeital yia ekouoia npdén, yia pia anéd-
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@aon. AvTiBeTa, undpxouv Kal ol aKoUCIEG KIVACEIG, ONwG TO VA AVOIYOKAEIVEI KAVEIG Ta
udmia.

... TO Ayylyua GEPVEI OTO NPOCKNVIO SIAPOPa NTAIATA OXETIKA UE TO VONHOV XEPI. TNV IoTopia
NG 1ATPIKAG, ONWG Kal TNG PIAOCOPIAG, EXEI avanTuxBEi pia pakpodxpovn cudntnon yupw and
TO KATA NGCO N aph €POBIAZEI TO HUAAS HE DIAPOPETIKN aioBNTIKA NAnpo@dpnon and autiv
nou napéxel n épaocn. Paiveral 61 P€ow Tou ayyiyuatog napadidovral dedouéva Ta onoia -
OBANOUV «xwPiG OpIax», VW OI 0OPOAALIOI NAPEXOUV EIKOVEG NMOU NEPIOPICOVTAI OE £va NAQICIO.
Edv, yia napddeiyua, ayyigeig évav {eotdé goUpvo, To OWHA 0oU EAPVIKA CUYKAOVICETAl ONO-
KANPO, eV avTiOeTa, pia enwduvn €IkOVa PNopei autduata va PEIwBEi o évtaon e To va
KAgiogIg Ta pdmia. Mpiv and €vav aiwva, o BioAdyog Charles Sherrington €8ece Tn cuZATnon
auTth o€ véa Bdon. Alepelvnoe auTd Nou o idIog ovOUAcE «evepyd dyyiypa» (active touch), To
oroio avagépeTal oTn cuveIdNTN NPGBeon Nou kaBodnyei Ta aKPODdAXTUAA pag. Tou GAvNKe
4TI TO dyylypa gival Kal unép piag dpdong Kal cUyXpovwg avTidPacoTIKO.

APIZTEPA/LEFT
DwToyPaAPIEG XEPIOV KATA T
didpkela epyaciag, Kunpog, 2000

Photographs of hands at work,
Cyprus, 2000

AEZIA/RIGHT
Digitalis, Apxeio, Aentopépeia, 2010

Digitalis, Archive, detail, 2010

Ol AYO ANTIXEIPEX. AMNO TO ~YNTONIZMO, XYNEPTAXIA

... H autovopia Twv xepiwv naier peyéAo podAo oTo naigiuo Tou Nidvou, dnwg Kai N autovouia
Twv SakTUAWV. Ma 1o anAé naig§ipo Tou nidvou, cuvABwG opidovTal TO TETAPTO Kal TO NEUMTO
OAKTUAO WG AuTd nou Ba epunvelcouy Tn Bacikn PeAwdia, evw To Je&i x€pl BEwpEiTal To nio
aduvapo. H Baoikn appovia avatiberal ota e§icou adUvapa dUo dAKTUAA TOU apIoTEPOU Xe-
p1oU. Ta BAKTUAG auTd NPENEI va SUVANWOOUV Kal O AVTIXEIPAG, WG TO Mo duvaTd OAKTUAO
TOU KABE XePIOU, NPEnel va PABel va doUAeUEl padi Toug PE To va cuykpatei Tn duvaun. Or ap-
xdpior mBavéTara va dwoouv oTo Je&i XEPI Mo onPavTiké poAo and 6,1t oto apiotepod. ETol,
ndn and 1o ekivnua, o HOUCIKOG avTIETWNICEI NPOBANUATA OTO va ENITUXEI TO CUVTOVIONS TOU
XEPIOU TOU, apou NPENEI NPWTA va JIEUBETACEI TIG ENIKPATOUCEG AVICOTNTEG.
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XEPI-KAPMOZ -MHXHX. TO AIAATMA THX EAAXIZTHZ AYNAMHZ

"o va KatavoAcoupe Tnv €vvola TNG EAAXIOTNG dUvapNg, ag KoITaEoupe €va AANo €idog e&el-
OIKEUPEVNG €PYACIAG: TO XEPI TOU PAyelpa. ApXaloAdyol €xouv avakaAUWel AiBiveg Aenideq
MouU XPNGIUoMoloUvVTav yia KOYIHO, Ol oroieg gival 2.5 ekaToppupinv eTwv. Ta xAAKIVa paxaipia
eppavioTnkav npiv and TouAdxioTtov 6,000 xpdvia, eV Ta CPUPAAATA CIBEPEVIA NPIV and TOu-
Adaxiotov 3,500 xpoévia.... H 10éa Tng eAdxIoTng dUvapng wg n BAon yia va eNITUYXAVEI KAVEIQ
TOV QUTOEAEYXO EKPPALETAI OTIG ANOKPUPEGS, AANG KABOAA AOYIKEG CUPBOUAEG nou divel n ap-
xaia KIVEQIKN payelpikn: «O KaAOG PAYEIPAg NPENEI NPWTA va PABEI va TEPAXIZEl Evav KOKKO
Bpacpuévou pugiou».

XEPI KAl OPOAAMOZ. O PYOMOZ THXZ XYTKENTPQXHX

... H1d€a Tng evotnTag KE@ahiou Kai xepioU. H evotnTa autn diapdpewaoe Ta 1Idavikd Tou 18ou
alwva, NouU unooTNPIZav TN XEIPWVAKTIKNA Epyacia. ZAPEPA dEV akOAOUBOUE akpIBWGS Ta Br-
paTd autd, agou €xoupe KaBiEpwoel CUPBACEIG VONTIKEG, MOU NnydZouv and Tnv avdnTugn
€EEIBIKEUPEVWV KAl OMAVIWV XEIPWVAKTIKWY TEXVIKWV, EITE QUTEG €ival To Nai§iuo o NAnpn ap-
povia, o TEJAxXIOPOG eVOG KOKKOU pudioU i To pUcnua Tou YUaAIoU yid TV KATAOKEUN €vOG
SUokoAou noTnpioy. AKOUN Kal AUTEG OUWG o1 BIPTOUOZIKES TEXVIKEG OTNPICovTal o€ BACIKA
OTOIXEIO TOU AVOPWNIVOU CWHATOG,.

... O1 xe1Ipovopieg unopouv va TUxXouv NEPAITEPW BEATIWONG kal avaBewpnong péca ota nAai-

ola NG pubuIkng diadikaciag Nou enépxeTal ue TNV eEdoknon kai nou Tn diatnpei. H avriAnyn
KATEUBUVEI KABE Bripa TEXVIKNG Kal KABE Brpa kouBaAd piav nOIkA onpaaoia.
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The Craftsman, 2008
Richard Sennett

THE HAND

Technique has a bad name; it can seem soulless. That’s not how people whose hands be-
come highly trained view technique. For them, technique will be intimately linked to expres-
sion...

Two centuries ago Immanuel Kant casually remarked, “The hand is the window on the mind”.
Modern science has sought to make good on this observation. Of all the human limbs, the
hands make the most varied movements, movements that can be controlled at will. Science
has sought to show how these motions, plus the hand’s varied ways of gripping and the sense
of touch, affect how we think. That link between hand and head | will explore among three
sorts of craftsmen whose hands become highly trained: musicians, cooks, and glass-blowers.
Advanced hand technique of their sort is a specialized human condition but has implications
for more ordinary experience.

THE INTELLIGENT HAND. HOW THE HAND BECAME HUMAN. GRIP AND TOUCH
... Such structural change have allowed our species a distinctive physical experience of grip.

Grips are voluntary actions; to grip is a decision, in contrast to involuntary motions like the
blinking of the eyelids.
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... Touch poses different issues about the intelligent hand. In the history of medicine, as in phi-
losophy, there has been a long- standing debate about whether touch furnishes the brain with
a different kind of sensate information than the eye. It has seemed that touch delivers invasive,
“unbounded” data, whereas the eye supplies images that are contained in a frame. If you
touch a hot stove, your whole body goes into sudden trauma, whereas a painful sight can be
instantly diminished by shutting your eyes. A century ago, the biologist Charles Sherrington
reformatted this discussion. He explored what be called “active touch”, which names the con-
scious intent guiding the fingertip; touch appeared to him proactive as well as reactive.

THE TWO THUMBS. FROM COORDINATION TO COOPERATION

... Independence of the hands is a big issue in piano playing, as is independence of the fingers.
Simple piano music often assigns the starring melodic role to the fourth and fifth fingers, the

APISTEPA/LEFT
DwTOYPAPIES XEPIWV KATA T JIGPKEIQ
epyaciag, Kunpog, 2000

Photographs of hands at work
Cyprus, 2000

AEZIA/RIGHT
EpyacTtiplo POUCIK®WV opydvwv
Neukwola, 2008

Musical instruments’ workshop
Nicosia, 2008

weakest in the right hand, and the rock-bottom harmonic role to the equally weakest two fin-
gers in the left hand. These digits must strengthen, and the thumb, the strongest finger in
each hand, has to learn to work with them by holding back power. The music vouchsafed be-
ginners will most likely give the right hand a more important role than the left. So, at the outset,
the player’s hand coordination encounters the problems of reconciling inequalities.

HAND-WRIST-FOREARM. THE LESSON OF MINIMUM FORCE

To make sense of minimum force, let’s look into another kind of skilled hand work, the chef’s
hand.

Archaeologists have found sharpened stones used for cutting that are 2.5 million years old;
bronze knives date back at least six thousand years, and hammered iron at least 3,500.
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... the idea of minimum force as the base line of self-control is expressed in the apocryphal if
perfectly logical advice given in ancient Chinese cooking: the good cook must learn first to
cleave a grain of boiled rice.

HAND AND EYE. THE RHYTHM OF CONCENTRATION

...The idea of the unity of head and hand. Such unity shaped the ideals of the eighteenth-cen-
tury defense of manual labor. We haven’t followed quite in their path, for we’ve charted forms
of mental understanding that emerge from developing specialized and rarified hand skills,
whether these be playing perfectly in tune, cleaving a grain of rice, or blowing a difficult goblet.
But even such virtuoso skills are based on fundamentals of the human body.

...The gestures can be further refined or revised within the rhythmic process that occurs in,

and sustains, practicing. Prehension presides over each technical step, and each step is full
of ethical implication.
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ZHMEIQXH 2

Lines: A Brief History
Tim Ingold

2 IXNH, KAQXTEX KAI EMI®ANEIEZ. TAZINOMHZH MrPAMMQN

H npwTn didkpion nou Ba eNIXEIPAoW Va GEPW OTO NPOCKNVIO €ival HETAEU SUO BACIKWY Ka-
TNYOPIWV YPAUMWV, TIG OMOIEG OVOUALW KAWOTEG Kal ixvn. Aev unopoulv va eviaxbouv GuUoIKd
OAEG 01 YPAUWEG OTIG BUO AUTEG KATNYOPIES, IowG dUWG N NAEIOVATNTA PNOPED, Kal auTh Ba
naiger kaBopioTikd pOAo oTNV avdanTugn Tou eniIXelPnUaTég pou. Mia KAwoTh gival pia popen
VAPATOG, KAl UNopei va NAEXOEi e AANEG KAWOTEG M va avapTnOei peETa&U onuEiwy oTov TpIo-
OIA0TATO XWPO. ZE £va OXETIKA MIKPOOKOMIKG ENNESO, OI KAWOTEG EXOUV ENIPAVEIEG, OPWG OE
oxediadovTal NAvw o€ ENIPAVEIEG.

