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XaiwpeTiopog Npoedpou Opyaviopou
[ToArioTikn MNpwTtevouca Tng Eupwnng
[Mapog2017

0 Opyaviopég INoArmoukn Ipwtetouoa g Eupwrng [dgog
2017 xaipetilel pe 181aitepn ikavoroinon v uAoroinon tou Eco
Art, evég @iAGB0ogou eyxelpNPATOC HE TIPWTIOTO OTOX0 TNV emiteuén
€VOC KAAAITEXVIKOU 0pdpatog [e OIKOAOYIKEG TIpooeyYioelg.

To épyo Eco Art xatéxel pia onpavtukn Béon oto mpdypappa
g [ToAtiouikng Ipwtetouoag tng Eupwnng [Tdgpog2017,
agpou avtavakAd ouclaotikd tn giAocopia tou Opyavicpou
[1adpog2017, peAetwvtag kpiowa {nthpata tou repiaAAoviog
Réoa and to npiopa tng t€xvng Kal tng Snpioupyiag. To épyo
Eco Art, oe empéAela tng ©OoUAng MioipAdyAou Kal apaywyn
¢ [ToAtniouikng Kivnong ex-Artis, evepyoroiei éva idAoyo
avapeoa oe TIoAITeG, KAAAITEXVEG Kal ETTIOKETITEG e TOV (810 ToV
16110, TN PUOoN Kal Befaiwg tnv téxvn.

BOepeMiwdng Sidotaon tou mpoypdppatog g [ToAtioTiKNg
[Mpwteltouoag eival n dnpuoupyia mpoinobéoewv yia tnv mapa-
ywyn dpdoewv Kat evepyelwv mou dev meplopiovial oe KAeL-
0TOUG XWPOUG Kal aoTIKA Kévtpa, aAAd amAwvovtal oe oAdKANnpn
v emnapxia tng [Tdgou avadeikviovtag duvatdtnteg BLoIng
Kal agipopou TIOAITIOIKNAG avantuéng, Tng e€alpeTiKNG PUOLKNG
OHOPPIAG TIEPLOXNG TOU AKApa.

H 81opydvwon 1o 2016 evdg Zuprnooiou pe B¢pa tnv Texvn kat tv
OwkoAoyia, é¢Beoe To PrA0cOPIKS TIAQIO10 Kal ToUG KAAAITEXVIKOUG
otéxoug tou épyou Eco Art. To 2017 xaAAtéxveg ané tn [eppavia,
v [taAia, tTnv EAAGSa kat tnv Kumpo, Snpioupynoav épya erti
témou, Tou Ba Tapapeivouv otn xepabvnoo tou Akdpa.

Tétoieg evépyeleg amoteAoUv TipoUmobéoelg Kal 18avikég ouvon-
KeC yia éva 8iaAoyo Tou avBpwTIou Pe TIG TEXVECG Kal To TiEPIRAA-
A0V, HETAPOPPWVOVTAG TNV TIEPLOXN O€ Ja Povada tou Avoiktou
Epyootaciou IToAttiopou.

‘Epya og auté to mveupa arodeikviouv 6t TToAitiotikn
[Mpwtevouoa g Eupwnng [1agpog2017 dev e€avtAeital pdvo otn
Slopydvwon @iAddowv mpoypappdtwy, aAdd npioupyel exeiveg
TG poUmnobéoelg Kal ekeiva ta TAaiola wote ta €épya Kat ot KaA-
AMtéxveg va ouvdpapouv oe pia ouvoAlkn TipootidBela ouveldnto-
noinong a§lwv xat aAAayng vootportiag, n ornoia pakpormpdéBeopa
Va HETapopPWOEL TOV TOTIO PAG Kal ToUG avOpwrioug tou.

Ap. Xpiotog IMatoaAidng

Address by the Chairman of the
Organisation European Capital of
Culture Pafos2017

The Organisation European Capital of Culture Pafos2017
wishes to express its great satisfaction for the realization of
Eco Art, an ambitious venture, whose main aim is to turn an
artistic vision with ecological approaches into reality.

The Eco Art Project holds a prominent position in the pro-
gramme of the European Capital of Culture Pafos2017, as it re-
flects the philosophy of the Organisation Pafos2017 by explor-
ing critical environmental matters seen in the light of art and
creation. The Eco Art Project, curated by Thouli Misiroglou and
produced by the Cultural Association ex-Artis, instigates a di-
alogue between citizens, artists and visitors, on the one hand,
and the place itself, nature and, of course, art on the other.

A fundamental dimension of the programme of the European
Capital of Culture lies in the creation of conditions for pro-
ducing events and acts not restricted to closed spaces and
urban centres, but extending to the entire district of Pafos and
highlighting possibilities for viable and sustainable cultural
development, in this case in the exquisite natural beauty of
the Akamas area.

The Eco Art Symposium, held in 2016, established the phil-
osophical context and identified the artistic objectives of the
Eco Art Project. In 2017 artists from Germany, Italy, Greece
and Cyprus created works in situ which will remain in the
Akamas Peninsula.

Activities such as this one determine the requirements and
ideal conditions for a dialogue between man, the arts and the
environment, transforming the area into a unit of the Open Air
Factory of Culture.

Projects of this calibre demonstrate that the European Capital
of Culture Pafos2017 does not exhaust itself in the implemen-
tation of ambitious programmmes, but creates the conditions
and the context that allow artists to contribute to an overall
effort of awareness raising in relation to values and changes
in mentality which, in the long term, will help transform our
country and its people.

Dr. Christos Patsalides



Eco Art - Avti npoAdyou
And tnv opdda Twv ONPLOUpPYywV
TOU NPOTZEKT

Me xapd napouoialoupie tov katdAoyo tou Tipdtlext Eco Art,
evog Tpoypappatog mou Eekivnoe wg 16éa to 2011 katd v npw-
n pdon diekdiknong amnd v [1deo tou titAou tng [ToAITIoTKNG
[Mpwtevtouoag tng Eupwrng yia to 2017, meptAngdnke wg Kovn
POTAoN TWV eIKAoTIKWV Xoulav Bapykag ka1 Privou Ztepavn
ka1 g eknaideutikol NtaviéAAag ITiotévin Mouyiavvou, apxikd
otov gpaxeAo uroyngidtntag tng [apou kat teAikd amnd to 2012
oto ermionpo mipdypappa tou Opyaviopou IMoAtiotikn IpwteUou-
oa g Eupwrmng ITagpog 2017.

[Mpoékertal yia éva épyo Tou TipowBei Kal evioxuel Tn gpiAocopia
tou Avoiktou Epyootaciou IToAttiopot tng IIIE [Tagpog 2017 kai
10 ortoio uAottoigital aré tnv IToAtiotikn Kivnon ex Artis.

To Eco Art eival éva mipdtdekt pie KaAAITeXVIKG Kal otkoAoyiké 6pa-
pa yia v Kunpo kat tnv Eupwrnn. Eival jua eikaouxn §pdon mou
Eexivnoe va uAomoieital ota téAn tou 2015, akoAouBnoe to Eco
Art Symposium tov Mdio tou 2016, to ortoio AeitoUpynoe wg n
pwn MAatpdppa epyaociag kai kabopioe 1o vontikd TAaiolo tou
npétlext. H eyratdotaon twv épywv oAokAnpwOnke tov AmpiAio
2017. Ta épya Ba mapapeivouv otn mepioxn tou AKApa, Kupiwg
OTNV TIEPLOXN TOU XWPLoU ApOBeg.

H meploxn g xepoovinoou Axdapa, mou ¢iAogevei to Eco Art eival
Hia Tiepioxn peyaAng oikoAoyikng afiag, aAAd xat ToAAWV ou-
YKpoUoewV Kal Suotuxwg aképa afefaidtntag yia to peAAov tng.

Ot eikaotuikol kaAArtéxveg oulav Bapykag kat Privog Ztepa-

Vi mipaypatorioinoav €pya otov Akdua amnd to 1990. Ta épya
«Landmarks» (1990) ntav n anapxn yia tg [Ipdéeic toug - ma
UBp18IKN pop@n éxvng pe eykataotdoelg Kal Spwpeva. To 1994
otoug apxaioug tapoug otov Ayio Fewpyro ITéyelag, n Zoulav
Bdpykag napouociaoce 11 «Bapkeg» Kal 0 L1epavin mapouciace
otnv {8ia meploxn, yia mpwIn Gopd, tTnv eykataotaon “XLipatiw-
1e¢ - Ldxol”, Tou apyodtepa petegeAixOnke oto épyo «AvBpwmivol
otéxol». To épyo «Hiding Endemic Targets» oto mAaioio tou
npétlext Eco Art otov Ardua, eivail mua Ilpdén mou ouvexidel tnv
10topia Twv ZtéxXwV.

H NtaviéAAa TTiotévin Mouyiavvou wg eknaideutikog yia tnv
[Mep1ardovukn Eknaideuon kat tnv Eknaidevon yia tnv Aeipd-
po Avartu€n, éxel avartuel poypdppata yia to epipdAiov Kat
Tov ToAttiopd Kai e181kdteEpa otnv mePLoxn tou Akdua. Amod 1o
2011 éxe1 oxedidoel kat ouvtovilel to Akamas Project oto mAai-
olo tou emionpou mpoypdppatog tng [ToAitnotuikng Ipwtevouoag
¢ Eupwrng ITagpog 2017.

Eco Art — Prologue by the Initiators of
the Project

We are glad to present the catalogue of the Eco Art project.
The idea began in 2011 as a joint proposal by visual artists
Rinos Stefani and Susan Vargas and educator Daniella Pistenti
Mouyiannou when Paphos was a candidate city for the title of
European Capital of Culture for 2017. The project was included
in the Pafos Bid book and from 2012 in the official program of
the European Capital of Culture - Pafos 2017.

Eco Art is a project that fosters and empowers the philoso-
phy of the Open Air Factory of Pafos 2017 and is produced by
ex-Artis Cultural Association.

Eco Art is a program with an artistic and ecological vision for
Cyprus and Europe. It is a visual project whose materialization
began in late 2015 and it was followed by the Eco Art Sympo-
sium in May 2016, that served as the first working platform
which defined the conceptual framework of the project. The in-
stallation of the works was completed in April 2017. The works
will remain in the Akamas area, mainly around Arodes village.

The area of the Akamas peninsula, which hosts Eco Art, is an
area of great ecological value, but also of many uncertainties
for its future.

Visual artists Susan Vargas and Rinos Stefani have been doing
works in Akamas since 1990. “Landmarks” (1990) was the
beginning for their Praxeis - a hybrid art form with installa-
tions and performance. In 1994, in the ancient tombs of Saint
George of Peyia, Susan Vargas showed her “Boats” and Rinos
Stefani presented, for the first time, the installation “Soldiers

- Targets”, later transformed into “Human Targets”. The work
“Hiding Endemic Targets” at the Eco Art project in Akamas is a
Praxis that continues the story of the Targets.

Daniella Pistenti Mouyianou as educator for Environmental
Education and Education for Sustainable Development, has
developed programs on the environment and culture especially
in the Akamas area. Since 2011 she designed and coordinated
the Akamas Project as part of the official program of the Euro-
pean Capital of Culture Pafos2017.

Eco Art subtitled “Paths on common ground. Artists in situ”
aims at highlighting the relationship between art and nature,
activating public interest in the Akamas area and giving the
opportunity for interaction between artists and the public and
creating a new common ground on the real territory, especially
around the village of Arodes.