MapaBéTw kdanoia koivd napadeiypata: €va kouBdpl and JaAi, £va kouBdp! vauaTog, €va ne-
PIdEPAIO, TO OTPWHA TNG YATAG, MIa aIwPad, £va JiXTU YapEUATOG, N apUATWaOId TOU NAoiou, TO
OKOIVi yIa TO ANAWMA TWV POUXWV, TO VAPA TNG OTABUNG, £va NAEKTPIKO KUKAWLA, OF TNAEQW-
VIKEG YPAUMEG, 01 XOPDEG £VOG BIONIOU, TO CUPHATONAEYHA, TO OKOIVi akpoRaciag, Hia KPEUa-
oth yépupa. OAa Ta nio Navw Ta €Xel OXEDIACEI, PE TOV €va N e ToV GANO TPOMO, TO avOpwNIVo
xépl. EvrouToig, Oev gival OAeG o1 KAWOTEG TEXVNTEG. MapatnpwvTag yupw pag katd T SiIdpkKela
€VOG NEPINATOU OTNV €E0XNA, JIAMICTWVOUNE TNV UNAapgn diIapdpwy YPAPUWY Nou opoIdZouv
HE KAWOTEG, NAPOAO MOU TO JEYAAUTEPO PEPOG TWV YPAUMIKWY OTOIXEIWV TNG pUONG BpioKeTal
KPUMUEVO KATW and Tn yn: pideg, pI{WwUATAa Kal JUKNT®ON PUKAAIG. Ta @UTA oTnv NIQAVEIQ
Tou £3APOUG avanTuooouv OTEAEXOG Kal BAacTdpia. Ta GUANa KABE pUANOBOAOU dEvdpou
PEPOoUV €va ypapuikd SikTuo and veupa, evw KABE NEUKOBENOVA anoTeAei and povn TG KAw-
oth-ypapun (Kandinsky 1982:627-8).
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Ta cwuata Twv WwV €Miong, YE To EEWTEPIKO TOUG TRIXWHA Kal Ta pTEPA TOUG, TIG KEPAIEG Kal
TA PYOUCTAKIA TOUG, GAAA KAl TO ECWTEPIKO TOUG AYYEIOKO Kal VEUPIKG oUOTNUA, YNopouv va
€10wO0oUV wq NePINAoka cuvdedePEva KouBdpia KAwoTWY. 210 €pyo Tou Matter and Memory
(1896), 0 @IN6oopog Henri Bergson neplypd®el To veupikd cUOTNUA KAl QVAPEPE! OTI «MEPI-
AapBdvel Evav TEPACTIO apIBUd KAWGOTWV, Ol OMOIEG TEVTWVOVTAI and TNV NEPIPEPEIQ Kal PTA-
VOUV OTO KEVTPO KAl aKOAOUBwWG, and To KEVTPO oTnv NePIPEPEIa» (Bergson 1991:45). Ta {wa,
X1 u6vo anoTeAouvTal and KAWOTES, MG kdnola and auTd TiIG Napdyouy KIOAAG, Onwg n apd-
XVN Kal 0 HETAEOOKWANKAG. Opwg, T UNKO TwV KAWOTWV aUT®WV EKKPIVETAl and To owpa. Qg
€Ni TO NAEIOTOV, N KATAOKEUN KAWOTWV AnoTeAEl €101KATNTA TOU avOpwnou kal BacideTal o€ Ki-
VACEIG OEEIOTEXVIAG TWV XEPIWY, T OMN0Ia KAMOIEG POPES EPYAZOVTAl GE CUVEPYACIA JE TA
do6vTIa, 6nwg yia Napddelypa Katd TNV NPOETOIPACIa TNG KAWOTAG YIa TO pAyipo. Tig NEPIco-
TEPEG POPEG, N KAWOTA BacideTal NAvw oTnN XApAKTNPICTIKA Kal akpIBr Kivnon Tou xepiou, n
onoia eNTPEnel oTNV KAWOTN va TonoBeTNOEi ETAEU avTixelpa kal deikm.

> & €va JOKIpIo Nou dnNPOCIEUTNKE yia NPWTN Gopd To 1860, 0 PeyANOG IGTOPIKOG TEXVNG Kal
apxitekTovikng Gottfried Semper unootipiEe 611 T0 NAEEIO, TO OTPIYIKO Kal TO JECIKO IVWOV
anoTeAoUV TIG NIO apXAieq AvOPWNIVES TEXVIKEG, and TIG ornoieg eEENIXONKav OAeG o1 UNGAOINEG,
onwg yia napddelypa n oikoddpnon kal n ugavtoupyia (Semper 1989:254). Kard tov Semper,
npoToU 0 AvOPWNOG APXICEl va XTIZEI TA ONITIA TOU [IE TOIXOUG, ENAEKE NEPIPPAEEIG — PPAXTES
Kal HAVTPEG — and EUAa kal kAadid. Eniong, npiv akdun e§eAixBei n upavToupyia, o dvBpwnog
AEePE va KevVTA kal va pdRel dikTua kal Bwpakeg navonAiag (6.n. 218—-19, 231).

MapodAo nou Ta enixeipnpaTa Tou Semper d€xOnkav okANPA €nikpion and TOUG PJETAYEVEDTE-
poug BewpnTiIKOUG TNG TEXVNG, Napapévouv G&ia Adyou. Mpdyuarti, TEivw va cUPPWVACW OTI
N KATaokeun Kai N xpnon KAwoTwv 6a pnopouce va BewpnBei wg pia agiéniotn €voeign yia
TNV EPPAVION XAPAKTNPICTIKWY JEIYUATWY TG avBpwnivng dnuioupyiag, n avdanTtugn Twv
onoiwv 0dAyNcE o€ IB1aITEPa KABOPICTIKESG KAIVOTOUIEG ONWG TO POUX0, TO OIKTU KAl N GKNVA.

H Elizabeth Barber (1994:45) npoxwpei é€va Brpa napanépa Pe Tov 6po «Enavdctacn Tou

Digitalis, Eucalyptus, 2010
Xelponointn enipdveia, cupua @ 3 xIA.
avo&eidwTog xdAuBag, 400 x 1000 k.

Digitalis, Eucalyptus, 2010
Handmade surface, wire mesh @3 mm
stainless steel, 400x 1000 cm
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oXoIvIoU». To yeyovog 6Tl ol KAwOTEG DEV €X0UV TPABAEEI TNV anaIToUPEVN NPOCOXA TWV 10TO-
PIKWV KAl TwV apXaloAOYwV OPEINETAl EV UEPEI GTO OTI TA UAIKA QUTA €ival opyavikd Kal CUVE-
nwg o€ diatnpouvTtal eUKoAa. EvrouTolg, énwg napatnpei n Barber, autd nibavo va ogpeileTal
KAl OTO CUOXETIOUO TWV KAWOTWV — TOUAGXIOTOV and AvOpeg ENICTNUOVEG TNG NMPOICTOPIKAG
apxaloloyiag — pe kaBapd YUVAIKEIEG AOXOAIEG.

O nio €vtovog enikPITAG Tou Semper unnp&e o AucTpIakdg I0ToPIKOG TExvNg Alois Riegl. X1o
€pyo Tou Problems of Style (1893), o Riegl anéppiye €§ 0AOKANPOU TO €niXeipnua &1 N TEXVN
e&elixbnke and Tnv kKAwoTA. Katd Tov Riegl, o npoicTopikdg dvBpwnog oxediale YPAUUES
NoAU npiv eE0IKEIWOET ue TNV uPavToupyia kal Ta upavtd (Riegl 1992:32, onp. 9). H ypapun,
enépeve o Riegl, EpeUPEBDNKE OXI OE GXEON PE UNIKG KAl TEXVIKEG, AAAA «wG MIA QUOIKA EEENIEN
HIag Katd Bdon KaANITeExVIKAG diadikaciag». H diapdxn autn pag evolapépel Oxi Goov apopd
OTO Mola ENIXEIPNUATA TEAIKA unepioxuoav, aAd eneidn BaciZeTal NAvw o€ EVAAAKTIKEG av-
TINAYEIG YUpw and To T gival ypapun. MNa Tov Semper, n apx€Tunn ypaupn Atav n kKAworn,

APIZTEPA/LEFT

Digitalis, Mapia Aoi¢idou
Avdnruyua, 2010

peTawtd xapTi, EUAO, yuahi
200x 120 %80 k.

Digitalis, Maria Loizidou
Unfolding, 2010

silk paper, wood, glass
200x120x 80 cm

AEZIA/RIGHT
2x€010 Npobnkng, 2008

Display case drawing, 2008

evw yia Tov Riegl ntav éva ixvog, «10 Baciké oToIxeio OAWV Twv dIodIGoTaTWV OXESIWV Kal TNG
Slakéopnong eNpaveimv» (1992:32).

... Opwg, pe Tov id10 TPOMNO Nou 0 AvBpwog €ival 0 KATEEOXNV KAOTAOKEUAOTAG KAl XPANOTNG
KAWOTWV, dNUIOUPYEI Eniong ixvn e Ta x€pia Tou. Eival evOeIkTIkG To yeyovog 6T Xpnaoiponor-
oUpE 1o prpa «TpaBw» (ayyA. draw) yia va nePIyPAYOULE TIG KIVAGEIG TOU XepIoU TGO OTav
XEIPICETAI KAWOTEG («TPARW» KAWOTA) AANG Kal 6Tav Xapdaooel ixvn («tpaBw» ypapun). Onwg
Ba doupe NapakdTw, ol dUo auTéG NPAEEIQ eival NOAU NEPICCOTEPO CUVOEDEUEVEG and 6,1 Ba
UNopoUcAE VA GAVTACTOULE.

O avBpwnog pnopei va dnuIoupynaoel anAonoinPéva ixvn Xwpig Tn Xpron epYaAginy n AAWV
UNIKQV: 0TNV GO yia Napdadelypa, Pe Ta OEKTUAG Tou. XpNOoIUOoNoIWvVTag €va EpYaAEio xdpa-
&ng, 6nwg pia Aenida h pia opiin, o AvBpwnog UNoPEi va oXNPATIoE! ixvn NAvw o€ NOAU OKAN-
POTEPEG ENIPAVEIES, ONWG NAVW o€ EUAO, 00TO N NETPa. H AEEN «ypapn» (ayyA. writing) apxikd
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onpaive Tn dnpioupyia autou Tou €idoUg eyxAPAgNG IXVWV. TNV apxaia ayyAikn yAwooa o
OpOG writan €iXe OUYKEKPIPEVN EPUNVEIQ: «n gyxdpagn avAyAupwv Xapaktipwyv o€ AiBo»
(Howe 1992:61).ETol, pia ypapun 8a ypagdtav (write) ue 1o va Tpanxtei (draw) pia aixpnpn
pUTN Ndvw o€ pia enipdvela. Edw, n oUvdeon Tou «Tpaw« Kal ToU «ypddw« BPIcKeETal oTn
oxgon PeTagUu TNG Xelpovopiag — Tou va TPafw N va cUpw TO EPYAAEIO — Kal TOU iXVOUG nou
Onpioupyeital, kal OxI, dNwG chUEPA EpUNVEUETAl, LETAEU YPAUNWV Nou KouBaAouv diapope-
TIKEG AOYIKEG Kal vonuarTa....
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NOTE #2

Lines: A Brief History
Tim Ingold

2 TRACES, THREADS AND SURFACES. A TAXONOMY OF LINES

The first distinction | would make is between two major classes of line, which | shall call threads
and traces. By no means all lines fall into either category, but perhaps the majority do, and
they will be of most importance for my argument. A thread is a filament of some kind, which
may be entangled with other threads or suspended between points in three dimensional
space. At a relatively microscopic level threads have surfaces; however, they are not drawn
on surfaces. Here are some common examples: a ball of wool, a skein of yarn, a necklace, a
cat’s cradle, a hammock, a fishing-net, a ship’s rigging, a washing line, a plumb-line, an elect-
rical circuit, telephone lines, violin strings, the barbed wire fence, the tightrope, the suspension
bridge. These are all fashioned in one way or another by human hands. Not all threads, ho-
wever, are artificial. An observant walk through the countryside will reveal any number of
thread-like lines, although much of the linear order of nature is hidden underground in the
form of roots, rhizomes and fungal mycelia. Above ground plants sprout stems and shoots.
The leaf of every deciduous tree has its linear network of veins, while every needle of the co-
nifer is a thread-line in itself ( Kandinsky 1982:627 —8).