To Eco Art pe utiétitho «Movomdtia oe kKowvo €8agpog. KaAAité-
XVEG €T1i TOTIOU» €iXe WG ot6x0 va avadeiel 11¢ oxéoelg avapeoa
OTnV T€XVN Kat tn @UoN, Va eVePYOTIOINOEL T0 evBlapépov Tou
Kowvou yla tnv meploxn tou Akdpua Kai va 8woel tnv eukaipia yia
aAAnAemtidpaon avdpeoa otoug KAAAITEXVEG Kal TO Koo, dnpu-
oupywWVTag éva véo Kové £€6apog mavw oto Tpaypatiké £5apaog
NG, € ETKEVIPO T0 XWP16 Apodeg.

Katapxnv BéAoupe va euxapilotinooupie tov Opyaviopo [MoAtioti-
kN I[Npwtevouoa tg Eupwnng [TADOX2017 yia tnv ouvepyaoia.
EuxapiotoUpe emiong Beppd yia th ouvepyaoia tnv empeAntpia
tou Tipdtlext, OoUAN MioipAdyAou, Iotopikd Téxvng kal Ateubu-
vipla tou Makedovikou Mouceiou Zuyxpovng Téxvng. Euxapi-
otoUpe 181aitepa toug KAAMTEXVEG TIOU OUPPETEXOUV OTO TIPOTIEKT
Eco Art, Kwotn BeAwvn, Ztaupo [Mavayiwtdkn, Hermann Pitz,
Mimmo Rubino, Privo Ztepavn, Mapivo Toaykapaxn, Horst
Weierstall ka1 thv opdda «ewmnointukny- Mapio Xatnmpoxorti-
ou, Avtwvn Avtwviou kat Avva TZaxou.

To Eco Art anotelel éva €i8o¢ KaAAITEXVIKOU £YXEIPNPATOC

TIou Tipaypatoroteital otnv Kumpo yia mpwtn popd oe tétola
kAipaka. Eipaote oiyoupot 611 autd mou éxel emrteuxBei otov
Akdpa armo toug 510pyavwtég, empeAnTtég, KaAATEXVEG Kal Kol-
Vo, Ba avoiel éva 81dAoyo yia emikaipa {ntnpata, yia t oxéon
avdpeoa otnv téxvn kai I @uon, Ba Snpoupynoel onpaviikn
KAnpovouid xai B8a avoiel véa povordtia otn oUyxpovn Kumpi-
axn Téxvn.

NrtaviéAAa Iotévin Mouyiavvou,
Yuvtoviotpla épyou Eco Art

Zoulav Bapyxkag,
BonBé¢ EmpeAntpla Eco Art

First of all, we would like to thank the European Capital of
Culture Organization Pafos 2017 for its cooperation. We also
thank the curator of the project, Thouli Misirloglou, Art Histo-
rian and Director of the Macedonian Museum of Contemporary
Art, for her cooperation. We especially thank the participating
artists, Stavros Panagiotakis, Hermann Pitz, Mimmo Rubino,
Rinos Stefani, Marinos Tsagkarakis, Kostis Velonis, Horst Wei-
erstall, and performers Marios Hadjiprokopiou with Antonis
Antoniou and Anna Tzakou.

Eco Art is an artistic venture that takes place in Cyprus for the
first time on such a scale. We are confident that what has been
achieved in Akamas by the organizers, curators, artists and
the public will open a dialogue on current issues, especially
concerning the relationship between art and nature. We are
confident that Eco Art will create a significant legacy and open
new paths to contemporary art in Cyprus.

Daniella Pistenti Mouyianou
Coordinator Eco Art project

Susan Vargas
Assistant Curator Eco Art project



Movonartia navw o€ Kowo £0aPog.
KaAAlTEXVEG ent TONOU.

Ye Kaipo elpnvng n oe Kapod moAépou, oe Kaipd cupfiwong n

og Kaip6 oUYKPOUOoNg, UTIApxel «kowvd €8apog»; ITolo propel va
eivay; [Tolog propei va eival 1 va yivel o «kovég tomog»; Etval
évag xwpog tov oroio poipddovial Karoiol n autdg rou dev
potpdlovtai, aAAd émou anAwg ouvuniapxouv; Eivai évag npié-
010¢ XWPOG TIoU tov 181omotouvtal 1 évag Snpdolog XWPog Tou
Tov oikelwvovtay, H Eexwplotn katnyopia twv KaAMTEXVOV ToV
xpnoiporiolei yia 81apopetikWV €16WV «eyKATAoTACEIG» T TOV
OIKELWVETAL ouvalcOnpatkd Kal vontikd yia tnv mapaywyn evog
«TIPOIGVTOG» TIOU PTopEl va pn pépel KaBOAOU ta XapaKInplotika
€VOG ayopaiou Tipoidviog;

Ye kaBe mepintwon, kal Kupiwg otnv mepintwon mou eviiapepel
10 Eco Art Project, o témog napapével évag yewypapikd mpoodi-
oplopévog témog, aAdd xai évag térog 6rou n emiokeWPn oAoKAN-
pwvetal otnv 1otopia, otn gavtaocia, otnv téxvn. Av o Akduag €i-
val autdg o TAoUo10¢ TOTIOC TIOU YVWPIZel Kaveig mepinyoupevog,
elval tautéxpova kai ot pubot tou: n Appobditn mou yevviétal, n
eCaipetikn xAwpida, n avoixtn BdAacoa, aAAd padi xai n 1otopia
Twv opiwv kat twv Siaxwpiopwyv. Kat mdAt dpwg: auté eival 1o
«aAnBwvd», puoIKS Kal vonuiko, repipdAAov oto onoio evtdooetal
onpepa o ARapag;

Méoa améd g KaAATEXVIKEG TIPAKTIKEG, 0 TTI0G Siapoipddetal Kat
yivetat avuAnmég we pia véa ovidtnta, pe ToAAEG Kal Siagpope-
ukég Siaotdoerg. Ti propei va onpaivel, Aoirtdv, n petatpornmn evéog
(QUOIKOU Kal avBpwrioyevous Xwpou ot éva €i6o¢ KaAAITeEXVIKoU
epyaotnpiou; Tt propei va onpaivouv kat va onpato§otouv ta
KaAAtexvika épya eykateotnpéva oto xwpo; O Kwotng BeAwvng,
o XLtaupog [avayiwtdkng, o Hermann Pitz, o Mimmo Rubino, o
Prwog Zteavn, o Mapivog Toaykapdaxng, o Horst Weierstall, o
Mdpiog Xatdnrmpokortiou pe tov Avtwvn Avtwviou kal tv Avva
TCdxou, Tipooéyyloav Tov 1o, TOV «KOVE TATIOx, Kal TIPOTelvav
Siapopetikég oxéoelg péoa oto tortio.

Autic 0 «k01vd¢ TdToC» Kat o1 éVvoleg Kal aiobnoeig mou tov
ouvobelouv dev eival kaBdAou 6ebopéveg. Tov Mdaptio tou 2016
gekivnoe pia IMaykéopia EKkAnon yia Apdon yia toug 10ayeveig
Kal ta Sikaidpata twv Kowotntwy ndvw otn yn. AutéxBova kat
Kowotikd €8dpn eival edapn mou xpnoiporolovviat, Siaxelpi-
Covtai 1 Sio1ikoUvtal oUAAOYIKA, oto TAaiolo KOIVOTIKNG S1aKu-
Bépvnong. Auth umopei va punv eival akpiBwg n mepimtwon tou
Axrdpa, aAAd o1 kaAAitéxveg tou Eco Art Project mapeppaivouv
oe dnpdola yn, v omoia o1 KOWOTNTES 61atNPoOUV WG KON
1810ktnoia toug. To [Taykdopio KadAeopa yia Apdon urootnpixbn-
Ke amno meploodtepous and 300 opyaviopous oe 6A0 1oV KOO0
Kal eualoBntoroloUoe oxeTikd Pe Tn onpacia twv autoxBévwv

Paths on common ground.
Artists in situ.

During either peacetime or wartime, a time of symbiosis or a
time of conflict, is there any “common ground” to be found?
And what could this be? Who might be or become “common
ground”? Is it an area shared by some or an area they don't re-
ally share but one that serves as a setting of mere coexistence?
Is it a public space they appropriate or a public space they
assimilate? Do artists, being a special category, either use it for
different kinds of “installations” or assimilate it emotionally
and intellectually to obtain a “product” that may be utterly
devoid of the features of a market product?

In any case, even more so in the case of interest to the Eco Art
Project, space remains a geographically determined location
but also a place where the visit is fully achieved in history,
imagination, art. If Akamas is this rich land travelers come

to know, it is identified at the same time with its wealth of
myths: the birth of Aphrodite, the exceptional flora, the open
sea, but also a history of limits and segregations. Then again -
is this the “true” natural and intellectual setting within which
Akamas is situated today?

Through art practices, the space is being shared and per-
ceived as a new entity of several varied dimensions. There-
fore, what does the conversion of a natural and anthropogen-
ic space into a kind of art workshop actually mean? What can
be denoted by the artworks installed in situ? Marios Had-
jiprokopiou with Antonis Antoniou and Anna Tzakou, Stavros
Panayiotakis, Hermann Pitz, Mimmo Rubino, Rinos Stephani,
Marinos Tsagkarakis, Kostis Velonis, Horst Weierstall, ap-
proached space, the “common ground”, and proposed different
relations within the landscape.

This “common ground” with its supplementing concepts and
sensations can in no way be taken for granted. In March 2016, a
Global Call to Action on Indigenous and Community Land Rights
was launched. Indigenous and community lands are lands used,
managed or governed collectively, under community-based gov-
ernance. This might not be the precise case of Akamas, but the
artists of the Eco Art Project are intervening in public land, land
that communities maintain as their shared property. The Global
Call to Action was backed by more than 300 organizations all
over the world, raising awareness on the importance of Indige-
nous and Community Land Rights. The relevant report that was
published aimed at securing land rights and safeguarding the
earth. It is a manifesto of solidarity with the ongoing struggles
of indigenous peoples and local communities seeking to secure
their land rights once and for all.



Kal TwV KOWoTKwV Sikaiwpdtwy yng. H oxeukn ékBeon mou
8606nke otn Snpooiétnta eixe wg otdxo tnv e§acPdiion twv
Sikatwpdtwy yng kat tn SiapuAagn tng yng. Eival éva pavigpéoto
aAANAeyyuUng Tpog toug ouvexi{OIEVOUGS ayWVeg TwV 10ayevaov
MANBUOPWYV KAl TWV TOTIKWVY KOIVOTATWYV TIOU EMBIOKOUV va
e€aopaiioouv ta Sikaiwpatd toug pia yia mavta.

Zuppwva pe tny €kBeon, €wg kal 2,5 Sioekatoppupia dvBpwrrot
e€aptwvtal arod TOTIKEG Kal KOWVOTIKEG EKTACELG, TIOU ATIOTEAOUV
ndvw and to 50% tng yng tou nAavntn. Népipa katexouv pévo
10 1/5. Ta untéAotrta 5 Sioexatoppipia eKTapia mapapévouy
ampootdteuta Kal eudAwta oe Siapmayég yng arnd 1o 10XUpES
ovtdtnteg, 6nwg o1 KUPepvnoelg Kat etaipeieg. Yrnapxouv auavéd-
peveg evbeifelg tou {wtikoU poAou Tou Sradpapartidel n mANpNg
vopukn 18toxtnoia tg yng ané autéxBoveg mAnBuopoug kai
TOTIKEG Kowvdtnteg otn S1apuUAafn tng MOAITIOTIKNG TIOIKIAOLOp-
¢iag Kal otnv KatarmoA£éunon g QTwxelag Kal tng meivag, tng
TMOAITIKNG aotdBeiag kat tng KAipaukng aAAayng. Autd to kevé
otnv avayvwplon egnyel MoAAd yia tn otépnon twv TOAITIKWV
Sikalwpdtwy, T Qrwxela, 1ig apapidosig twv avBpwrivwv
Sikalwpdtwy Kat 11 ouykpoUaoelg TIOU araviwvial oe 6Ao Tov
Koopo. Autdg eival o Adyog yia tov otoio ekd66nke pia IMayko-
opa’ExkAnon yia Apdon. AvacpaAn Sikaiwpata yng givat pia
naykdopua xpion, yia ta ekatoppupla twv 18ayevav mAnbu-
OV Kal TWV TOTIIKWV KOIVOTNTWV TIoU KIv8uvelouv va Xdcouv
edapn xai tnv empiwon toug, kaBwe Kat yia v avBpwrndtnta
010 oUvoAd tng. To vepd tou 8dooug, TwV BooKOTOMWY KAl TWV
OPUKTWV TIOpwV ouvexifouv va eival o mpwitapXxikog otéxog Twv
TAX€WC ETEKTEIVOREVWV €MEVEUOEWV KAl TWV «QVATITUELAKWV»
épywv, TIou eKtoti{ouv Toug autéxBoveg MANBUOPOUG Kal TIg
totukég Kowvétntes. O au€avopevog apiBudg de twv avBpwnwv
TIOU OKOTWVOVTAL Y1 TNV UTIEPAOTIION TNG YNG Toug ival pia
oxAnpn utevBupion tng tepdotiag mpoéKANoNg, Kai tng avei-
TIWTING HEPIKEC POpEG Piag, mou avtipetwrtiouv ToAAoi oe 6o
1OV KOO}10, 01 ottoiol é€xouv ektortiotei N otepnBei pia pwvn otig
aroAdocelg Tou enmpedlouv ta e8agn Toug —Kai T {wég Toug.

[Moia oxéon propel va éxouv dpuwg autd pe tov Akdua otnv
[Tapo; Mrmopei n pntopikn mou €éxel avarntuxBei dnpooiwg
PéEXP1 onpepa va pnv gival avaAoyn pe autiv mou rupoddtnoe
v [aykéopia EkkAnon tou 2016, aAAd auth eivail mou pag
Bupiler 6T iowg eival pia moAU kaAn cuypn kat dAr va pi-
ANooUpE Yia TNV 16€a TOU «eCo» Kal w¢ OLKOAOYIKOU Kal O1KO-
vopkou, debopévou 6t eival dppnkta ocuvbedepéva. Av Kal o
KGBe kaAAtéxvng tou Eco Art Project mpooeyyilel tn ¢uon rat
NV o1koAoyia pe oAU SiagopetikoUg dpoug, iow éva onpeio
exkivnong Ba ntav n avagopd otn {wn. AAAwote, omoladnmnote
mpaypatkd fiwoipn avantuén oe pia Xxatolkhoipn kKAipaka dev
Ba propovoce Tapd va EVOWHRATWOEL TNV TEXVN.

‘Omolog, Aotmtdy, peAetd v évvola g «{wng» otnv KouAtoupa pag
(é1tou n wn eival oxe6év ocuvwvupo NG puong) Ba avakaAuyet
ouvtopa 6u n {wn dev €xel kavéva oplopd, ypdgel o ItaAdg erAs-
oopog Giorgio Agamben oto L'Aperto. LUomo e l'animale (The
Open: Man and Animal, 2002). Avt’ autou, autd 1o anpoobidpioto
npdaypa —n idia n dwn- opidetal kai Sapeitar Eavda kar Eavd péoa
armoé pia ogipd ard avtibéoelg rou Tipoodidouv évav okortd otnv
ermotnpn, T prAocogia kat tnv moAtikn. daiverar oAoéva kai mo
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According to the report, up to 2.5 billion people depend on
indigenous and community lands, which make up more than
50 percent of the planet’s land surface; they legally own just
one-fifth. The remaining five billion hectares remain unpro-
tected and vulnerable to land grabs by more powerful entities
like governments and corporations. There is growing evidence
of the vital role played by full legal ownership of land by in-
digenous peoples and local communities in preserving cultural
diversity and combating poverty and hunger, political insta-
bility and climate change. This catastrophic gap in recognition
explains much of the disenfranchisement, poverty, human
rights violations and conflict occurring across the world. It is
why a Global Call to Action was issued. Insecure land rights
are a global crisis - for the millions of indigenous peoples and
local communities who risk losing their lands and livelihoods,
and for humanity as a whole. Forest water, rangeland and
mineral resources continue to be the primary target of rap-
idly expanding investments and “development” projects that
displace indigenous peoples and local communities. Further,
the growing number of people killed for defending their land
is a stark reminder of the huge challenge and sometimes
unspeakable violence faced by many around the world who
are displaced or denied a voice in the decisions affecting their
lands - and their lives.

But how does all this relate to Akamas in Pafos? Even though
the rhetoric publicly pursued to this day might not be anal-
ogous to the one that triggered the Global Call to Action in
2016, it is nevertheless the same rhetoric that reminds us that
this is probably a very good time to revisit the idea of “eco” as
both ecological and economic, seeing that they are inextrica-
bly linked. Although we will see how each artist engages with
nature and ecology in very different terms, perhaps a starting
point for discussion would be their reference to life. Besides,
any truly sustainable development in a habitable climate
could not BUT integrate art.

So anyone undertaking a study on the concept of “life” in our
culture (where life is almost synonymous to nature) will soon
find out that life has no definition, writes Italian philosopher
Giorgio Agamben in Laperto. LUomo e I’Animale (The Open:
Man and Animal, 2002). Instead, this indeterminate thing—Ilife
itself—has been articulated and divided over and over again
through a series of oppositions that lend a purpose to science,
philosophy and politics. It becomes increasingly clear that
nothing is obvious when it comes to life itself.

Therefore, a starting point for our own project is the growing
uncertainty about the boundaries of nature. As much as Aka-
mas constitutes without doubt a unique (and natural) environ-
ment, bewilderment around nature, even the nature of life, has
only increased in our technologically volatile environments,
entirely permeated with artificial components behaving as
though conferred by nature. The works of the Eco Art Project
are distinguished by a recurrent desire to prompt deeper into
everything that surrounds us, revealing how what is “natural”
is perhaps not fully so—and vice versa.

oaég 6 tinota dev eivar popaveg, dtav pdkettat yia v idia
m dwn.

Qg ex 1oUTOVY, éva onpeio ekkivnong xat yia to 8ikd pag project
etval n au§avopevn apefardtnta oxetikd pe ta 6pia tng GUONG.
‘Ooo k1 av o Akapag arnoteAei avapgiopnnta £va povadiké (kai)
QUOIKO Ttep1IBdAAov, autin n gUyxuon yUpw aro tn ¢uon, akdéun
Kat n gpuon g Jwng, éxel povo au&nbei ota 1exvoAoyiKwe pe-
tapAntd nepiBdAdovid pag, ta omoia éxouv Siarotiotel evieAwg
HE TexvNTd oUoTaTIKA TIOU CUUTIEPIPEPOVTAL oav va éxouv SoBei
aré m @uon. Ta épya tou Eco Art Project Siakpivovtal ané pia
enavalapBavépevn embupia va Yagel kaveic mo Pabid oe kGBe
T TIou pag ep1BAAAel, amokaAumioviag mwe autd Tou eival «pu-
01k6» Sev eival iowg téoo Ppuoiké —kat To avtiotpogo.

Av midpe miiow otnv 10topia g land art, n éxvn tou ePIPAA-
Aovtog Qépvel Prpootd pag pia KAnpovopd rou propoUjle va oKe-
QtoUpe onpepa, TomobeTwvtag o€ véa oupppaldpeva to Bpa tou
Eco Art Project. Avudpwvtag otnv «aioBnukn g texvoAoyiag»
Tou Bropnxavikou moAttiopou (rou Sev eivar Befaiwg aicBnuikn
ROvo), oto otevo Kal pe Koo tporo adiarépaoto Asuko Kupo
TwV YKaAepi Kal twv pouoeiwv, KAAMTEXVEG TNG PETATIOAELKNG
emoxng dev mpooéyyioav to mepiBariov i tn gpuon w¢ «Paysage
Intime» (o1kelo tormio) 6mwe ot KaAAItéxveg tou 19%° aihva, aAAd
Katd karoiov 1pdro Sparétevoav otn GUon Kai ot SUVAELS Tng.

H avti-kouAtoUpa petd to 1968, n 1exvoAoylKkn Karvotopia Kat n
Siapdxn yia tnv oikoAoyia ntav oto emikevipo piag véag pilo-
OTIAOTIKNG TAong Tou, ard 1o devtepo Piod tng dexaetiag tou
1960 epgavioe pia oelpd arnd KaAATtéxveg, oe Sl1apopetika mepi-
pepelakd mAaiola, va avarrtiooouv ToAAarAéG epnpepeg mpa-
KUKEG (MapaotatikéG Kal eVVOl0AOYIKES) we dpeoeg §pdoeig ou
AdpBavav xwpa, katd xkupio Adyo, péoa ota puoikd riepiBdAdovta
ota rnep1bfwpla Twv MéAewV Kal Kataypdpoviav oe pwIoypapira
VTOKOULEVTA N péow PBivieo N Kapt-TootdA, ypapikoug Xapteg
Ka1 omtikég KoopoAoyieg. Eide emiong tnv avdktnon tomkwv
Tapadéoewv Kal TNV TPOSPUYN O 0pYavViKA UAIKA, KOIWVOTIKES
EVWOEIG N AOTIKEG §1a8NAWOELG PE TN CUPHETOXN TOU KOVOU.

H onpaoia tétoiwv §pdoewv €yKelto otnv avaotpopn oxéon
Hetagu tng opatdtntag Kai tng pn opatdtntag mou avadeikvuav.
EAdxioto napdderypa o Hans Hollein, o omoiog oto Kwnté Ipa-
@eio tou (1969) EetUAye pia BaAitoa, pia GpoucKwIN PeAETN Tou
Hriopouce va otnBei ornoudnmnote kat avd ndoa otypn. To torio
petapaAAdtav étor oxed6v avenaiodnta, akpifwg emeldn KGOe 1e-
papxia petagu g avBpwrdtntag Kat g UONG KataotpePpdtav.
AAAG, mavw art’ 6Aa, o Baoikdg poAog twv Spdoswv autwv ntav
va 8woouv tnv eukaipia va egetdoel xaveig éppeoa kal Kpiukd
Ta MOAITIKA Bépata g oTypng, XpNooTolwvtag, wotéoo, tTnv
évvola tng riepiBardovuikng kpiong, n omoia dev propei va aro-
ouvdebei amd omoradnrote avoixtn 16eoAoyikn Siampaypdteuon,
axépn Kat av otéxog dev eival n mpowbBnon piag MoAIKNAG AU-
ong. Xnpepa, Bewpwvtag tn GUON w¢ To VEO PAG XWPOo gpyaciag,
Hropoupe va avabBewpnooupie tov tpdrio pe tov oroio epyaldpa-
ote Kai {oupe, Twpa Tou ot popntoi urtoAoylotég Kat to Atadiktuo
€xouv Kavel TIoAAoUG armd epdg avefapntoug arnd oplopévoug
xwpoug epyaociag; [IpooSoxkoUpe tov opapatiopd 6x1 evég Kupiou,

If we go back to the history of land art, environmental art
brings forth a heritage that we can think of today to re-con-
textualize the theme of our project. Reacting to the “aesthetics
of technology” of industrial civilization (which, of course, is
not merely aesthetic), to the tight and in a way impenetrable
White Cube of galleries and museums, artists of the postwar
era didn’'t approach the environment or nature as a paysage
intime like the artists of the 19% ¢, but in a way escaped to
nature and its forces.