The bodies of animals, too, with their external hairs and feathers, antennae and whiskers, and
their internal vascular and nervous systems, can be understood as complexly connected
bundles of threads. In his Matter and Memory, dating from 1896, the philosopher Henri Berg-
son described the nervous system as 'composed of an enormous number of threads which
stretch from the periphery to the centre, and from the centre to the periphery’ (Bergson 1991:
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45). If animals are made of threads, some make them too: most notoriously the spider, but
also the silkworm. The material for these threads, however, is exuded from the body. For the
most part the making of threads is a human speciality, depending as it does on dextrous mo-
vements of the hands, sometimes working in conjunction with the teeth —as in the preparation
of sinews for sewing. In most of its uses, too, the thread depends on the human hand’s dis-
tinctive precision grip, which allows it to be held and manipulated between the thumb and
the forefinger.

In an essay first published in 1860, the great historian of art and architecture Gottfried Semper
argued that the threading, twisting and knotting of fibres were among the most ancient of
human arts, from which all else was derived, including both building and textiles (Semper
1989:254). Even before they were building houses with walls, Semper maintained, humans
were weaving enclosures — fences and pens — from sticks and branches; and even before
they were weaving cloth they were sewing and stitching nets and corselets (ibid.: 218-19,

APIZTEPA/LEFT

Digitalis, AInA\&vw, 2010

KEVTAPATA, NApad0CIaKEG OTOAEG
KATAOKEUEG, EUAO, YuaAi, 200 x 90 x 80 k.

Digitalis, Folding, 2010
embroidery, traditional costumes
objects, wood, glass, 200 x 90 x 80 cm

AEZIA/RIGHT
Digitalis, Apxeio, Mapia Aoigidou
Self other, 2008

Digitalis, Archive, Maria Loizidou
Self other, 2008

231). Though subsequently reviled by the art historical establishment, Semper’s arguments
have much to commend them. Indeed | am inclined to agree that the making and use of thre-
ads could be a good index of the emergence of characteristically human forms of life, which
would have brought such critical innovations in their wake as the garment, the net and the
tent. Elizabeth Barber (1994:45) goes so far as to call it the ‘String Revolution’. If threads have
not received the attention they deserve from historians and archeologists, this is undoubtedly
in part because they are typically made from organic materials that do not preserve well. But,
as Barber suggests, it may also have something to do with the assocation of the manipulation
of threads, at least in the minds of many male prehistorians, with women’s work.

Semper’s most vociferous opponent was the Austrian art historian Alois Riegl. In his Problems
of Style of 1893, Riegl rejected out of hand the idea that the line of art originated with the
thread. Prehistoric people, he argued, were drawing lines long before they became familiar
with weaving and textiles (Riegl 1992:32, fn.9). The line was invented, Riegl insisted, not on
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the back of materials and technique, but it the 'natural course of an essentially artistic process’.
This dispute is of interest for our present purposes not for which side might have won the ar-
gument but because it hinged on alternative notions of the line. For Semper the prototypical
line was a thread; for Riegl it was a trace, 'the basic component of all two-dimensional drawing
and surface decoration’ (1992:32).

... But just as humans are, par excellence, makers and users of threads, so have they also
come into their own as makers of traces with the hands. It is revealing that we use the same
verb to draw, to refer to the activity of the hand both in the manipulation of threads and in the
inscription of traces. As we shall see, the two are more intimately linked than we might have
supposed. Unaided by any tool or material, humans can make reductive traces — for example
in the sand — with their fingers. With an inscribing implement such as a burin or chisel, they
can produce traces in much harder material such as wood, bone or stone. The word writing
originally referred to incisive trace-making of this kind. In Old English the term writan carried
the specific meaning ’to incise runic letters in stone’ (Howe 1992:61). Thus one would write a
line by drawing a sharp point over a surface: the relation between drawing and writing is here
between the gesture — of pulling ar dragging the implement — and the line traced by it, rather
than, as it is conventionally understood today, between lines of fundamentally different sense
and meaning....
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ZHMEIQZH 3

L’ Empreinte
Georges Didi-Huberman

1. TO (AMO)TYMNQMA QX NMAPAAEITMA: H APXAIOAOTIA THZ OMOIOTHTAX

TeXVIKEG POPHEG: To anoTUNwPa WG XEIPOVouia

Ano/Tunwvw: napdyw onuddl/anotunwua/ctduna/kaiouni, mECovTag éva owua Navw o€ Jid
enpAveia. To prpa «anoTunwvw» XPNCILOMOIEITAl yia va eEnyRoel OTI pia Opa EXel NapaxOel
UEOW TNG AoKNoNG nieong NAvw N P€oa oe KAT. MepIkoi Aéve OTI KATI €ival «onPadepEvo and
KATI» (yIa Napddelyua: «éva npdowno onPadepévo and Tn Baputntd Tou»). Mia GuXvA CUCXE-
TION Nou YiVETal JE To TUNWHA — wg KATI Nou JIagEPE! and To iXvog, TO onoio Jnopei va e§eTa-
oTel apyOTEPA PE NEPICOOTEPN AENTOUEPEID — €ival OTI EXEI AMNOTEAECUA NOU JIAPKEI(, OTI N
XEIPOVOWIQ TOU anoTUNWUATOG NAPAYEl €va «GNUADI MOU AVTEXEI OTO XPOVO».

‘Onwg kai va neplypagei, 7o ano-Tunwpa NPoUnoBETEl KANOIO PECO A GTAPIYHA, HIA XEIPOVOUIa
Mou va To NPAyPaTonolel (YEVIKWG MECW HIAG XEIPOVOUIAG Nou NapdyeTal wg anoTEAECHA nie-
oNgG N TOUAAXIOTOV KAMoIag HOP®NAG ENapng) Kai €va pnxavikd anoTéAecpa, To onoio ival n
id1a n ekTUNWonN, anodouévn Koila n €kTuna. Exoupe €101 €vav OAOKANPWHEVO TEXVIKO UNXa-
VIOUO.

Kdnolol pnopei va nouv 6t givail otoixeiwdeg. OTav yiveral avagopd, and IoTOpIKN okomnid, oTn
oxéon PETaEU TEXVNG KAl TEXVIKNG, CUVABWG UnoypapuieTal auté nou otnv TEXvn PIag NEPIO-
O0U «avapEPETAl» — oUVABWG KATA KOIVA OPOAOYIa — OTIG TEXVIKEG AVAKAAUWEIG EKEIVNG TNG
nepIGdoU: £T01 01 AvBpwrol, £19IKA oTo TEAOG Tou 190U Kal TIG apxEg Tou 2000 alwva, ENIoTPE-
(OUV QUOIONOYIKG oTnv eEENIEN TNG UNXavonoinong A oTnv avakdAuyn NG pwToypagiag. To
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4T n yAUNTIKN Ba npénel va nEPINAUBAVEI NAEKTPIONO, POUNAT h OAoyPAUUATA Eival EUKOAD Ka-
TavonTtd. Opwg T cupBaivel ue To anoTunwpa; Eival oToIXEIWdES, NAPNAAaIO KAl AVAXPOVIOTIKO.

ZTNV NpayuaTikoTNTa, eV €ival EQeUPETN — N «EPEUPETN» £DW XAVETAI 0TA BABON TNG IoTOPIag
kal ev Ba €npene va dIEPELVATAl WG TETOIA — AANA NPOKEITAl HAANOV YIa pIa EEQIPETIKA NPw-
TOYOVN TEXVIKN, N onoia €xel enIBIOCE! HEXPI TIG PEPEG MAG.

MaTti Aoindv 16001 KAANTEXVEG, TNG NAEKTPIKNG N TNG NAEKTPOVIKNAG ENOXNG, EXOUV PEIVEI IKAVO-
noinpévol Ye Tnv andédocn TnG Ueng evog EUAIVou naTwuaTog U frottage n dilackeddlouv cav
naiddkia pe decal; H yiati agrivouv Ta anoTunwuaTa Tou owuaTtog Toug JeBodIKA oTo £5agog,
o€ yUWOo N o€ TOIMEVTO, KAl YIaTi XpnoionoloUv JEAAVI yia va a@rcouv Ta OaKTUAIKA TOUG ano-
TUNWHATA o€ UANG XaPTIOU;

AlaTnpWVTag £va 6Papa Nou ovopddw «eUxpovo», Onwg Ba EAeye Kaveig eUPUBLO N EUPOPPO,

APIZTEPA/LEFT

Digitalis, EAévn MouZoupou

Die ganze Welt und Ihre Ausschnitte 1, 2009
Tunwpara o xapTi, EUAo, 68 x 70 x 38 ek.

Digitalis, Eleni Mouzourou
Die ganze Welt und Ihre Ausschnitte 1, 2009
Prints on paper, wood, 68 x 70 x 38 cm

AEZIA/RIGHT

Digitalis, EAévn MouZoupou

Die ganze Welt und Ihre Ausschnitte 1, 2009
Tunwpa oe xapti, 130 x 150 €k.

Digitalis, Eleni Mouzourou,
Die ganze Welt und Ihre Ausschnitte 1, 2009
Print on paper, 130 x 150 cm

Ol ICTOPIKOI TWV TEXVIKWY Ba Teivouv va Ta Bewpoulv 6Aa autd, oTnv KAAUTEPN NEPINTWON, YeE-
oia Kal oTh XEIPOTEPN WG NAPAKA, AV Kal e TinoTta dev Ba nTav dIaTeOEIUEVOl va Ta NPOCEY-
yioouv wg pIa €vOEIEN PHOVTEPVAG «TEXVIKOTNTAG.

To NPWTO EPWTNUA MOU NPOKUNTEI SNAAdH P€oa and TOV avaxpoVvIoTIKO XapaKThpa Tou ano-
TUNWKATOG €ival To ZATNPA TNG OXEONG TOU E TNV TEXVIKA Kal To xpdvo. O Bernard Stiegler
€0€IEE OTI NEPAV TWV CUVNBICUEVWY CKEWEWV YIa TNV €EENIEN TNG TEXVIKAG, AUTEG Ol OXECEIG
ATV, OTNV NPAYUATIKOTNTA, KUPIAPXNPEVEG and évav BePeNION anonpocavatoAicud Kai pia
npwtéyovn didotaon. Aappdvovtag undéyn tn dioTtakTikdTNTa Tou Walter Benjamin va diani-
oTWOEl €AV N alpa TNG EIKOVAG «eEaPavieTal» A AV «EMIBIWVEI» GTNV TEXVIKNA duvaTéTNTA TNG
avanapaywyng, Motelw o1 6a NPENEl KAVEIQ va EEKIVACE! LIE TO VA AP@ICRNTAGEI TO NEPIEXO-
HEVO TNG NPWTNG NPATacnG Tou dpBPOoU Tou, Nou Xpovoloyeital oto 1936 kal avapEper:

Q¢ yeviki TOU apxni, To EpY0 TEXVNG AEITOUPYOUOE NAVTOTE WG KATI rou ival duvarov va ava-
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napaxBei. Autd nou o dvBpwrnog éxel pTidEel Lia popd, Oa rpénesi ol dAAoI va Lnopouv va 1o
&avagpridéouv.

To anotunwpua dev kouBaAd NoTE To iBI0 TEXVIKO N cUPBONIKO vONnua, €iTe NPAypATONOIETAl
OTNV €MOXN TNG «UNXAVIKAG avanapaywyng« A kal vwpitepa. AKOUN Kai JETA TNV EAEUCN AUTNG
NG ENOXNG OUWG (MoU oUTWG N AAWG JeV eival TOGO EUKOAO va XpovoAloynBei oo gaiveral),
TO anoTUNwa Napapével NPoRANUATIKGO 0GOV apopd OTO «MAVTOTE» MOU AVAPEPEI MIO NAVW
o Benjamin. Zuykekpipyéva, 0 avaxpovioTIKOG TOU XapaKTApag dIanioTWVETal oTNV Npo-
OKpouoh auTtoU TOU «MAVTOTE» HIE TO XPOVO «UETA» OTAV NAPAYEI, TOAUW VA Nw, TO AvVoIyud
TOU: QVaKATEPEVA TO EEOKENACA KAl N NAPAROPPWON. ZUVEN®G, O AVAXPOVIOTIKOG XAPAKTA-
pag eival ndvra avapevopevog (Nachtrdglichkeit), kar 6a nTav évag dA\og Tponog yia va yi-
VeTal avagopd oto katdhoino Warburg (Nachleben).

... O Gilbert Simondon €dei&e EekdBapa Nwg N NpaypaTikA BEATIWON EVOG TEXVIKOU QVTIKEIYE-
vou Ogv €yKeITal 01O €NNEDO TNG AUTOPATONOINCAG TOU — N OMNoia UNOPEI va XaPAKTNPICTET
WG KAMoIou €idoug ECWTEPIKN TEAEIONOINCN TNG INXAVAG — AAAG avTiBETa, OTO NEPIBWPIO TNG
anpoaodIdPIoTAG Tou didoTaong: ONAadn, oTNV IKAVOTNTA TOU VA NAPAUEVE! «AVOIKTO«.

TNV NEPINTWON TOU ANOTUNWHATOG, TO NEPIBWPIO AUTS, TOU anpoodIdpIcTou, BPicKETal Nav-
TOU: TO EVTONICEI KAVEIG OE EKEIVO TO JECO, TOU OMOIoU 01 EAAXICTEG TPOMOMOINCEIG 0TN cUcTaon
6a pnopoucav va PETaPoPPWooUV NANPWG TO anoTéEAEcHd. YNAPXEl OTN XEIPOVOUIa TNG nie-
ong, oto Babud Tng duvaung, oTn ywvia g NnpdonTwong K.An. Bpioketal otnv avikavotnta
TOU KOANITEXVN: OE pia SedoPEVN OTIYUNA dev KaTEUBUVEI 0 id10g Th diadikaaia. Onwg 1o EKPPa-
Ze1 o Simondon, To d€a01o TNG POPHAG PEVYEI and TOV EAEYXO TOU DIAXEIPIOTN, APOoU NPOKEITAl
yia éva aépaTo PaIvOUEVO, BPICKETAI ECWTEPIKA TOU TEXVIKOU «CUCTANATOG» MOU NEPIAAUBA-
VETAI 0TO NAPAdEIYHA Nou pag diver: TNV enaen dnAadn Tou KaAouniou JE TO UNIKO:

H dnown Tou avBpwnou rnou epyddeTal eival akun noAu doxetn 6oov apopd oTo JEOIUO TG
POpLag, rnou ivar and povn Tng TeXvikn npdén. ©a npenel va urndpxel KArnolog TP0Mnog e Tov

In twos, EAévn MouZoupou,
MoAUBI oe xapri, 130 x 150 gk., 2007

In twos, Eleni Mouzourou,
Pencil on paper, 130 x 150 cm, 2007
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oroio va unaiver kaveic uéoa oto kaAouri LIE Tov MNAG, va yiveTal Tautoxpova kail KaAour Kal
nnAGG, va unopei va JRoel Kai va VIWOoEl TNV KOIVA TOUG AEIToupyia yia va gival o€ B€on va oke-
@1l TO O€0IU0 TNG POPLAG kKaBeauTd. O epydTnG AOXOAEITal LUE OUO TEXVIKEG, 0QV LICEG-QAU-
OIDEG, OI OMOIEG NPOETOINAJOUV TNV TEXVIKA €PyaAocia: MPWTA, MPOETOIUALEI TOV MNAJ, ToV
kaBiotd nAaoTiko, eEapavidel Ta kouBdpia ri TIG UOAAIOEG Kal TQUTOXpova, MPOETOIUAEl TO
kaAouri. Aivelr UAn otn @opua uéow Tou EUAIVOU KaAournioU Kal KAVEl TO UAIKO EUKauNTo,
duop@o. X1n ouvéxeia TonoBEeTel Tov MNAG oTo KaAouri kai Tov cuuniégel. Evrourolg, ivar To
ouoTnua kabauto, To oroio anoTeAeiTal and To KaAouri Kal TOV CUUMIECUEVO MNAS, rMou ario-
TEAEl TNV NPpolndBeon yia va OEoel n pApua, agou eival o MNASG rou naipvel op@r avdioya
HE TO KaAourn, Ogv €ival o EpydTng rou Tou divel To oxriua Tou. Eivar yeyovog ot o pyding
npoeToiuddel Tn diauecoAdBnon, Suwe OV TNV EMITUYXAVEI o id10G. H uecoAdBnon enituyxd-
VETal and povn NG avdAoya e TIG OUVONKEG rou enikpartouv. ETol, napoAo rnou o epydmng
enPAEnel Tnv epyaoia, dev T yvwpilel. To odua Tou Komiddel, o id10G SUwWG anAd eMTPENE!
v €§€AIEN Kal n avanapdoTaon TG TEXVIKIG Epyaociag Ogv QaiveTal oTo Epyo. AUTO rou Aginel
gival anapaitTo: autd rnou rNapaueVel KPUULUEVO Eival TO EVEPYO EMIKEVTPO TNG EPYAOIAG.

... Otav, otnv apxn Tou Téuou La Mémoire et les Rythmes, o Leroi-Gourhan €lodyel Tnv 18€a
TG TEXVOAOYIKNG aAucidag (chaine opératoire), To kdvel o€ éva kaBapd avBpwnoAoyiko nAai-
olo, péoa oto onoio diepeuvdral n diadikacia TNG EENIENG Tou avBpwnivou €idoug PEow TNG
TEXVIKNG avdpvnong. H TexvoAoyikn aAucida avagepeTal edw oTo duvapiké oUoTnua CUVEP-
YeIag ETAEU UANG, EPYAAEIOU, XEIPOVOUIAG, MVARNG Kal YAWOOAG: O€ TINOTE NEPIcooTEPO. Eival
OnAadn 6Aa autd padi nou anapTiouv To €i00G NOU OVOUAZETAl «QvOPWNOEIOES>.

Aev pnopei va undp&el avBpwndTNTa XwPIg TNV TEXVIKA, OUTE TEXVIKNA XWPIG IvAPN, OUTE PVARN
XWPIG YAwooa, oUTe pYANEio XwPIG XEIPOVOUIa, OUTE XEIPOVOUIO XWPIG TN OXECN CWHATOG
Kal UANG. To anotunwpa 6a eNEcTPEPE, ONwg Ba NEPIUEVE KAVEIG, GE AUTEG TIG «TEXVOAOYIKEG
aAUGIOEG».

Edv 1o anotUnwpa dev gival «<npwTapxIkd», UE TNV €vvola nou dOONKE Nio Ndvw, Sev gival Ai-
YOTEPO «NPWTOYOVO» OTA UATIA €VOG NAAaiovToAdyou i avBpwnoAdyou. Opwg dev htav o Au-

Digitalis, EAévn MouZoupou
Hand over, 2010
Tunwpara o€ xapTi, AenTopépeia

Digitalis, Eleni Mouzourou
Hand over, 2010
Prints on paper, detail
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OTPAAONIBNKOG NMou BewPNONKE KATOTEPOG and Tov AvBpwno; H avakdAuwn Twv epyaieinv
TOU Kl TwV arnoTunwudTwy ToU ToV EPEPAV EAPVIKA Mo KOVTA oTn SIKNA pag «avepwnivn» guon.
Me Tov B0 TPANOo, N TEXVIKA CUPNEPIPOPd KaBauUTH Ba NAYAIVE NICw OTN «PUAOYEVECN» KAl
akoUN Mio nicw, oTNV 1060 TWV «TEXVIKWV TAoewv». O Leroi-Gourhan enéueve oTiq SOUIKES Kal
TIG AEITOUPYIKEG OXECEIG — OUYKEKPIUEVA OTIG VEUPOAOYIKEG OXECEIG — Ol OMoieG, PE ID1IaiTEPA
Suvapiké TPOMNOo, CUVOEOUV TO EPYAAEIO PE TN YAWOOQA, TO XEPI PE TO MPOCWIO, TN XEIPOVOIa
UE TN AEEN.

>’ auTA TN QUAOYEVETIKN €EENIEN, N TEXVIKN Ba npénel va pdavnke otov Leroi-Gourhan wg pia
BePENWING «ZWONOYIKA IBIAITEPOTNTA TOU AVOPWOU», CUVOEDEPEVN LIE TNV EEENIEN TOU XEPIOU
— ONAAdN PE TIG CUVENEIEG TNG 6pBIAg, KABETNG oTdoNg Tou AucTpaloniOnkou — Kal AiyoTEPO
JE TN vonpooUvn kaBauTA.

>’ auTo To onpeio Ba npénel va BuPNBEi Kaveig Ta kaTanANKTIKA ypapdueva Tou Leroi-Gourhan
0O€ OX€on PE TNV aen, TNV avTiAnwn — 4rnou XEpI Kal Npécwno cuvdudovTal OE PIa Kupiapxn
«TEXVIKN XEIPOVOUIa» — KAl JE TO «OTOIXEIWDES PECO TOU va dpa KAVEIG Ndvw o€ UAN», Nou
népa and tTnv avtiAnyn, avtinpoowneUel TNV kpouon. OAEG AUTEG Ol GENIBEG Pnopouv va p-
UNVEUBOUV WG TO EVAPKTAPIO KEPAAAIO TNG avBpwrioAoyiag TG enagrig, dGrou To anoTunwpa
— Kal og auth Tnv nepintwon dev Ba pag eEEnAnTTe — napepPaivel oe peydlo Babuod oe éva
noAU onuavtiké otadio.'H pdAAov, og dU0 «onpavTikéG oTddia» NoAU KaAd NPocdIoPICUEVA (TO
KEVO auTé OUWG Pag eVOIAPEPEI APECA OE AUTS TO CNEID): TO NPWTO 0TAdIO €ival n Bia, drou
o Leroi-Gourhan gnipével oTov ouciaoTiKd POAO QUTWVY TwV «BialwV XEIPOVOUIWY Ol OroiEG ano-
TUNWVOUV Mia KaBopIiopévn Gopua NAvw otnv UAN». To dedtepo otadio €ival n dnpioupyia,
Kal €ival 0€ auTd NMOU €XOULIE VA KAVOUUE UE «TEXVIKEG KAOTAOKEUNG», ONMOU TO KaAoUMI dVTwG
NAapoOUCIAZETAl WG N TEXVIKA TWV «NUI-MAQCTIKWY OTEPEWV».