Post 1968 counter-culture, technological innovation and

the ecology debate were at the heart of a new radical trend
which, from the second half of the 1960s onwards, has seen
a host of artists, in different regional contexts, developing a
multiplicity of ephemeral practices (performative and concep-
tual) as direct actions taking place, mainly, within the natu-
ral environments at the margins of the cities and recorded in
photographic documents or as exposés of pollution through
videos or postcards, graphic maps and visual cosmologies. It
has also seen the recovery of local traditions and a recourse
to organic materials, community associations or urban
demonstrations with public involvement.

The importance of such actions lies in the reversed relation-
ship between visibility and invisibility that they demonstrated.
A pertinent example has been provided by Hans Hollein who
with his Mobiles Biiro (1969) would open a suitcase and re-
move an inflatable mobile office that could be set up anywhere
at any given moment. The landscape is thus transformed al-
most imperceptibly, precisely because every hierarchy between
humankind and nature is destroyed. But above all, the under-
lying role of these actions was to provide one with the oppor-
tunity to indirectly if critically examine the political questions
of the moment - drawing, however, on the concept of environ-
mental crisis which cannot be detached from any expressly
ideological negotiation even if its aim is not that of promoting
a political solution. Today, if we are to consider nature as our
new workplace, can we revise the manner in which we work
and live, now that portable computers and the Internet have
rendered most of us independent of designated work areas? Do
we aspire to visualize not a building but a Network faculty?
Today’s experience appears to remain complex.

How do artists respond to processes of change, to modifi-
cations of the immediate environments of their daily lives,
and to shifts that affect their own identities? Are we then to
explore aspects of an alternative future or the poetical dy-
namics artists discover in the processes of social, cultural and
political change?

In trying to approach Akamas as part of the public sphere, I
have proposed a type of research that discreetly cuts across
the boundaries of artistic categories and could potentially
bring out the renewed relation between contemporary art and
the public sphere more eloquently - against the backdrop of
the natural environment of Akamas.



aAAd piag oxoAng tou Siktuou; H onpepivn epnelpia gaivetar 6t
e€aroAouBel va eival ouvBetn.

[Tow¢ avtanoxkpivovtal o1 kaAAitéxveg otig Siadikaoieg tng al-
Aayng, otig petaPoAés twv dpeowyv TepIBaAAdviwy Tng Kabnpe-
png toug {wng katl aAAayég ou emnpedlouv ¢ idieg TG Bikég
T0UG tautdtnteg; Oa egepeuvinooupie, Aoimév, 6yelg eveg evaiia-
KTIKOU péAAovtog;'H tv moinukn Suvapikni mou avakaAumtouy
o1 KaAAtéxveg otig 61a81kaoieg TNG KOWWVIKNG, TIOAITIOTIKAG Kal
TIOAITIKNG aAAayng;

[TpooraBwvtag va npooeyyiow kai n idia tov Akdpa wg péPog
g dnpdoiag opaipag mpoteva éva eibog épeuvag mou Siamepva
Slaxpiuka ta épla Twv KAAATEXVIKWV KATnyoplwv Kat duvnukd
priopei va avadei€el mo evyAwtta tnv avavewpévn oxéon tng
oUYXPOVNG TEXVNG He tn dnudola opaipa —kKal pe pAvto 1o puaol-
K6 miep1faAdov tou Axkapa. depvovtag paldi kaAAitexveg pe Sia-
popetikd uméBabpo, amd tnv apXITEKTOVIKN PEXPL TIG EIKAOTIKES
Kal TG TIapaoctatikéG 1éxveg, évag otoxog Ba ntav va egetaotei

n Béon Kat o péAog tng aioBnong, autn n oxoAn g avtiAnyng
Péow TWV a1oBnoswv Kal tg vonong, ota avadudpeva poviéAa
g dnpdoiag opaipag. Ta poviéAa autd avtnpoowrieouv dia-
(POPETIKOUG TPOTIOUG TIPOKANONG TNG KOWVAG AOYIKNG Péow ava-
Slatunwoewv Kowvou evdiagpépoviog. Me v unidBeon epyaociag
6T N TExVN TIpooPépel £va povadikd medio yia tn Siapdppwon
NG KGOt eidoug dnpdolag opaipag onpepa, oto mAaiolo tou Eco
Art Project apxixd avapwtiépiouv: nw¢ avabewpeital n dnpdoia
opaipa aiebnukd (aré tnv Aroyn tng HOpPNG, TWV PHECWV, TWV
UAIKOTNTWV Kal TwV €uaiobnoiv) otn ouyxpovn téxvn; Kail g
Hia kaAAtexvikn dnpdola ogaipa, Kat Kupiwg pia QUOIKN, Kata-
@épvel va Siamepvd tnv moAttikn Snpdoia opaipa;

Q¢ ex toUtoU, 01 KaAAttéxveg KANBNnkav va avoifouv éva SidAoyo
HE 1a QUOIKA Kal aotikd totiia tng TePLoXNg Kal va tipoteivouv
VEOUG TPOTIOUG Y1a TNV aVakAAUYPnN g meploxng weg evog ouve-
xoUg, xwpig va tiBevial Suabikeg Sraipeoelg avapeoa otn guon
Kal tov TIoAItiopd, tnv déAn Kai v Umnaibpo, 1o §pdpio Kai to
Hovortdt, Tov vidrmo Kat Tov EEvo, Tov avBpwrio Kat 1o {wo, ta
Bétava kat ta kortddia, tn pépa xai tn vuxta. O1 ipookekAnpévol
KaAAtéxveg kKANBNkav va Snpioupynoouv oto mAaiolo tou Eco
Art Project pua oelpd and ¢pya-avaBéoelg, ta oroia Ba prnopovoe
evlexoPévwe va yivouv pop@pég Aoknong o€ ToAualoBntnplakég
eprelpieg Kal va mapéxouv teAikd t duvatdtnta va pavtaotei
kavei¢ to péAAov otnv meploxn tou Akdpa téoo wg Kowvétntag
Kal w¢ avolxtou XWpou téxvng. H pUOIKN Kal KOIVWVIKN apXite-
KTOVIKN TG yng, n 61dAuon twv ouvépwv tng Kai Twv Kowotn-
TWV NG, N anokdAuPn Xpupwv Bécewv Kal andyewv, n Suva-
HIKN TNG Yeltviaong Kat tTng andéotaong Kat n ap@iofninon twv
EVVOLWV NG povipétntag, tng 18ioktnoiag Kai tou térou eival
Bewpnuikd epyaleia 1 mbavétnteg. O1 emokérmnteg Ba KAnBouv va
avakaAUuyouv 6Aa autd xai iowg K1 éva dAAo BAéupa otov Kbopo.

YrotiBetai, Aotrdv, 611 aoxoAoUpaoTe He TNV KOWOTIKN {wi Kat
TNV KOWVWVIKAN CUPHETOXN; Me TNV apXITEKTOVIKNA outoTtia N Tov
nepiarlovuikd aktifiopd; Me to tomio oe dAeg T1G H1APOPETIKEG
TIOIKIAieC TOU —armé TNV aloBNTKNA OTIC KOWVWVIKEC KAl OLKOVO-
HIKEC TITUXEG Tou; Aviipetwrti{oupie, ETTOREVWG, évav VEO KNTIO
YOVILOTIOIN}1€VO TIOAITIOTIKG, (PUOIKA Kal Tiveupatikd; H nai€ape
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Bringing together artists of different backgrounds, from ar-
chitecture to the visual and performing arts, one aim would
be to examine the place and role of aisthesis—the faculty

of perception by the senses and the intellect—in emerging
models of the public sphere. These models represent different
ways to challenge common sense through reformulations of
common concern. With the working hypothesis that art offers
a unique realm for the configuration of every kind of public
sphere today, [ initially wondered in the framework of Eco Art
Project: How is the public sphere rethought of aesthetically
(in terms of forms, media, materialities and sensibilities) in
contemporary art? And how does an artistic public sphere, and
basically a natural one, succeed in permeating the political
public sphere?

Therefore, the artists are invited to engage in dialogue with
the urbannatural landscapes of the region and to propose new
ways of discovering the territory as a continuum, without
there being any dualistic divisions between nature and cul-
ture, city and countryside, street and path, local and foreigner,
human and animal, herbs and herds, day and night. The artists
invited to the Eco Art Project have been asked to create a
series of specially-commissioned projects which could possi-
bly become forms of engaging in multisensory experiences,
eventually allowing one the possibility to imagine the future
in the Akamas region as both a community and an open art
space. The natural and social architecture of the territory, the
dissolution of its boundaries and communities, the revelation
of concealed positions and views, the dynamics of vicinity and
distance and the challenging of the notions of permanency,
ownership and space are all theoretical tools or possibilities.
Visitors will be invited to discover all this and perhaps also a
new outlook on the world.

Are we then supposed to deal with community living and
social participation? With architectural utopia or environmen-
tal activism? With the landscape in all its different varieties—
from the aesthetic to the social and economic aspects related
to it? Are we going to confront a new garden with cultural,
physical and spiritual cross-pollination? Or have we played an
unknown game in a gamefield of stones, earth and trees? Is
the public space about to be privatized or are we walking into
an iconic tourist trap? Are we faced with ten artistic mono-
logues or is this basically a broader project which as a whole is
larger than the sum of its parts?

I know with certainty that what has finally transpired in Aka-
mas through the Eco Art Project is a very good example of the
definition and function of art in natural anthropogenic space
when it takes into account space itself, its scale, tensions and
hues. It is also a fine example of how a community, in this case
the artistic one, and an artistic encounter can detect and utilize
all the human dimensions of space. The invited artists have
already undertaken in their past work conceptual research on
nature, and have variously focused inter alia on ecological issues
in their practices. They hail from different geographies and gen-
erations and maintain varied and complex, often subconscious
relationships with the concept of sustainability. That’s why they

éva ayvwoto naxvid oe éva medio maxvidiot mou amoteAeital
ano Tétpeg, Xwpa Kat 8évipa; Eival o Snpdoiog xwpog ou Tipd-
Keltal va 16iwtikoroinBel n akoAouBoupe pia eikovikn mayiba
yia toupioteg; Avtipetwrifoupe 8éka KaAAITEXVIKOUG LOVOAGYOUG
N Tpokeltal teAlkd yia éva euputepo €pyo, TIoU w¢ oUvoAo eival
HeyaAutepo armd 1o dBpolopa twv PEPWV TOU;

‘Exw wn Befardtnta nwe autd mou teAdika ouveRn otov Akdua
Réow tou Eco Art Project eival éva oAU kaAd napdberypa yia to
T onpaivel Kat Twg Aettoupyei n Téxvn oto QUOIKS Kal avlpwrio-
yevn xwpo, étav Aapfavel uniéyn g tov id1o 1o xwpo, Tnv KAi-
HaKA Tou, TIG EVIACELG KAl TIG aroXpwoelg tou. Emiong, eivar éva
TIOAU KaAd mapddelypa yia 1o Tweg Jid Kowvotntd, N KAaAAITEXVIKN
€V TIPOKEIIEVW, KAl pia KaAAitexvikn ouvdvinon Ppiokel kat
a&lomotei 6Aeg TiI¢ avBpwmveg Siaotdoelg tou témou. Ot TIpooKe-
KANnpévol kaAAttéxveg éxouv ndn emkrevipwBei oto mapeAB6v oe
01KoAoY1KaG {ntApata pe SiapopetikoUs TPATIoUC Kal TIPAKTIKEG,
petagu dAAwv Bepdtwyv Befaiwg. Ipoépxovtal armod 51apOPETIKEG
VEWYPAPIKEG TIEPIOXEG KAl YEVIEG, KAl €X0UV Slapopetikeég, aAAd
ouvBeteg, ouxvd aouveibnteg, oxéoelg pe TN £vvola Tng aglpopi-
ag. Autécg eival o Adyocg Tou pag Tipéopepav teAIKA 51apopeTIKES
16¢e¢ oxetikd pe g aAAnAemdpdoeig pe to olkooUotnya, Tou
Axkdpa e18ikédtepa.