EdW 10 B€pa, €dv TO doUE aioBNTIKE, anokTd OAN Tou Th onpacia: Bpiokeral peTagu Tng Biag
Mou ackeiTal ndvw oTnv UAN Kal oTn dNUIOUPYIa POPH®Y OE OXECN IE TNV TEXVIKN XEIPOVOHIa.
O Leroi-Gourhan cuvexicel, npoo@EpovTag pia meavn nahaiovtoloyikn Bdon otn diaicOnon,
npdypa nou eixav eionynBei TéTe ol Semper kai Riegl yia T diapdp@won oTuA péoa oTa nAaiola
Tou Kunstgewerbe h Tou Kunstindustrie. MdNioTa, o Leroi-Gourhan Bgwpei 6T n TeEXVIKA, n
YAWOOQa Kal n aiodnTikn padi oxnpatiouv TPEIG OKOMIEG TOou 160U paIvopEVou, SNAAdH Tou
6vTog nou e&ehiooeTal oe avBpwnoeIdég. ETol, epgpavideTal pia «naAalovToAoyia TG EIKOVIKNG
OUMNEPIPOPAG>, N Oroia ENIXEIPEI va AVACUYKPOTACEI TNV AAUGCIDA MOU EVWVEI TN Bia TOU GOK
— n gpyacia autou Nou KPOoUEI Kal autoU Nou KATAoKEUAZel aupinAeupa AiBiva epyaieia and
nupITOAIBO — pE TNV EPEUPECN TOU PUBPIOU, KAl GTN CUVEXEIA TN YEVVNON TNG «MAPACTATIKAG
YAWooag».
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L’ Empreinte
Georges Didi-Huberman

I. THE (IM)PRINT AS A PARADIGM: ARCHAEOLOGY OF RESEMBLANCE

Technical Forms: The Imprint as a Gesture

To im/print: is to produce a mark/print/stamp/cast by pressing a body onto a surface. To
im/print is the verb used to say that a form is obtained by applying pressure onto or into some-
thing. People also say “marked by something” (for instance: “a face marked by gravity”). A
frequent connotation of print — as differing from trace which may be studied later in more
detail —is that its result is a lasting one, that the gesture of the imprint yields a “durable mark”.

Whatever it may be, the im/print implies a medium or support, a gesture which gets at it (gen-
erally through a gesture produced from pressure, or resulting from a contact; at the very least),
and a mechanical result which is the print itself, rendered in recess or relief. So, we have got
therefore a complete technical device.

People might say that it is elementary. When one wishes to talk historically about the relations
between art and technique, one rather tends to underline what, in the art of a period, “refers”
— generally speaking homologically — to the technical inventions of that period: thus people,
especially at the turn of the 19th to the 20th century, will naturally revert to the development
of mechanization or to the invention of photography. Now, that sculpture should use electricity,
robots or holography, this can be easily understood. But what is it with the print? It is too el-
ementary, too immemorial, and anachronistic.
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In fact, it is not an invention — the “invention” here, is lost in the beginning of times, and should
not even be examined as such —, but rather as an extremely primitive technique which has
survived up to this day.

So why have so many artists, in the electric or electronic era, been satisfied with obtaining
the texture of a wooden floor through frottage, or having fun like children with decal? Or me-
thodically printing their bodies in the ground, in plaster or cement, or applying their fingers
tinted with ink on sheets of paper?

When maintaining a vision | call “euchronistic”, as one would say eurhythmic or even euphoric
— the historians of techniques will have the tendency of considering all this, at its best, as
laughable matter, and at its worst as regression, but in no way would they be prepared to
consider it as an indication of modern “technicity”.

Digitalis, Apxeio, 2010

Digitalis, Archive, 2010

The first question put by the anachronistic character of the imprint is therefore the issue of its
relation between technique and time. Bernard Stiegler showed that beyond the usual concepts
of the evolution of the technique these relations were, in reality, dominated by a fundamental
disorientation and “originary”. Considering the hesitations of Walter Benjamin as to whether the
aura of the image “disappears” or “survives” in the technical possibility of reproduction, one
should, | believe, start with questioning the very first sentences of his essay dating 1936 where
it says:

In its principle, the work of art has always existed as being possible to be reproduced. What
men have made once, others would always be able to re-make it.

The imprint never bears the same technical or symbolic meaning — whether it is practised in
the era of “mechanized reproduction” or earlier. But even after the advent of this era (which

anyway is not generally as easy to date as it seems), the imprint still is problematic as to the
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question of “always” referred to here by Benjamin. More precisely, its anachronistic character
consists in the collision of this “always” with the time “after” when it produces, | dare say, its
opening: being the uncovering and the disfiguration mixed together. The anachronistic char-
acter is therefore always subsequent (Nachtrédglichkeit), which would be another way of re-
ferring to the Warburg survival (Nachleben).

... Gilbert Simondon clearly showed how the real improvement of a technical object is not at
all to be found at the level of its automation — which is a kind of internal perfection of the ma-
chine - but on the contrary, in its margin of un-determination: that is, in its capacity of staying
“open”.

In the case of the imprint, this margin of un-determination is found everywhere: it lies in the
medium whose least modifications of texture may altogether transform the result; it lies in the
gesture of the pressure, its degree of strength, its angle of incidence, etc: it lies in the inca-

Digitalis, Apxeio, 2010

Digitalis, Archive, 2010

pacity of the artist: at a given time, he is not in command of the process. As Simondon ex-
presses it, the setting of the form escapes the operator because it is an invisible phenomenon,
internal to the technical “system” consisting in the example he gives, the contact of the mould
and the material:

The point of view of a man working is still too external to the setting of the form which is purely
technical in itself. There should be a way to get into the matrix with the clay, becoming at the
same time mould and clay, being able to live and feel their common operation in order to be
able to think the setting of the form in itself. For the worker elaborates two technical half-
chains which prepare the technical operation: first, he prepares the clay, renders it plastic,
devoid of lumps or bubbles and in parallel, prepares the mould: he materialises the form in
making it a wooden mould and renders the material supple, shapeless: then he puts the clay
inthe mould and compresses it: but it is the system itself made of the mould and the pressed
clay which is the condition for form setting since it is the clay that takes shape according to
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the mould, it is not the worker who gives it its shape. Indeed, the man who works prepares
the mediation, but he does not achieve it himself: it is the mediation which accomplishes itself
according to the created conditions: so although the man stands by the operation, he does
not know it cognitively: his body strives to accomplish it, man allows it to happen, but the rep-
resentation of the technical operation does not appear in the work. What is missing is essen-
tial: it is the active centre of the operation which will remain concealed.

... When, in the beginning of his volume on La Mémoire et les Rythmes, Leroi-Gourhan, intro-
duces the notion of the operating chain, it is done so in the strictly anthropological context of
an investigation on the process of getting more and more hominid, through the means of tech-
nical memory. The operating chain refers to, here, to the dynamic system of synergy between
matter, tool, gesture, memory and language — nothing less. For it is all this put together which
will yield as such, a species which has become “hominid”.

APIZTEPA/LEFT
Digitalis, Apxeio
Aentopépeia, 2010

Digitalis, Archive

detail, 2010 /’

AEZIA/RIGHT

Digitalis, Apxeio

TETPAdI0, ano&npapévo AouAoudi
vignonia, 2010

Digitalis, Archive
notebook, dried flower
vignonia, 2010

There is no humankind without technique, no technique without memory, no memory without
language, no tool without gesture, no gesture without a relation of body and matter. The im-
print would be reverting, as one could imagine, to these “operational chains”.

If the imprint is not “elementary” in the sense | have referred to here above, it is not less “orig-
inary” in the eyes of a palaeontologist or of an anthropologist. But was it not the Australop-
ithecus considered as infra human? The discovery of his tools and those of his imprints have
suddenly brought him closer to our own mankind. Reciprocally, the technical behaviour, itself,
would have gone back to phylogenesis, and even further back to the notion of “technical ten-
dencies”.

Leroi-Gourhan insisted on the constitutional and functional relations — in particular on the neu-
rological relations — which very powerfully link the tool to language, the hand to the face, the

gesture to the word.
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In this phylogenetic development, the technique must have appeared to Leroi-Gourhan as a
fundamental “zoological particularity of man” linked to the development of the hand — that is
to say to the consequences of the upright vertical position of the Australopithecus — and less
connected to intelligence itself.

One must recall here the magnificent pages written by Leroi-Gourhan referring to touch, to
apprehension — where hand and face combine into a paramount “technical gesture” —, and
to this “elementary medium of acting on matter”, which represents beyond prehension, per-
cussion. All these pages may be read as the inaugurating chapter of the anthropology of con-
tact where the imprint, and here it would not come as a surprise, intervenes greatly in one
important stage. Or rather in two “important stages”, well defined (but this gap is exactly what
we are interested in here): the first stage being violence, when Leroi-Gourhan insists on the
genuinely basic role of these “violent gestures which print a valid form onto matter”. The sec-
ond stage, being creation, is when we are dealing with “making techniques”, where the matrix
appears as indeed the technique of “semi-plastic solids”.

Here the issue in its aesthetic dimension acquires all its importance: it is found between the
violence exerted on matter and creation of forms, in its relation to the technical gesture. And
Leroi-Gourhan goes on giving something as a possible the palaeontology foundation to intu-
ition, suggested at the time by Semper or Riegl, on the style formation within the context of
Kunstgewerbe or of Kunstindustrie. In fact, Leroi-Gourhan considers that technique, language
and aesthetics together form three aspects of the same phenomenon of the being made
homonid. A “palaeontology of figurative behaviour” therefore emerges, trying to reconstruct
the chain which unites the violence of the shock — the industry of the chopper and the “ele-
mentary chopper” of flint — to the invention of rhythm, and from it, to the birth of “figurative
language”.
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ZHMEIQZH 4

Ti 6a €BAene n ANIKNn OTN XWPA TWV PUTWOV
Mavvng Maverag

KINOYMENA ®YTA

... H Mimosa publica (yvwoTh Kal wg un pou drrou) eival NoAU yVwoTA yia TNV Kivnon Twv GUA-
Awv TG wg avtidpacn oTo dyylypa. Ta xapaktnpioTIKG TG Kivnong gival dpoia e autd Tng
nayidag Tou utoU Dionaea: peTaywyn NAEKTPIKOU onApaTog and To onpeio enagng otn Bdon
TOU @UANOU, evepyonoinon aviAiwv KaAiou o€ opiopéva KUTTapa TnG dpBpwong, anwieia
vEPOU Kal OCUWTIKA NApapdpPwon Toug, HE ANOTEAECHA aKapiaia Kivnon npog 1a KATw OAou
TOUu GUANOU. Av Kal 0 unxaviopog gival GPoIog, N NPOcappooTIKn agia Tng Kivnong gival dia-
POPETIKN.

... OI TaXEeIEG KIVAGEIG TwV QUTWV Eival EVTUNWOIAKES, NEPTOUV EUKOAA GTNV avTIAnWA pag Kai
euninTouv oTn Aoyikn aitiou-aimaToy, npokaAouvTal SnAadn and kdanolov eEWTePIKS NapdyovTa
KAl €XOUV CUYKEKPIPEVO anoTEAECHA. YNAPXOUV OPWG KI GANEG KIVAGEIG TwV QUTWV, OXI TOCO
YPNYOPEG, NMOU YivovTal autévoua Kal Xwpic EPPAVES EEWTEPIKS £pEBIoUA. ZuvnBwg eival Ki-
VAGEIG augnong, dnAadn To 6pyavo Nou KIVETal auEAVEl cUYXpOvwG To PEyeBOG Tou. Eva Té-
Tol0 NApPAdelypa €ival n Kivnon Twv eNIKwV Twv avappIXWPEVWV uTwv. daivovTtal akivnTeg,
aAAG KivouvTal cuveXwg, n e Kivnon Toug dev gival kaBdAou Tuxaia. Wdxvouv 1o otdxo, T0
oTePED QVTIKEINEVO OTO 0Moio Ba TUNIXTOUV GPIXTA, 0TNPIZoVTAg To undAoIno GuTd. Mwg yiveral
autd; O1 €NIKeg eival TpononoiNpéva GUANa R BAACTOI, ENIPAKEIG KAl e KUKAIKN diaTtopn. H Ki-
vnuatoypdenon Toug kal N NPoBoAn o€ apyn Kivnon anokaAunTel 6Tl To AkPo Toug endIdETal
0€ KUKAIKA Kivnon. QoTtéoo, n éNIKa ouyxpovwe au§AaveTal G PAKOG, onoTe To NPowBoUUEVO
AKPO EKTENE KAT’ ouciav oneIPoEIdn Kivnon, cav va BIBWVETAI GTOV A€PQl....
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H petarponn TnG KUKNIKNG Kivnong o€ KaTeuBuvopevn dev cuvTeAEiTal napd pévo apou n éNka
XTUNAGEI TO OTAPIYUa eNaveInupéva. Av TO OTNPIYUA anopakpuveEi Texvntd, n kivnon e§ako-
MouBei va gival KUKAIkN. H éNika Sev pnopei va eEanatnBei, anaitei eyyunceig Tl To oTAPIyUa
gival pévipo, kai dev aAdAZel cupnePIPopd av dev AABEI TIG EYYUNOCEIG QUTEG,....

ENAZ ®OPOX TIMHZ XTO AAPBINO

O ouyypa@éag Ba ATav EUXAPICTNPEVOG AV KATAPEPVE va Ol 0 avayvwoTng Ta QUTA PE AANO
pdaT. Av Tov €neiBe o1 Ta QuTA dev gival AiydTEPO NEPIMAOKOI OpYavIopoi and Ta {wa Kai Tov
AavBpwno.’H kaAUTepa 6T gival opyaviopoi TOoo nepinAokol oo anaitei o TPONoG {wNG Toug
Kal 6T 0 TPONOG AUTAG €ival EVTEAWNG JIAPOPETIKOG and Tov Ik Yag: XapakTtnpideral and
APYEG KIVACEIG TWV PJEPWV EVOG AKIVNTOU OpyaviopoU, nou napdyel JOvVog Tou TNV TPOPH TOU
XPNOIPONOINVTAG NOAU anAEG Kal ApBoveg aTn UoN NPWTEG UAEG, EVOG OpyavicuoU nou
akOpN kail Ta anéBANTA Tou OxI Pévo Sev dnpioupyouv NPGRANUA, aAAG avTiBETA CUVEICPEPOUV
oTn dnpioupyia Tou dAPOUG Kai T IAThPNCN TNG ATHOCPAIPAG OTN CNPEPIVA, OEEIDWTIKA TNG
katdotaon.

... 0 Kat@Aoyog pe Ta BIBAIC TOU NoU avagEéPovTal TN CUPNEPIPOPd TWV PUTWV €ival Npoidv
NG SeUTEPNG NEPIGOOU TNG ENICTNHIOVIKAG TOU OTAdIOOPOUIAG, EKEIVNG NOU XAPAKTNPICONKE
and TN PEAETN TWV AEITOUPYIWV KAl GPPAYICTNKE and Tov NeIpapaTopd. H npwtn, nou katéAn&e
oTtnv kataywyn Twv Eidwv kal, apydtepa, otnv kataywyn Tou AvBpwnou, 1o 1871, BacioTnke
OTNV NPOCEKTIKN NAPATAPNON TNG GUONG KAl TWV OpYavICHWV. AUTA TNV Napatipnon, auti T
OTEVN KaI YEUATN anopia kal Baupacpd oxéon Pe Tov KOGHO nou Tov NEPIEBANE Oev TNV gy-
KATEAEIYE NOTE. H KaTaypadn Twv NpayudTwv Kai N EKTIINCN TNG KATAoTaong Toug ATav otdon
{wng, Tnv onoia TAPNOE PE NioTn Kal EUAGREIa oTn deUTEPN NEPiodO, MOU XapPaKTNPIZeTal and
TNV au§npévn evaoxoAnon Pe NTAUATA GUCIOAOYIaG Twv opyaviopwy. Ta B€uata Tng €peuvdg
Tou nryaZav ndvTtoTe and Tn YEUATN anopia napatipnon Tou NPAayuaTtikou KOoUou. Tov kOG0
auTd dev Tov Npoonepvouce adidpopa, Tov dlIanePVoUcE PE T OKEWN. ZTO OniTl Tou oTo Kevt

Digitalis, Adpa AApa, PuTtoypapia, 2010
ox€dla og xapTi, EUAo, plexiglass

Digitalis, Lara Alphas, Phytography, 2010
drawings on paper, wood, plexiglass
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UNdpxel akdPn To povondr, yvwaotd kal wg “thinking path”(«povondT Twv okéwewv»), 6rou
ouvNBIZe va NEPNATA AvacuvTAcoovTag, UNOBETW, TIG OKEWEIG TOU KAl NAPATNPWVTAG TOV
kéopo. Mapatnpouoce {wa, avBpwnoug ota Tagidia Tou, akdpn Kal Ta Naidid Tou G€ JIAPOPES
NAIKIEG, KATAyPAPOVTAG CUUMNEPIPOPESG Kal EKPPACEIG Nou kKaTtéAn&av, To 1872, otn dnuooi-
€uon evog OIBAKTIKOTATOU AAAG Kal SIacKedACTIKOU, akOpa Kal oto EEPUANIoHA, BiBAIoU pe
TiTAO H €k@paon Twv ouvaioBnudTwv oTov dvBpwro Kal oTa {wa.
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Ti 6a éBAene n ANikn oTn x@pa Twv uTAV [What Alice Would Have Seen in the Land of Plants]
Yiannis Manetas

PLANTS IN MOTION

... Mimosa publica (also known as the Touch Me Not), is widely known for the movement of
its leaves when they are touched. Their movement is very similar to that of the trap of the
Dionaea plant: an electric signal is transmitted from the contact point to the leaf’s base, potas-
sium pumps are activated within certain cells of the joint, water loss occurs, as well as osmotic
deformation, all resulting in the entire leaf’s instantaneous downward motion. Although the
mechanism is similar, the movement’s adaptational value is different.

... The rapid movement of plants is fascinating; it is easily noticeable and it works under the
logic of cause and effect. It is therefore caused by some external factor and it has a specific
result. However, other kinds of movements also take place, which are not so fast, they occur
autonomously and they are not related to any evident external stimulus. They are normally
movements of growth: the moving organ constantly increases in size. One such example is
the movement of the tendrils on creeper (climbing) plants. These tendrils, whilst seemingly
motionless, are actually in constant motion and their movement is by no means random. They
search for a target, a solid, immoveable object, around which they will tightly wrap themselves,
and thus succeed in securing the entire plant. How does this occur? The tendrils are actually
modified leaves or shoots, elongated and with a circular cross-section. If one records them
and then examines the image in slow motion, it will be revealed that their tip moves in a circular
motion. However, the tendril continually increases in length and therefore, the extending tip
is essentially performing a spiral-like movement as if it is screwing itself in the air...
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The transformation of this circular movement into a directed one only occurs when the tendril
hits the support repetitively. If the support is suddenly removed, the motion continues to be
circular... the tendril cannot be deceived, it demands guarantees that will ensure that its sup-
port will be permanent, and it does not change its behaviour unless these guarantees are se-
cured...

ATRIBUTE TO DARWIN

The author would be pleased if the reader was able to look at plants from a new perspective;
if he could convince him/her that plants are complex organisms, no less so than animals and
humans. Or even better, that they are as complex as required by their own way of life and
that their way is completely different from ours. It is based on the slow movements of the
parts of an immobile organism which produces its own food by using raw materials that are
very simple and abundant in nature, an organism which not even its waste could ever cause
a problem to the environment; on the contrary, they contribute to the making of the ground
and the preservation of the atmosphere to its current oxidation state.

... the list of his books which discuss the behavior of plants is a product of the second period
of his scientific career, during which he delved into the study of functions and sealed it with
experimentation. The first period was concluded with the Origin of Species. Later, in 1871,
the Descent of Man was based on thorough observation of nature and organisms. Observation
was something he never gave up, as he experienced it through a close and curious relation
to the surrounding world, endowed with his admiration. Recording things and evaluating their
state was his own attitude in life and he faithfully and reverently pursued it in the second period,
which was marked by his increasing endeavors into the physiology of organisms. His research
topics invariably stemmed from his inquisitive observation of the real world, the world he never
overtook nonchalantly; the world he penetrated with his thinking. At his home in Kent, the
“thinking path” is still there, invoking his steps as he strolled down, presumably regrouping his

MANQ/TOP
Digitalis, Adpa AApa, Tpiavtaguhid, 2010
TETPAdIA, OXEDIA OE XAPTI

Digitalis, Lara Alphas, Rose bush, 2010
note books, drawings on paper

KATQ/BOTTOM
Digitalis, Adpa AAa, NuxtohoUuhoudo, 2010
TETPAdIA, OXEDIA OE XAPTI

Digitalis, Lara Alphas, Night bloom, 2010
note books, drawings on paper
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thoughts and observing the world. He watched animals, people on his travels, even his own
children at various ages. Noting their behaviors and expressions, he compiled in 1872 a highly

enlightening yet entertaining book (even to leaf through) entitled “The expression of emotions
in man and animals”.
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ZHMEIQXH 5

MeTtaéi
ANecodvTpo Mnapikko, ekd6aoeIg MNatdkn

HMEIQZEIX

... W’ éva aouvnBioTo endyyeAua, and To onoio dev EAeINE, kaTd NApAdo&n elpwVveid, pia TOoo
euxdpiotn diIdoTacn, WoTe NPGJISE pia adpIoTa BNAUKN XPoid.

MNa va ¢hoel o EpRé ZovkoUp aydpade Kal NOUNOUCE PETAEOOKWANKEG,....