H napépBaon tou Hermann Pitz onpatoddtnoe extetapéva tnv
mieproxn Kat 1o Eco Art Project: to Forét Sacrée tou, pia exdo-
xn ouyxpovou pvnueiou mou Sev €xel Ta Xapaknpiotikd piag
EVIUTIWOL00NPIKNG PVNPEIAKGTNTAG, AVATPETTEL TIG OUPPATIKEG
tafvopnoelg Kai elodyel pia véa oxéon pe ta 16eoAoyikd Kat von-
TIKA ouothpata rou éxoupe ouvnBioel. Ta épya, tomoBetnpéva oe
névie onpeia xal pe otowxeia mou avakaAouv évav gpdxtn, pia
oppayida, n omoia Pépel T pvnpun twv otaydévwv TG Bpoxng,
Kal €va oxolvi oto Tou PTdvel 0to Xwpa, pookalouv tov Beatn
va ta €MmoKePTel Kal va oKUWEL KoVtd Toug oav o€ €va pvnpa
(téoo xovtivé etupoAoyikd oto pvnpeio). Eite péoa otnv mAateia
Twv Apddwy, eite 8imAa oto vekpotageio, eite oto otpatnyikoé
onpueio avw aro 1o peAlovtikd AotpoTdpko, gite otnv drpn
TwV YKpepwv pe B¢a tn BdAaooa, ta épya-otuAol tou Hermann
yivovtai éva €i8og xAeiotoU ypdppatog mou KArolog éypaye Kat
oppayioe. O anodéking, kabévag mou Ba €pBel avuipétwiog pe
1a épya, kaAeital va avoifel to pdreAo kat va tov Siafdoel 1
fowe kat va amotioel pOpo TIPNG: OE TIOI0V GUWG; ZTOV KWHIKO-
TIOINTN TOU €pyou; ZTig duvdpelg tng gpuUong; Xtoug vekpoug; LoV
ayvworto B8ed;'H otov dyvwoto otpatiwn; Xta {wvtava autou
TOU KOOH0U; ZIN Pvipn Tng 181wtikétntag mou péod oto pualkd
niepiBaAiov Bpiokel Eava to xwpo Tng;

Y autiv €8 tnv Teploxn tou AKAua, Tou €xel 81éA0el pa petd-
Baon arné pia aypoukn katd Bdon katdotaon oe pia oikovopia
o e§aptnuévn ard tov Touplopd, Ta onpata tou Pitz avakaAouv
TIPO-ATIOIKIAKEG €VVOLEC, AVILIOTIKEG THOTEIG KAl TIPAKTIKEG TNG
dnpdoiag 1810ktnoiag, kai Sieupuvouv ta épia, avti va ta tovi-
Jouv gpgatikg, Bétovtag nthpata Siapoipacpoy, 181oktnoiag,
Kowvétntag kat iepdtntag. Ta épya tou petatpénovial, teAikd, oe
éva ypigpo mou tadavteletal avapeoa oTov Payiko PUOTIKIONS Kal
v Beopukn «puotkdtntax. [ivovtal ta payiké papdi mou propei
Va PETapopPwoel TN oX€on tou Kabéva fexwplotd pie tov TéTio,
Kal fowc Kat tov téro tov i6io.

have offered diverse insights into humanity’s interactions with
the ecosystem, of Akamas in particular.

Hermann Pitz’s intervention has marked the area and Eco Art
Project in an extensive manner: his Forét Sacrée, version of a
contemporary monument rid of the features of attention-seek-
ing monumentality, reverses conventional classifications and
introduces a new relation with the ideological and mental
systems we have been accustomed to. Placed along five points
and bearing the fragmented marks of a fence, a seal stained
by raindrops, and a rope aground, they invited the spectator to
visit them and lean over them as if over a sepulchral monu-
ment or mnéma, which in Greek is etymologically linked to the
word mnemeio, monument. Either within the Arodes square

or next to the cemetery, either at the strategic point over the
forthcoming Astropark, either on the edge of the precipice
looking at the sea, Hermann’s pillars become a kind of closed
letter written and sealed by someone. The receiver, anyone
faced with the artworks, is invited to open the envelope and
read it or even pay homage - but to whom? The work’s codifi-
er? The forces of nature, the dead, the unknown god, the un-
known soldier, the living beings of this world, the memory of
privacy that regains its space within the natural environment?
In this specific area of Akamas that has endured a transition
from a basically rural situation to a more tourism-dependent
economy, Pitz’'s markers are reminiscent of precolonial con-
cepts, animistic beliefs and public ownership practices; instead
of emphatically highlighting the limits, they expand them,
raising questions of allocation, ownership, community and
sanctity. His works turn to a riddle wavering between magical
mysticism and institutional “naturalness”. They become the
magic wand that can transform each and every person’s rela-
tion to space; perhaps space itself.

Along a similar vein, what does Velonis’ black construction, de-
parting from morphological similarity with its adjacent stone
construction, now a monument of the Arodes area, signify? His
wooden sculpture, drawing inspiration from the preexisting ar-
chitectural structure, is largely differentiated: the upper part of
construction is missing, not only to signify lack and im-possi-
bility, but probably for the exact opposite aim: the quasi-steps
are missing so that you can imagine them, mentally complete
the work and become the creator of a new relation, not only

to history but to anything that may be summoned by looking
at the sky. If the distance to what consolidates the edge of

the world is countless and immeasurable, Velonis creates the
condition of measuring out of want. Want itself is a new resi-
dence or at least becomes the possibility of residing. Through
them, Velonis ignites the requirements of concern and causes
the failure of “appearance”; he allows it to exist by reshaping
the very concept and sense of proximity. If God is inhabited or
inhabits, this is a work of art that could as well invite God by
shortening distances and retrieving not only the sense of (un)
familiarity, but also questions on the memory of architecture:
the new sculptural installation inquires of monumentalization
and the Monument, of residence and residing the void, of being
settled within History or the escape from it, the concept but
also privacy within nature and collectivity along with the lat-
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AvdAoya, 11 onpatobotei autn n pavpn Katackeun tou BeAw-
VN, TIOU €KKIVA amé tn pop@poAoylkn opoldtnta e tn SimAavn
TOU KataoKeun ard mérpa, pvnpeio onpepa tng meploxng twv
ApbSwv; To EUAvo yAuttd Tou, TIou avtAel Tnv éurveucn tou
amo v TpoUTIdpxouca apx1tekKtovikn oun (e§€6pa poptwong
KoQiwv pe otapuAia oe goptnyd autokivnra), diapoporioteital
ONPavTIKG: To TIAVw PéPOoG TNG KATaoKeUNg Aeirel, 6x1 amAwg yia
va onpelwoel v EAAelyn kai tv a-duvatdtnta, aAAd teAikd
yia to axpifwg avtiBeto pdAAdov: ta Suvdapel okalomdria poiadet
va Agimouv yia va ta gpavtaoteic €00, va 0AOKANPWOELG TO £py0
VvoePA Kal va propéoelg va yivelg eoU o Snpioupyodg piag véag
oxéong. Av n améotaon péXpl autd Tou oUVEXeL Ta Tiépata eivat
apétpnin Kai arpoopétpnin, o BeAwvng dnpoupyei th ouvBnkn
g npoopétpnong péoa and tnv EAAewyn. H idia éAAetyn eivar
Hia véa katoikia,  yivetal touAdxiotov n duvatétnia g Katoi-
Knong. Méoa anéd autég, o BeAwvng rupodotei 11 ipounobéoelg
g avnouxiag xai poxadei v amotuxia g «eppaviong», pe
AAAa Adyia emtpémnel otnv «ep@Aavion» va urndpéel, avadiapop-
pwvovtag tnv idia tnv évvola xat tnv aioBnon wng eyyvtntag.

Av ratoikeital 1 katoikei o Oedg, autd eival éva €pyo Tou propei
Kal va tov TPooKaAei, aropelwvovtag Ti¢ anootdoelg Kat emna-
vagépovtag 6x1 pévo tnv aioBnon g (av)oikelidtntag, aAAd kat
1a €PWTNPATA TNG PVAPNG TNG APXITEKTOVIKNG: N VEA YAUTITIKN
gykatdotaon Siepwtd yia tn pvnpeiwon xal to Mvnpeio, tnv Ka-
toikia ka1l tnv xatoiknon tou Kevou, tnv eykatdotaon otnv Ioto-
pia n n Siapuyn amnd autn, yia v évvola, aAAd kal tv aiobn-
on tng Wiwukdtntag péoa otn GUoN Kat otn cuAdoyikdtnta. Xe
KABe mepinmtwon, av n ouvtnpnon g apXikng e€€6pag ntav pia
Sdwped tou Kévipou lewypapirwv MeAetwy, 1o €pyo tou BeAwvn
yia to Eco Art poidder va aneuBuvertal oto Kévipo AvBpwroyew-
YPAPIKWYV Kal TIOAAWV AAAwvV MeAetwv, av autd utmpxe.

H pwtoypagikn eykatdotaon tou Mapivou Toaykapdkn Aeitoup-
YNoe w¢ éva onua, Je to oroio 1o avoikelo e10éBale oto PpuUOIKS
tortio, Snpoupywvtag pia eUEPYETIKN pwypRn otnv ipdoAnyn tng
«@UONG» WG «PUOIKNG» KAl apetdBAntng kataokeung. H xprion
8e tn¢ pwtoypagiag oe peydAn kAipaka avunapatédnke otn ou-
vinon, Siapnuiotikn ouvnbwg, xpnon tng eikévag, divoviag otnv
mapéppaon évav Suvapko tévo, ou aAAdadel, 1 éotw Siagopo-
roleital 60o aAAader kal n miepiBdAAouca puon.

H yAummukn eykatdotaon tou Ztaupou I[Tavayiwtdkn, 6rou ot
avBpwmiveg pop@ég elodyouv tnv aiobnon kai tnv apgifoAia tng
1o0pportiag, aglomoiel TI¢ HUASTIETPEG TNG TIEPIOXNG KAl ONPATO-
Sotel maryviwdwe pépog twv ApdSwv, pooikovopwvtag iowg n
ev pépel Aappavovtag undéyn kat tov peAAovukd oxediaopd g
mAateiag Tou pmnopei va dnpoupynOei.

Ta épya, wotdoo, avoixtd otn pOopd tou e€wtepikoU mepiBaAio-
VT0G Tou AKGua, uropouv Tpdypatt va eloaydyouv n va Snpi-
oupyNoouV oroladnrote oxXéon He Tnv £vvola tng agipopiag Me
AMtd péoa 6Aa toug, 8ev éxouv BéBain Sidpkela {wng N ipodiaye-
ypappévn mopeia péoa oto pdopa tng UAIKNG Jwng Tou puoikou
tortiou. Katd ouvérnela, méon oxéon €Xxouv autd, Kat €161kd ot
(Atydtepo 1 meproodtepo) epnpepeg Spdoelg pe v agipopia;

ter’s capabilities in today’s context, clearly transposed through
the land’s recent past. In any case, if the initial platform was a
donation of the Center of Geographical Studies, Velonis’ work
could be addressing to the Center of Anthropogeographical
Studies, if that had ever existed.

Marinos Tsagkarakis’ photographic installation functioned as a
sign through which the unfamiliar invaded the natural land-
scape, creating a beneficial crack in the reception of “nature” as
a “natural” unalterable construction. At the same time, the use
of photography in a large scale was juxtaposed with the usual,
mostly advertorial, use of the image, lending the intervention
a dynamic tone that changes or at least becomes differentiated
in parallel to changes in the surrounding nature.