Tagideue omv lanwvia yia va ayopdoel Ta ayvd auyd Toug. MeTagu Twv Bouvav Tou BiBdpe
ka1 Tng lanwviag, eivai To ook Twv dUo kdopwv. Mia IoTopia aydnng Kal MOAEUOU, HIa EEQIPETIKA
aAxnpeia nou uQaivel TNV I0Topia dniacTwv vNudTwy. Tagidia pakpiva Kai enikivouva, EpwTeS
adUvaTol NoU POUVTWVOUV XWPIG va €XOuV NOTE EEKIVACEI, avBpwnwyv Pe Nnddog, piag Behou-
dIvng PwVNAG , TNG pubornoinong evog payikou aiednoiakol ugdopaTog, n BpadudTnta TwV €no-
XWV Kal Tou aAnopévnTou XpOvou....

... MOvo oTnV NAAGUN Tou €vOG XEPIOU UNOPOUGCEG VA KPATACEIG XINAOEG [auyd JETAEOOKW-
Anka]. Autd Ba nel va kpatdg otn xoU@TA CoU [ia NEPIoUTIa.

Z1g apxég Mdiou Ta auyd dvolyav, aneAeuBepwvovtag pia vUuen nou, Uotepa and Tpidvta
UEPEG KATAVAYKAGTIKAG SIATPOPNG UE PUAND HOUPIAG, GPOVTIE va KAEIOTEl Eavd 0° €va KOUKOUN,
yia va Byel opIoTIKG an’ ekei duo BOOPASES apydTEPA, APNVOVTAG MicwW TNG MIA NEPIOUGIA NOU
o€ PETGEl onpaive XiNia JETPa aKaTEPYAOTOU VAUATOG KAl GE XPNUaTa éva oeBacTd Nood YaA-
KWV GPAYKwV. Me Tnv npolndBeon 611 dAa autd Ba cuvéRaivav cUPPWVA PE TOUG KAVOVEG,....
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Kdbe xpodvo, oTig apxéq lavouapiou, avaxwpouoe. AiéoxiZe xihia eEakdola pihia BAhacoag
Kal OKTaKOola XINOUETPA ynG. ENéAeye Ta auyd, dianpaypateudTav Tnv TIMA Kal Ta ayopade.
‘Eneima ékave oTpon, dIEoXICE oKTakdaola XINOUETPA yng kal xihia e§akdola pihia BGAacoag
Kal ENECTPERPE ..., CUVABWG EyKaipwg yia Tn Bgia Asiroupyia.

Epyadétav duo BOoPAdeG akdua yia va CUCKEUAOE! TA auyd Kal va T MOUANCEL.
To undAoino Tng xpovidg EekoupadoTav....

Mia @opd €ixe Nidoel ota x€PIa Tou €va NENAO PTIAYUEVO and yiIanwveqko PETAg: Hrav oav
va KpatoUoe avapeca ota dAXTUAA Tou TO TiMoTd....

‘Hrav 10 1861. O ®Aounép €ypae 10 ZaAAund, 0 NAEKTPOPWTIOUOG ATAV I EIKAcia Kal 0
ABpadu AivkoAv, and Tnv GAn NAEUPd Tou WKeavou, DIEENYaye €vav NOAEUO TOU OMnoiou To
TENOG O€ Ba EBAenNE MoTE....

O EpRé ZovkoUp Eekivnoe e oydovTa XINADES ppdyka o€ XPUao.... Mépace Ta cuvopa KovTd
oTo Mertg, digoxioe TN BupTepBEpyn kai Tn Bauapia, unnke otnv AucTpia, EPTACE [IE TO TPEVO
otn Biévvn kal otn BoudanéaTn, yia va cuvexioel PeTd péxpl 1o Kiefo. AiETpeEe ndvw o AAoyo
U0 XINAdEG XINOUETPA PWOIKNG oTéNnag, népace Ta OupdAia, UNnKe otn ZiBnpia, Tagideye
€ni capdvra PEPEG PEXPI va @Tdoel otn Aiuvn BaikdAn, Tnv onoia or vréniol ovopalav: n 8a-
Aaooa. =avakatéBnke Tov Motaud ApoUp, akoAouBwvTag Ta KIVEZIKa cUvopa UEXPI TOV
WKEAVO, Kal OTav EPTACE OTOV WKEAVS, OTAUATNOE OTO AIAVI TOU ZAUMipK YIa €VTEKA UEPEG,
UEXPIG O6TOU Eva NAoio OMavdwv AaBpepndpwy Tov NEPAce ato AKpwTAPI TEPAyia, oTh SUTIKN
akT TG lanwviag. Me ta nédia akoAouBwvTag SeUTEPEUOVTES OPOOUG, IECXICE TIG ENAPXIEG
loikd&Ba, Toyidua, Niykdra, unnke o’ ekeivn Tng Poukouaiua kal €pTace otnv NOAN Zipakdpa.
MepiNAavnBnke oTnv avatoAikn NAEUPd TNG, NEPIPEVE DUO PEPEG EVA PAUPOVTUPEVO AVTPA
nou Tou €J€0€ TA PATIA KAl TOV NAYE 0° €va Xwpld aToug AOPoUG Ornou NEPAce pia vUXTa Kal
TO AANO Mpwi dlIanNPAyUaTeUTNKE TNV ayopd TwV Auywv PE évav Avipd nou de WIAOUGCE Kal TOU
onoiou 10 NPGCWNO NTAV KAAUPUEVO and €va PETAEWTO NENAO: Paupo....

APIZTEPA/LEFT MANQAEZIA/TOP RIGHT
Danteliére, Mapia Aoigidou, Danteliére-Metissage,
2008, xapTi ueTaEwtd, Saviéha  Mapia Aoicidou, 2009,
AenTopépeia xapTi yeETaEwTo, SavTéAa
(napaywyn Conservatoire de la
Danteliére, Mapia Aoigidou, dantelle de Bayeux,
2008, silk paper, embroidery kataokeun Myléne Salvator-Ros)
detail 45 x80x45 ek.
KATQ AEZIA/BOTTOM RIGHT Danteliére-Metissage
>x£310, 2004 Maria Loizidou, 2009,
silk paper, embroidery
Drawing, 2004 (production Conservatoire de la

dantelle de Bayeux,
fabrication Myléne Salvator-Ros)
45x80x45 cm
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1N yuvaika Tou EAév £pepe dwPo €va PETAEWTO XITWVA, TOV 0noio ekeivn, and oepvotnTa, o€
POpeoE NOTE. AV TOV KPATOUCEG avdpeca ota OAXTUAG cou, NTav oav va "oPIYYEG TO TiNoTa....

... EYIVE TPIAVTA TPIV XPOVWV OTIG 4 ZentepBpioul862. Apnve Tn {wh ToU va NEPTEI oav BPOXN
UNPOOTA OTa PATIA TOU: NPEUO BEQpQ....

To oniTl... éyolade BuBiopévo o€ pia Aipvn ClwnNG.... Aev unipxav NéPTeG kal NAvw OTOUG TOi-
xoug and xapTi epeavi¢ovtav kal eEapavi¢ovTav okIEG nou dev €onepvav kaveva 86puBo. Ae
BUuIZe Cwn. Av unnpxe €va évopa yia OAa autd, ntav B€aTpo.... Oco Xpdvo Ki av NApaxwPNoe
oTN poipa, HOVO OKIEG Kal CIwNEG APNVE auTd TO NApAdOED NAAKOCEVIKO VA GIATPAPOVTAI....

‘Otav ekeivn Avol&e Ta pdma Tng, EKEVOG AKOUCE TNV idla Tou TN pwvh va Aéel olyavd: 6a o’
ayanw yia ndvra....

Mé€oa 010 XWPIG WS dWUATIO, EVIWOE TNV OLOP®IA TOU KOPUIOU TNG KAl YVWPICE TA XEPIA KAl
TO OTOUA TNG. TNV aydnnoe €ni WPEG, PE KIVAOEIG NMou dev €ixe EQvakdvel NoTE Tou, APrvovTag
TOV €QUTO TOU va PdBel pia Bpadutnta nou O€ YVWPIZE. 2T0 okoTAdI, dev ATAv TiNOTa va Thv
QyanAGcEl Kal va Pnv ayannoel ekeivn....

‘Eva okoUpo opnAvog oTov oupavo, Xwpig AAO aToxo and To idI0 Tou To GACTIoNA....

Ti eivar;

‘Eva kAouBi.

KAoupi;

Kai o€ 11 xpnolyeUer;

To yepiceig pe NouNid, 6oa PNOPEIG NEPICOOTEPA, PETA, MIa PEPA Nou 6a cou CUPRET KATI
SUOPPO, TO AVOIYEIG Kal Ta BAENEIG va NETOUV PAKPIE....

Digitalis, Apxeio
Mapia Aoicidou, 2010

Digitalis, Archive
Maria Loizidou, 2010
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... ENEIdA N andyvwon ATav pia unepPBoAn nou dev Tou Taiplade, ECKUYE Ndvw an’ 6, €ixe ano-
JEeiver oTn {wn Tou Kal EQVAPXICE va TO PPOVTIZE! E TNV AKAGVNTN EMNIPOVA VOGS KNMOUPoU TO
npwi YETA TNV Katalyida....

... TOV UndéAoino Kaipd Tou Tov NEPVOUCE [’ €va TEAETOUPYIKO GUVNBOEIWY NOU KATAPEPVAV VA
TOV NPOCTATEWOUV and Tn dUoTuXia....
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Silk
Alessandro Baricco

NOTES

Hervé Joncour bought and sold silkworms for a living, “a rather unusual profession, from
which, ironically, a pleasant dimension was not absent, reflecting a vaguely feminine tone....

He used to travel to Japan to buy their pure eggs. Between the Vivarais Mountains and Japan,
the two worlds collide. It is a story of love and war, a perfect alchemy that weaves the narrative

of furtive threads. A long and dangerous journey, weak passions that flare up without ever
having started; passionate people; a velvet voice; the mythicization of a magical sensual cloth;

the tardiness of the seasons and of time unforgettable....

... In the palm of just one hand, you could hold thousands (of silkworms). That’s what it means
to hold a fortune. In the beginning of May the eggs hatched, releasing a bride who, after thirty
days of forcefully being fed mulberry leaves, made sure that she then closed herself in a co-
coon and finally reappeared, two weeks later, leaving behind her a fortune, which in silk meant
one thousand meters of unrefined yarn and in money translated into a respectable sum of
French francs....

Each year, at the beginning of January, he used to set off. He used to cross one thousand six
hundred miles of sea and eight hundred miles of land. He selected the eggs, bargained for a
good price and bought them. He then turned around, crossed eight hundred miles of land
and one thousand six hundred miles of sea and returned ..., usually in time for Mass.

75



76

DIGITALIS

NOTE 5



He worked for two more weeks packing the eggs and then selling them. He then rested for
the rest of the year....

One day he held in his hands a veil made of Japanese silk: it felt as though he was holding
nothingness in his fingers....

It was 1861. Flaubert was writing Salammbo, electricity was just a speculation and Abraham
Lincoln, on the other side of the ocean, was conducting a war, the end of which he would
never witness....

Hervé Joncour began with eighty thousand francs in gold... He crossed the border close to
Metz, passed through Wirttemberg and Bavaria, entered Austria, reached Vienna and Bu-
dapest by train and then continued towards Kiev. For two thousand kilometres of Russian
steppe he rode on horseback, he passed the Urals, reached Siberia, travelled for forty days

APIZTEPA/LEFT

Digitalis, EAévn MouZoupou
Hand over, 2010

Tunwpara og xapTi, JETAAO
30x145x170 ek.