Stavros Panayiotakis’ sculptural installation, where human fig-
ures introduce the sense and the doubt of balance, utilizes the
area’s millstones and playfully marks part of Arodes, perhaps
prefiguring or partially taking into account the future planning
of the square that may be created.

However, can the works, exposed to the attrition of Akamas’
external environment, really introduce or create any kind of
relation with the concept of sustainability? All the works are
built on plain media: their life-time is not guaranteed, they
have no prescribed course through the spectrum of the natural
landscape’s material life. As a consequence, to what extent do
these, and especially (more or less) ephemeral actions relate to
sustainability?

Rinos Stefanis’ participation has evolved into action: as a se-
quel to the artist’s Praxeis, (part of which remains unsolved in
the archives of the Police’s Criminal Investigation Department),
well-known in Cyprus, 49 “Soldiers-Targets” have been hid-
den in the wider Akamas area, from Pegeia to Cape Arnaouti,
which until the year 2000 was being used by the British army
as firing range and a field of military exercises. The hiding
process was achieved with help from the local population -
residents of Akamas, farmers, shepherds, fishermen, priests,
intellectuals, friends of the artist, both well-known and un-
known ones — whilst the concept initiated 25 years ago evolves
according to Stefanis as an act of exorcism, a yearning to rid
Akamas of a perturbed spirit. The “Soldiers-Targets”, situated
along a trail in the area of the forthcoming Astropark, have
conjured up an atmosphere of military field with the sniper
perhaps hiding amongst us.

Horst Weierstall’s long-term interactive installation, eventually
traced around a tree where the public was invited to interact
with the work, altering its form and content, was also distin-
guished by its ephemeral character; but it potentially enclosed
the anything but ephemeral memories and sensations recorded
in the artist’s diaries, the images and texts he chose in order to
create the new context of memory. From the photocopy of the
cover of Francis Crick’s “What Mad Pursuit” to the old pictures
of girls sewing the corners of the marital mattress for the
wedding of Stamatia Papaverkiou in Pano Arodes in 1968 or
those grinding wheat at the mill for the wedding’s resin pilaf,

Ye 8pdon e€eAixBnke n ouppetoxn tou Privou Xtepavn: oe
OUVEXELD TWV YVWotwv otnv Kumpo [Mpdewv tou KaAAitéxvn
(pépog tng omoiwv mapapével wg ave§ixviaotn unébeon ota
apxeia tou Tpnpatog Avixveuoews EyrAnpdtwy tg Aotuvopi-
ag), 49 «ZTpatiwieg-L16xol» KPUPINKAV OTnv eUpUTEPN TIEPLOXT
tou Axdpa, amnd v [1éyeia péxpl to Akpwtnpio Apvaoutn, mou
Héxpt to 2000 xpnoipomnoloUvtav aro Tov Ppetavikd otpatd wg
niedio BoAng kal acknoewv. H andékpuyn éyive pe t Bonbela tou
evrémou nmAnBuopol —katoikwv tou AKGua, aypotwy, BooKwy,
Ypapadwyv, 1epéwv, Siavooupevwy, pIAwv Tou KaAAITEXVN, YVW-
OTWV KAl ayvwotwv-, evw n 18¢a, mou ekivnoe mipv amné 25
xpovia, e€eliooetal katd tov Liepavi oav pia mpagn e§opxiopo,
pa embupia va Siwxtei arnd tov Akdpa éva aviouxo mveupa.
Opiopévor amnd toug «Z1patiwieg-LTéxXoug» Tou toroBethBnkav
Katd pnkog evog povoratioy otny TePLoxn Tou HEAAOVTIKOU
Aotporidpkou SnuioUpynoav v atpéopalpa evog oTpatiwtikou
nediou, émou o okomeutng iow¢ KpuPetal karmou avdpeod pag.

H 8iadpacuixn eykataotaon tou Horst Weierstall, ou evtori-
otnke teAlkd yUpw ard éva 6€vipo Kat 6Tou 1o Kové TipooKAN-
Onke va aAAnAembpdoer pe 1o épyo Kat va aAAdgel tn popen

Kal To mepiexépevo tov, emniong Siakpibnke and tov epripepo
xapaktnpa tou. [epiékAeie dpuwe Suvntikd g kaboAou epnyepeg
avapvnoeig Kal atoBnoeig mou Kataypdgovtal péoa ota npepo-
Adyla tou KaAAtéxvn, TG e1KOVEG Kal Ta Keipeva rou ekeivog
eméAege yia va Snpioupynoel 1o véo Aaiolo pvnpung. Ao
pwrtoturia tou e§w@UAAou tou BifAiou “What Mad Pursuit” tou
Francis Crick kai t11¢ maAiég pwrtoypapieg Kopitolwyv mou papouv
10 KpePdu yia to yapo g Zrapatiag IanaBepkiou otig [Tavw
Apdbdeg to 1968 1 exeivwv Tou aAeBouv to ortdpt oto puio yia
10 pP£01V TOU YApou, péxpl ta xelpdypa@a tou KaAALtéxvn, 1o
«xnpeio-Ténog-Tlepipéperar éyive 1o npeio 6moU ouvavtiépaote
Kal n rétpa autd to oupPoAikd, oxedév payikd, avuikeipevo, n
UAIKN 81dotaon tou omolou aviavakAd 6Aeg tig dnelpeg duvatd-
TNTEG TNG TOTI0BETNONG TNG OTO XWPO aTd 1o avBpwImvo xépt N TIg
QUOIKEG Suvdpelg. To €pyo autd, aplepwpévo atoug avBpwrioug
Twv Apddwv, arotéAeoe pia otypn péoa oto Xpovo, OTiou TIOAAEG
HIKpPEC xelpovopieg npbav va ouvavinoouv tig §ikég pag, katoi-
KWV, ETOKETTWV KAl dAAwWV, TTou TipoUVv akOpUn TiG XE1POVOoie,
e181kd exeiveg Tou dev eyypagovtiar otnv [otopia, aAAd otnv
olkeia, mpoowtkn, Biwpatikn 10topia mou Ze1 o kabévag pag.

ArpIBWG pe 1ig 161e¢ modtnteg, TG TTOIGTNTEG EKEIVES TIOU ATTO-
8idouv Tipn otig otypég kat ota npdowria, AeltoUpynoe Kat o
Mimmo Rubino, o omoiog ovelpeltnke va prnopéoel va Totioel éva
onpeio Tng yng tou Akdua, imAa oe pia pdvipa xail mdvw oe pia
amétopn nAayid, wote va Siatnpnoel v eugopia tou e8apoug
axéun kat oe miepiodo Enpaciag. Mia eubeia mpdovn ypapun, Tou
evdexopévwg dnpoupynbei kdtw ard tov kautd nAio, Ba aro-
teAel 6x1 amAwg éva otk apddoo, aAAd tnv uAorioinon piag
OYNG NG outoTtiag, Tou adivatou Kal Tou «apuotkou» padi, 6mwg
BOvo évag kaAAitéxvng Ba propouoe va éxel oke@tel Kal kavet. O
Rubino Bprike étoun pia Se€apevn tou pe Aiyn BonBela arméd toug
véoug tou pidoug Ba prnopouoe va e§unnpetnoet. Tnv defapevn
autn eUAGY10E O TIAmAg TG TEPLOXNG, K1 auti n euloyia éBae to
otoixeio Tou {wvtavou fuopatog péoa oe pia dpdon, 6rou Sev éxel
kapia onpaoia av xpeiddetal ot’ aAnbela §6on Bpnokeutikdtntag,
Tapd iowg Jwtikn éveon mveupatikétntag: n 8iddpaon avdapeoa o’

and the artist’s manuscripts, the “Point-Place-Periphery” be-
came our meeting Point; and the stone became this symbolic,
almost magic object, the material dimension of which reflects
the infinite possibilities of its placement in space by a human
hand or the forces of nature. This particular work, dedicated to
the people of Arodes, has been a moment in time where sever-
al small gestures have joined ours - by residents, visitors and
others still honouring gestures, particularly those inscribed not
in History but in the familiar, personal, experiential story lived
by each and every one of us.

With precisely the same qualities, those paying homage to mo-
ments and persons, did Mimmo Rubino function in his quest to
water a point of Akamas land next to a pen over a precipitous
slope in order to preserve the fertility of the ground even dur-
ing a period of drought. A straight green line that can possibly
take shape under the scorching sun, will constitute not only

a visual paradox but also the materialization of an aspect of
utopia, of the impossible and the “unnatural” together, in a
way only an artist would have conceived of. Rubino came upon
a tank which could be of service with some help from his new
friends. The tank was blessed by the area’s priest, with the
blessing adding the element of living experience to an action
where it is of absolutely no significance whether perhaps a
vital injection of spirituality rather than a dose of religiosity

is what is really required: the interaction between a priest and
an artist, without any other descriptions of what separates or
unites them, has in itself become that performative event that
joined them there, along with the work that had been there
(even if it shall never exist in reality), to all of us who had been
present but also to all those who might at any given time find
themselves in Rubino’s space. This performance, along with
the outcome of the artist’s action, if it ever occurs, will provide
a living gesture within the natural environment, a gesture that
no matter how iconic it appears today, it has clearly existed in
space and time, cutting across genres, materials, media, but
also the very words describing works and things.

A participatory act of “landscape sculpture” using as core
material the human body but also the rich cultural heritage of
the land has also been set up by Geopoetics (Antonis Antoni-
ou, Anna Tzakou, Marios Hadjiprokopiou). The group’s inten-
tion was for performers and spectators alike to create a new
narrative for the space where “the memories of the landscape
and of history compose a geology of natural and cultural trau-
mas”. In an exercise of physical archaeology, their work was
called upon to face the faits accomplis of a territory’s ruptures,
separations or unions, actions, possibilities and impossibilities
through the action orchestrated as an overall narrative of the
love story between a Turkish Cypriot man and a Greek Cypriot
woman, the story of the small streets in Arodes, the power of
words and their sharing, as well as the reverberation of all the
above in Akamas today as part and memory of the land.

As a whole, the interventions entered into a dialogue with

the givens of specific locations and contexts, bringing out the
area’s vivid wealth and triggering the viewers’ alertness within
the natural and at the same time historical hence political



évav mard xat évav KaAAMteExvn, xwpic dAAeg Tieplypapeg autwv
TIOU TOUG Xwpilouv N Toug eVvouy, éytve ard pévn tng to mapa-
otaolaké ekeivo yeyovog Tiou toug évwoe exel, padi pe to épyo Tou
urmp&e exel (akéun K1 av dev undpel oté otnv mpaypaukétnta),
padi pe dAoug epde mou urmp&ape mapovieg, aAAd kai padi pe
6Aoug 6ooug Bpebouv avda ndoa ouypn otov téro tou Rubino. H
performance autn, pad pe to anotéAeopa tng pdong tou KaAAité-
xvn Ba éxouv amnoteAéoel pia Jwvtavn xeipovopia péoa oto Ppuotkd
riepiBaAAov, pia xelpovopia ou 6oo Ki av deixvel onpiepa eIKOVIKN,
urmpée oapwg péoa oto XWPo Kal Tov xXpovo, diaoxiloviag ibn,
UAIKG, péoa, aAAd kat tig Aé€eig Tig i61eg mou meprypdgouv épya
Kai rpdypata.

Mia ouppetoxikn 8paon «yAUTTUIKNG TOTI{oU», e KEVIPIKSG UAIKS
10 avBpwmvo owpa, aAAd kal Tnv TAovold TIOAITIOHIKN KANpo-
VOHd tou TéT10U, £€0TNoE Kat n opdda tng [ewnointiknig (AvVivng
Avtwviou, Avva TZaxou, Mdpiog Xatdnrmpoxortiou). [IpédBeon
ntav va dnuloupynoouv mep@opueps Kat Beatéc pia véa apn-
ynon yia tov téro, 6Tou «0l PVAPEG TOU TOTIoU Kal Tng 1otopiag
ouvBétouv pia yewAoyia QUOIKWVY Kal TIOAITIOHIKWV TPAURATWY».
Xe Jia AOKNON eVOWRATNG apxaloAoyiag, to €pyo toug KANBnke
va avtpetwriioel SeSopéva pnewv, XWPLOPWYV 1 EVWOEWY, EVEP-
yeleg, Suvatdtnteg kail a-duvatdtnieg evdg témou, péoa and t
Spdon Tou evopxnotpwBnke w¢ oUVOAIKA apnynon ndvw otnv
1otopia aydnng evég ToupkoxruTipiou kat piag EAAnvoxkumnpiag,
oty 10topia Twv JKpwv dpduwv otig Apodeg, otn Suvaun twv
A¢€ewv kal to poipaopd toug, Kabwe Kat otnv avinxnon 6Awv
AUTWV onjepa TAvw ota oWpatd pag kat otov AKdpa, wg pépog
Kal gvnpn tou témou.

Yto 0UVvoAs toug ot TtapepBdoeig ouvBiaAéxbnkav pe ta edoué-
Va OUYKERPIPEVWVY onpeiwv Kal oupgppalopévwy Kat avédeigav
Tov {wvtavé TAoUTo NG MePLOXNE, TIPOKAAWVTAG TNV eypnyop-
on twv Beatwyv péoa oto Puolkd Kal tautdxpova 10Topiko, dpa
kal moArtiké nedio. Méoa o’ éva tomio mou Ba aAAddel iapxrwg,
arkoAouBwvtag tov KUKAo tng wng tng ¢uong, ta KaAAlte-
xVikd épya tou Eco Art Project odnyouv oe éva véo ta&idi, oe
Kaivoupieg diadpopég, avatomnoBetovv 1o owpa pag péoca oto
moAttiopiké apeABéV Kal mapov Kal avadlatdooouV TiG OXECEIG
He 10 puOoIk6 tottio. To puoikd autd tortio, TToU eprepiéxel OAeC
TG avBpwroyeveic mapepfdoelg, 11g ipobéoeig xat 11g Suvatdtn-
1e¢, aAAd kal tnv aioBnon tou Siaxwplopoy, Tou amoXwplopou
K{1 TOU EKTOTIIOPOU, €Y1Ve éva avolxtd €pyactnplo: 6x1 arniwg
Kataokeuwyv, aAAd kupiwg oxéoswv. Lxéoewv péoa otov peyaio
KNmo ou eival o Akauag.

«A¢ KaAAlepyNooupe Tov KATIO Pag» eival éva améoracpa ané
v teAeutaia ppdon tou KAaoikou pubiotopnipatog tou BoAtai-
pou Candide. Autn n @pdon cuvowilel tnv KoopoBewpia evédg
maAloU aypoétn ou o Candide ouvavtd otnv Istanbul (Kwv-
otavtivouTtioAn), apou éxel taf1déyel oe oAdkAnpo tov kdopo

oe avadntnon tng eutuxiag. YnodnAwvel emiong pua evavtiwon
0TOUG OUYXpOoVouG TPOTIouC {wng, ol oToiol Tapdyouv Katd Kuplo
Adyo tnv taxvtnta. H npootaktkni «ag» nmpooSokd tnv aré Kot-
voU eVEPYELQ, EVW 0 «KNTIOC» Kal T0 «KaAAlepyoupe» odnyouv oe
HETAPOPIKESG XPNOEIG TWV AEEEWV, Kal Apa aVTIANYPEWV: 0 «KNTIOG»
urtovoei 1o dueco TiepiBdAAov pag, v (Ecwtepikn Kal e§wtepikn)
Jwn pag kat tg oxéoelg pag. Opoiwg, to pnpa «kaAAiepyoupes
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landscape. Within an ever-changing locus that follows the
cycle of nature’s life, the works of the Eco Art Project lead to a
new journey and novel itineraries, re-placing our body within
the cultural past and present, and rearranging our relations
with the natural landscape. This natural landscape, which con-
tains all anthropogenic interventions, intentions and possibili-
ties, but also the sense of segregation, separation and displace-
ment, became an open workshop - not only of constructions
but mainly of relations; relations within the great garden that
is Akamas.

“Let us cultivate our garden” is a quote from the last sentence
of Voltaire’s classic novel Candide. This sentence epitomizes
the worldview of an old farmer who Candide meets in Istanbul
(Constantinople), after traveling the world in pursuit of happi-
ness. It also holds an objection against contemporary lifestyles
which primarily generate speed. The imperative of the verb
“let” in the title anticipates acting together, while “garden”
and “cultivate” conjure up metaphorical uses of the words, i.e.
of conceptions: “garden” implies our immediate environment,
our (internal and external) life and relationships. Likewise,

the word “cultivate” involves the acts of humbly developing,
shaping and transforming, even preparing a future which is in
harmony or at least in consent with nature.

The astounding potential of art has, if anything, added to our
sense of uncertainty. The Eco Art Project could perhaps have
been an attempt to approach questions through art—if only
to confront our inability to find satisfactory answers. But this
would not suffice. What does suffice is the possibility opened
up for us by the artworks and the artists, to relive the natural
and anthropogenic environment of the area in a different way:
a way that recalls the memory of specific llocations, histo-

ry and architecture, whilst yearning to travel across a space
either foreign or our own, familiar or unfamiliar, every day
and every different hour, when the sun rises or when it sets
inside or outside of us; a way that converts the morphology

of space into cultural and emotional geology and eventually
makes a new map. Our own map. What does it mean to be led
astray by such a new map, or even to be taken “off-road,” for
instance by a GPS? What does it mean to live with the memory
of a murder or a war, with the memory of the neighbours who
became immigrants or of the settlers next door? Is art offering
ways of abandoning a scripted space or a cognitive scheme,
reflexively inducing a cognitive crisis, an experience of onto-
logical groundlessness? And what will then be the next refuge
for complexity and resilience?

Even if such a refuge is inexistent, the works will still be
there. And if the wind blows or rain falls and their material
dimension is brought to an end, the gestures will still remain
inscribed in the memory, the experience and this printed cata-
logue meant to slightly prolong memory. Extending thanks to
Daniella Pistenti Mouyannou and Susan Vargas - but mostly
to Kostis Velonis, Stavros Panayiotakis, Hermann Pitz, Mimmo
Rubino, Rinos Stefani, Marinos Tsagkarakis, Horst Weierstall,
Marios Hadjiprokopiou with Antonis Antoniou and Anna Tzak-
ou, [ do wish that the “common ground” that Akamas has been

agpopd 1g dpaoelg ng nrmag avdamtuéng, SiapdpPwong Kal peta-
BoAng, akéun Kai Tng mpoetoipaciag evog péAAoviog mou eival oe
appovia n touAdxiotov o ouvaiveon pe tn @Uon.

H exmAnktikn Suvatdtnta g 1é€xvng €xel, av pn t aAAo, ipooBé-
o€1 UAIkG otnv aioBnon pag tng afefaidtntag. To Eco Art Project
priopel evdexopévwg va ntav pia mpoorddeia va mpooeyyiooupe
Ta epwtnpata péoa ard v xvn, £0Tw Kal POVo yid va avTije-
Twrtiooupie tnv avikavétntd pag va Bpouie 1IKaVoTIoINTIKESG ara-
vtnoelg. Auto 6pwe 6ev Ba ntav apketd. Autd mou eival apketd
eival n duvatdtnta mou pag avoiyouv ta €pya Kat ot KaAAITEXVEG
va Eavadnooupe 1o PUOIKS Kal avBpwrioyevég TepiBdAlov tng
TePloxNG pe évav dAAo tpdro: pe évav tpdTo Tou avakael tn
HVNIN CUYKEKPIPEVWV onpeiwy, TNV 10Topia, TNV apXITEKTOVIKN,
aAAd arontd Kal tnv mepinynon oe évav tomo §évo n 81ké pag,
olkeio Kal avoikelo, KGBe pépa Kat kGBe Siapopetikn wpa, étav o
nAlog avatéAel 1 §vel, péoa pag kat €§w pag. Me évav tpéro mou
petatpérel T pop@oAoyia tou térou o€ TIOAITIOIKN Kal ouval-
oBnpaukn yewAoyia Kai teAdika @uiaxvel évav Karvouplo xdptn:
tov 8iké pag xdptn. Tt onpaivel va agebel va apacupbei kaveig
artd évav té1o10 Kavouplo Xdptn n Kat va odnynbel exktdg xaptn,
6mwg Ba ouvéBave pe €va GPS; Tt onpaivel va et kaveig pe
PVTn eveg pOvou N VAG TIOAELOU, 1€ TN PVARN TWV YEITOVWV
TIOU éylvav PETavAoteg N TWV eMOIKWV Tou eival otn SirmAavin
niépta; Ilpoopépel iowg n téxvn Tpdrioug va eykataleimnel kaveiq
éva Tipodlayeypappévo Xwpo N €va YVwoTtKG OXNjid, YEYovOg TIou
avtavarAaoukd e10dyel 1ia yVwotikn Kpion, pia epnelpia ovioAo-
yikng afacipétntac; Kai oo Ba eival téte to endpevo kataguylo
y1la TNV TIOAUTIAOKOTNTA Kal TNV avOeKTIKOTNTQ;

Ako6pn K1 av tétolo kataguylo Sev utidpxel, ta épya Ba eival ekel.
K1 av o aépag puonéer 1 méoel Bpoxn Kar n UAIKN toug Sidotaon
€xel 1éAog, o1 xelpovopieg Ba peivouv. Zn pvnpn, oto Biwpa kat
OTOoV TUTIWHEVO autd KatdAoyo, TIou otoxo €XEl va OUVINPNOEL TN
pvnpn Atyo apamndvw. Euxapiotwvtag mpwtapxikd tnv NtaviéA-
Aa [Motévin Mouyiavvou kal tnv Zoudav Bdpykag, kupiwg épwg
tov Kwotn BeAwvn, tov Ztavpo [Navayiwtdkn, tov Hermann
Pitz, tov Mimmo Rubino, tov Privo Xtepavn, tov Mapivo Toa-
yKapdkn, tov Horst Weierstall, tov Mapio Xatdnrmpoxkortiou e
tov Avtwvn Aviwviou kat tnv Avva T{axou, euxopatl 0 «Kovog
1é110G» TI0U arnotéAeoe yia dAoug pag o Akdpag péow tou Eco Art
va SieupuvBei Kal va TmAouTioel TOV TIPOoWTTIKG XAPTNn Kal KNTIo
Tou KaBéva Eexwpiotd, o' autév tov téro Tou KATIoTE yvwpl-

oe EAAnvoxkutiploug ka1 ToupkoxUrploug va piAoUv ouxvd v
i61a yAwooa ka1 va xatoikoUv padi otnv lotopia pe 6Aoug toug
TpoTIoUC TIoU propel va katoiknoel Kaveig tov Témo. TouAdxiotov
ag yivouv ta épya tou Eco Art n apopun va Eavakoitdéel kai va
Eavalihoel Kaveig Tnv TiePLoxXN Je 160N TepIépyela 600 10 PIKPO
naidi tng pwtoypagiag mou yia mpwtn (popd otn {wn Tou £mace
xdptn ota xépia tov, ¢’ autdv 8w Tov ToTIO.