Digitalis, Eleni Mouzourou
Hand over, 2010

Prints on paper, metal
30x145x170 cm

AEZIA/RIGHT
Digitalis, Apxgio, 2010

Digitalis, Archive, 2010

until he got to Lake Baikal, known to the locals as: The Sea. He went down River Amour again,
following the Chinese border until the ocean, and when he reached the ocean, he stopped at
Sabirk Port for eleven days until a ship full of Dutch smugglers sailed him to Cape Teraya, on
the west coast of Japan. On foot, he followed secondary roads and crossed the districts of
Ishikawa, Toyiama and Niigata. He entered the district of Foukoushima and reached the city
of Shirikawa. He wandered around its eastern side and for two days he waited for a black-
clothed man, who blindfolded him and took him to a village in the hills, where he spent the
night and the next morning he negotiated the price of the eggs with a man who wouldn’t talk
and whose face was covered with a silk veil: a black one....

He brought his wife Helene a present, a silk robe which she, out of shyness, never wore. If
you held it between your fingers, it was as if you were holding nothingness....
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... on the 4th September 1862 he became thirty years old. He let his life fall like rain before his
eyes: a tranquil sight....

The house... seemed as though it had sunk into a lake of silence.... There were no doors and
on the paper walls, shadows appeared and disappeared without causing any fear, It didn’t
resembile life. If there were a name for all this it would be theatre... As much time as he had
given to fate, these strange boards only let shadows and silences filter through....

When she opened her eyes, he heard his own voice whisper: | will love you forever....

In the dark room he felt the beauty of her body and got to know her hands and mouth. He
loved her for hours, with movements that he had never made before, allowing himself to feel
a slowness he had never felt before. In the darkness it was nothing to love her and not love
her....

A dark swarm in the sky, with no other target than his own bewilderment....

What is it?

A cage.

A cage?

And of what use is it?

You fill it with birds, as many as you can and then, on a day when something beautiful happens
to you, you open it and watch them fly away....

... Since despair was an exaggeration that didn’t suit him, he bent over all that was left in his
life and began to take care of it with the unflinching persistence of a gardener in the morning
after the storm....

... he spent the rest of his time following a ritual of habits that managed to protect him from
unhappiness”....

Digitalis, Addpa AApa
e pey€Buvon, 2009
HOAUBI o€ xapTi, AenTOpEPEIQ

Digitalis, Lara Alphas
In focus, 2009
pencil on paper, detail
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BIOIPA®IKA ZHMEIQMATA / BIOGRAPHIES

Aapa AApa / Lara Alphas

H Adpa AApa yevvnBnke 1o 1981 otn Aeukwoia. Eival oxedidoTpia kal elkovoypd@og. Znoudace
Téxvn kal 2xedlaopd oto Camberwell College of Arts Tou Aovdivou. ZUVEXIOE TIG ONoudEG TNG
o10 Xxedlacpé Mpoidviwv oto Central Saint Martins oto Aovdivo. Znuepa el otnvy Kunpo Kai
epyAdeTal wg ENeUBEPN enayyeAUaTiag, oxedIAZovVTag EMINAC KAl E0WTEPIKOUG XWPOUG. To Y€co
nou TNV eVOIAPEPEI MEPICCOTEPO Eival N EIKOVOYPAPNON, PECW TNG onoiag dNUIoUPYET OxEdIa
Kal TpIodIdoTaTa avTiKEieva. Me Ta épya TG ENIXEIPET va HETAPPACEI TNV KABNUEPIVA pouTiva
o€ Téxvn, NAABOVTAG XAPAKTAPEG Nou dpouv o€ €va PuBonAacTIkd NEPIBAMOoV. Exel oUPMETE-
OXel o€ OIAPOPEG OPADIKEG EKOETEIG oTNV KUNPOo Kal GANEG XWPEG.

Lara Alphas was born in Nicosia, in 1981. She is a designer and illustration artist. She studied
Art and Design at Camberwell College of Arts, London and went on to complete a degree in
Product Design at Central Saint Martin’s, London. Since returning to Cyprus in 2003, she has
set up her own workshop, working on a freelance basis, designing furniture and interior
spaces. Her main medium of interest is illustration, through which she creates drawings and
three dimensional fabric figures. Through this work she attempts to translate everyday routines
into an artistic context by creating characters in a fictional setting. She has participated in
several group exhibitions both in Cyprus and abroad.

Mapia Aoigidou / Maria Loizidou

H Mapia Aoigidou yevvrOnke otn Agepecd 1o 1958. Znoudaoe oth ZxoArn Kahwv Texvav TG
Auv, 1976-1981. To 1980 Tng anoveundnke 1o BpaBeio “Hélene Linossieur” ev 1o 1981 nnpe
10 BpaBeio “Prix de Paris, Villa Peyzieux oto Mapiol. To 1986 avrinpocwneuce Tnv Kunpo otnv
MnievdAe Tng BeveTiag pe Tnv eykatdotaon-Bivieo “O pubog Tng Apiadvng o€ TPEIG NPAEEIg”.
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O1 nio npdoearteg Tng ekBEoelg eivar: “MpoBnkeg BaupdTwy”, Zone D, ABrva 2010, “H Téxvn
ota xpdvia Tng katdppeuong”, ykahepi AA, ABriva 2010, “Métissage” musée de I'Art et de I'his-
toire, Rochefort 2010, “Cartographies”, ykaAepi AA, ABriva 2009, “Et si la girlande de Julie était
en laine...”, Chateau National, Rambouillet 2010, “Islands never found”, Palazzo Ducale, "é-
voBa, Kpatiké Moucegio Zuyxpovng Téxvng ©gcoahovikn 2010, 2n MnievdAe ©gcoalovikng
2009, 15n Aiebvig MnievdAe Kepapikng, Chateauroux (“Prix de la Biennale”) 2009, “Living
small”, Mouceio Mnevdkn, ABriva 2008, “Porus Borders”, 10th international architectural exhi-
bition “La Biennale di Venezia”, Beveria 2006. To 2007, To €pyo Tng “L’apparition des anges”
eykataoTdOnke povipa oto Nad g Ayiag Tpiddag Tng ddTiua otnv MopToyaia.

Maria Loizidou was born in Limassol in 1958. She studied at the School of Fine Arts in Lyon,
1976-81. She received the award “Héléne Linossieur”, 1980 and the “Prix de Paris, Villa
Peyzieux in Paris, 1981. She represented Cyprus at the Venice Biennale with the video instal-
lation «The myth of Ariadne in three acts», 1986. Her recent exhibitions are: “Cabinets of Mir-
acles”, Zone D, Athens 2010; “Art in the time of collapse”, Gallery AD, Athens 2010;
“Métissage” musée de I’Art et de I'histoire, Rochefort, 2010; Cartographies, AD gallery, Athens
2009; “Et si la girlande de Julie était en laine...”, Chateau National, Rambouillet 2010; “Islands
never found”, Palazzo Ducale, Genoa, National Museum of Contemporary Art, Thessalonika
2010; 2nd Biennale Thessalonica, 2009; 15th Biennale International of Ceramics, Chateauroux
(“Prix de la Biennale”) 2009; “Living small”, Benaki Museum, Athens 2008; “Porus Borders”,
10th international architectural exhibition “La Biennale di Venezia”, Venice 2006. In 2007, her
work “L’apparition des anges” was permanently installed at the Church of Saint Trinity of Fa-
tima in Portugal.

EAévn Moudoupou / Eleni Mouzourou

H EAévn Moudoupou gival eIkaoTikdg. MevvnBnke 1o 1983 otn Asukwoia. Znoudaoce Kahég Té-
xveg oto Ecole Nationale des Beaux Arts de Lyon, 2002-2005, ka1 oto Hochschule fur Bildende
Kinste, AuBoupyo. Exel oupeTAoxel o€ ekB€aeIg otn epuavia, 2006-2009, kal 68 AAEG XWPEG.
Ta épya Tng €xouv Nnpdo@arTa eMAeYei yia Tnv TENIKA €kBeon Tou “Enovos Prize for Young Art”,
Wilhelm-Hack-Museum, Ludwigshafen am Rhein, l'eppavia kai otnv Gallery Schlassgoart, Aou-
EepBoupyo. Zel kal epyddetal oTo Bepohivo.

Eleni Mouzourou is a visual artist. She was born in 1983 in Nicosia. She studied Fine Arts at
the Ecole Nationale des Beaux Arts de Lyon, 2002-2005, and at the Hochschule fiir Bildende
Kunste in Hamburg, 2006-2009. She has participated in exhibitions in Germany and other
countries. Her work was recently shown at the final selection show for the “Enovos Prize for
Young Art“, in Wilhelm-Hack-Museum, Ludwigshafen am Rhein and in Gallery Schlassgoart,
Luxembourg. She currently lives and works in Berlin.
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Yves Sabourin

EnBewpnTng KaANITEXVIKAG dnuioupyiag otn Mevikn AiebBuvon Tou Ynoupyeiou MoAimopouU kai
Enikoivwviag otn F'aANia. H npétacnh Tou BaciZeTal oTo «va CUCXETIOEI TOV KAANITEXVN [IE TOV TE-
XViTn A TOV TEXVIKO UPACUATWY, PUE ANOTEAECUA TN dnuioupyia evog €pyou nou va ekivd and
TOV KOANITEXVN Kal va EpUNVEUETAl and Tov €101KG». To €pyo NMou NApdyeTal KUKAOPOPET GE OKTW
uévo avrituna. Eva avrituno divetal oto Centre National des Arts Plastiques kai éva otov idio
TOV KOANITEXVN. To KABg Epyo unooTnPIZeTal e TNV Napouaciacn Tou oTny €kBeon Metissage kai
Tn dNPOCIEUONA TOU OTOV KATAAOYO TNG €KBEoNG. H NnpdTach Tou NePIoTPEPETAI yUpw and TECOE-
pIg Baoikoug dgoveg: TNV euaicOnTonoincn, Tn punon, TNV opydvwon Kai T diaxeipion. Me duo
AOyIa oTnv NEPIEPYEIT Kal TNV EKMANEN.

Inspector of Artistic Creation at the General Management of the Ministry of Culture and Com-
munication, France. His project is based on «associating the artist to the craftsman or the tex-
tile technician wich results in the creation of a work, conceived by the artist and interpreted
by the specialist». This work is released in eight copies only. A copy goes to the collection of
the Centre National des Arts Plastiques and one is acquired by the artist. Each work is sup-
ported by being displayed at the exhibition Métissage and it’s publication in the exhibition’s
catalogue. His proposal revolves around four issues: awareness, initiation, organisation and
management. In two words: curiosity and amazement.

Mapia Napaokeuaidou / Maria Paraskevaidou

H Mapia MNMapaockeudidou yevvABnke otn Aeukwoia To 1963. Znoudace Oikovopikd oTo lMa-
veniothpio Tou Ecoeg kar Aloiknon Enixeipnogwy oto Maveniotipio Tou Kevr. Eival péhog Tou
Royal Horticultural Society kai Tou Mediterranean Garden Society. Zel otnv KUnpo kai epyd-
ZeTal navTa Pe PINKEG NPog To NEPIBANOV PEBODOUG.

Maria Paraskevaidou was born in Nicosia, Cyprus in 1963. She studied Economics at the Uni-
versity of Essex UK and Management at the University of Kent. She’s a member of the Royal
Horticultural Society in UK and The Mediterranean Garden Society. She lives in Cyprus and
works on the principle of eco friendly methods.
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