O@ouAn MicipAdyAou
Iotopikég téxvng,
EmpeAntpia Eco Art Project

for all of us through the Eco Art Project be expanded and en-
rich the personal map and garden of each and every one of us,
in this land where there was a time when Greek Cypriots and
Turkish Cypriots often spoke the same language and dwelled
in history together in every possible way in which someone
can inhabit Space. If anything, let the artworks of the Eco Art
Project provide occasion for one to relook and relive the area as
curiously as the small child in the photograph, shown to hold
his first ever map in this very land.

Thouli Misirloglou
Art Historian, Eco Art Project Curator

Translated from Greek by the author
Despina Pirketti
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Hermann Pitz
Iep6 Adoog (Forét Sacrée)

Hermann Pitz
Forét Sacrée

Horst Weierstall

rnpeio, 110G, TIEPIPEPELQ... EEW
ouvavtdpaote (ITIpog pua yewAoyia
NG PVIUNG)

Horst Weierstall

Point, place, periphery... Here
we meet (Towards a geology of
memory)

Ztavpog [Mavayiwtdxng
loopporiotég

Stavros Panagiotakis
Equilibrists

Opdada Tewnoinukn’
Ev pe 1o yupiv

Geopoetics’ Group
En me to girin (By Turn)

Mapivog Toaykapdrng
Enter the Human Jungle

Marinos Tsagkarakis
Enter the Human Jungle

Privog Zteavn
Hiding Endemic Targets

Rinos Stefani
Hiding Endemic Targets

Kwotwng BeAwvng
Platform Escape Plan

Kostis Velonis
Platform Escape Plan

Mimmo Rubino
H ypappn tou vepou

Mimmo Rubino
The Water Line
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Kwotng Behwvng / Kostis Velonis
Platform Escape Plan

‘Eva xaivoupio yAuTtté SiaAéyetal pe pvnpeio Tng meploxng
Twv Apdédwv Kal Tpoteivel véa oupgpaldpeva yia pia oyn g
TOTIIKNG APXITEKTOVIKNG KAnpovopuldg kat tng Iotopiag.
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A new sculpture in dialogue with an existing monument of
the area that recontextualises the local architectural heritage
and history.
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lewnowntikn | Geopoitiki
Ev pe 1o yupiv | En me to girin (By Turn]

Mia OUPPETOXIKN TIEPITIATNTIKN TIEPPOPUAVE “‘YAUTITIKNG ToTtioU’,
He KevIpikd UAIKS To avBpwrivo owpa, TIou Tiaipvel Tn Hopen
doknong evowpatng apxatodoyiag. Mia véa agnynon yia tov
1éT10, OTIOU O1 PVMHEG TOU TOTIIOU Kal TNG lotopiag cuvBétouv pia
«yewAoyia pUOIKWY Kal TIOAITIOHIKWY TPAUHATWV».

En me to gyrin*

A walking participatory performance of ‘landscape sculpture’
with the human body as the main material, which takes the
form of an exercise of embodied archaeology. A new narrative
about the place where the memories of the landscape and his-
tory make up “a geology of physical and cultural wounds”.

Meeting balances wandering
Julia Kristeva

Fields of orange trees and carob trees. April tearing through the ground. The quarry. The sea surging forward. The house of the
exiled Tefkros Anthias. The love between Hassan and Hambou. Bilingual prayers. Their shared sound. Their shared grave.

In the context of EcoArt Pafos 2017, Geopoetics group creates an action of “landscape sculpture”, having the human body as
its core material. Through a participatory route between the villages of Droushia and Androlykou, performers and spectators
partake of the parallel narratives of the place in order to craft a new narration that exceeds such narratives. The memories of
the landscape and of history compose a geology of natural and cultural wounds. At this particular point in spring, the action
sets forth akin to an exercise in corporeal archaeology to delve into successive layers of ruptures, separations, boundaries -
transubstantiating them into a unifying present of encounter and transfiguration.

1 Idiomatic expression of Pafos, equivalent to “there is a time for everything” and “every man in his own order”.

32

Ev ue to yvpiv?

H ovvadvtnon 1oopporiei thv nepimAdvnon
Julia Kristeva

Xwpdeia pe optokaAiég kat xapouttiég. O AmpiAng mou oxilel to xwpa. To Aatopeio. H 8dAacoa mou emeAauvel. To oritl Tou e€dpiotou
Teurpou AvBia. H ayamnn tou Xaodv xai tng Xaprmoug. O1 diyAwooeg mipooguxég. O kovdg toug nxog. O Kowvég Toug Tagog.

H opdda I'ewmomntikn Snpioupyel pia dpdon ‘YAurmuknig tortiov’, pe Kevipikd UAIKS 1o avBpwrtiivo owpa. Méow piag oUPPETOXIKNG
S1adpoung, meppdpueps Kal Beatég Kowvwvouv ta TapdAAnAa apnynpata tou ToTov, € 0ToX0 Va SnNPoupynoouV pid véd agnynon mou
ta utepPaivel. Or pvnpeg tou tomiou Kat tng otopiag ouvBETouv pia yewAoyia QUOIKWY Kal TIOALTIoPIKWV tpavpdtwy. Méoa otn xpo-
VIKN ouykupia tng avoifng, n 6pdon exkxivel wg doknon evowpatng apxatodoyiag yia va epadivel oe autd ta aAAendAAnAa otpwpata
PNEEWV, XWPLOPWV, CUVOPWYV, LETOUCIWOVOVTAC Ta O€ €va eVWTIKOG TIapOV oUVAVTNONG KAl PETapopPwong.

1 IS iwpaukn ékppaon tng Iagou, avdAoyn twv “kaGbe mpdypa otnv wpa tou” 1 “tou kabevdg épxetal n wpa”.
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Y1aUpog MavaywwTtakng | Stavros Panagiotakis

loopponioTég | Equilibrists

FAuttuikn eykatdotaon 61ou n avBpwmmvn popen elodyel tnv
aioBnon kai v ap@ifoAia tng 10opporiag.
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A sculptural installation wherein the human form introduces
the sense and the question of balance.
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Prvog Xte@avn / Rinos Stefani
Hiding Endemic Targets
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49 otpatiwtikoi otdxol KpUPovtal L€ TN CULLETOXN TOU TOTIIKOU 49 military targets are hidden with the participation of the
mAnBuopoU otnv gupUtepn TePloxn tou AKAA, Oe [id OUVEXeELd local population in the area of Akamas, a continuation of the
TwvV [Ipafewv tou KaAAltéxvn. artist’s Praxeis.

Participants in the work “Hiding Endemic Targets” of Rinos Stefani:

Pambis Anayiotos, Charalambos Bakirtzis, Demetra Papanikola- Bakirtzis, Charis+Valentina Karagiannis, Susan Vargas, Father
Charalambos, Christos Charalambous, Erica Charalambous, Michalis Chimarrides, Fotini Christodoulou, Marianna+Aphrodite
Constanti, Andreas Constantinou, Eleni Demetriou, Vassos+Eleftheria Demetriou, Yiannos Economou+Galina Dimova, Annie
Erotokritou+Daphne Metaxa+Lara Paci, Andreas+Thea Evlavis, Christos Foukaras+Mariam Suhanova, Katerina Foukara+Arsenty
Lysenkov, Giorgos Georgiou, Akis+Miria Ioannou, Andreas Ioannou, Yiannis+Galia Ioannou, Nikos Iordanou + Sylvia Nikolaides,
Voulla Kokinou, Evagoras Karagiorgis, Giorgos+Olympia+Odyseas Lazoglou+Klitsa Antoniou, Ricardo+Sylva Lopez, Petros Mavros,
Ergenc Mehmet+Phytoulla Polydorou, Costas+Daniella Mouyiannou, Christiana Mouzouri, Costas+Phytoulla Neophytou, Peter+Aristi
Neophytou, Zinon Neophytou, Chryso Onisiforou + Yiannis Kyriakou, Paschalis Papapetrou, Nikolis Peyiotis, Antonis Pillas, Yiannis

+ Maro Roidis, Thanos Savvides, Michalis Scoullos, Mikis Siannis+Eleni Vretou, Stelios+Angela Sofokli, Charalambos I. Stefani, Rinos

+ Aris+ Orestis Stefani + Susan Vargas, Spyros Stefani, Demetris +Andreas Symeou, Savvas Tamamounas, Savvas Tsartellaris, Anna
Yiannakou, Georgos Yiannikos+Chiaki Kamikawa
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Mapivog Toaykapdakng | Marinos Tsagkarakis

Enter the Human Jungle

dwroypa@ikn eykatdotaon érou 1o avoikelo e10fdAAel oto
QUOoIK6 tomio Kat avadelkvuiel TG evidoelg avdpeoa oto puolké
Kal To texvntd otoixeio.

48

A photographic installation where the estranged invades the
natural landscape, highlighting the tension between the natu-
ral and the artificial.
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Hermann Pitz
lepd Adocog | Forét Sacrée

‘Eva ouyxpovo pvnpeio oe névte onpeia,
TIou onpatodotei 1oV PUOIKG XWPo oav
payiké papBsi, mpookaAei toug edoug
Kal B¢tel nthpata opiwy, 18ioxtnoiag,
lepotntag, Siapoipaopoy.

A contemporary monument consisting
of identical pales, marking five locations
of the protected natural resort in the
way of a magic wand. Matching with
the close-up perception of pedestrians,
brings forth issues of borders, of proper-
ty, of sacredness, of sharing.
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Mimmo Rubino
H ypappn Tou vepoU | The Water Line

Me UAIKA oupBatikng USpeuong Kal autooxEdieg TIPAKTIKEG,
Tou Aettoupyouv ndn otov tomo, pia rpdoivn ypappn xAwpidag
evdéxetal va dnpuoupynbel péoa and tnv KaAAitexvikn
xelpovopia, Tou Siaxéel 1o vepd ouotnpatikd oto é8apog péxpl
Kal 1o 1€Aog Tou KaAokaipiou.
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With makeshift materials and watering practices, that already
operate temporarily in the place, a green plant line may be
created through the artistic gesture that diffuses water sys-
tematically to the ground till the end of summer.
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Horst Weierstall
Ynpeio, T0N0G, nepLpépeta... Edw ouvavriopaate (Mpog pla yewAoyia Tng pvapng) |
Point, place, periphery... Here we meet (Towards a geology of memory])

Mia Siadpaotikn eykatdotaon Siapkeiag yupw amo éva 6évipo, An interactive durational installation around a tree, where the
orou 1o Kowvd mpookaAeital va aAAnAerm8pdoer pe 1o épyo Kat va audience is invited to interact and alter the form and content
aAAdder tn popen Kat to riepiexdpevd tou fdoel odnylwv. according to instructions.

Map of Cyprus on handwoven carpet from Paphos

Map of Cyprus on handwoven carpet from Paphos Page from diary 8.5.2016 Akamas Stone and photo(Kato Arotes)
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Hand and Stone

Hand and Stone

Page from diary 8.5.2016 Akamas
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BIOTPA®IKA | BIOGRAPHIES

KaAALTEXVEC

Avrovng Aviwviou

(1981, Geaoahovikn, GR)

Amnogoitnoe 1o 2014 and tnv Avwtatn oxoAn KaAwv texvaov g ABnvag. H e1-
Kaoukn tou dnpoupyia ekppdletal kupiwg péoa and tnv eikactikn performance
Kal dAAa péoa 6nwg Bivieo kal Pivieo-eyKATAOTACELG TIOU TEKPNPLWVOUV KAl ava-
ouvBétouv tnv performance. Exel mdpel pépog oe peotfdA, exkBéoeig kau artistic
residencies otnv EAAGSa xat oto e€wrepikd. Eivar péAog tng opddag Geopoetics,
H1ag KaAAITeXVIKnG KoAektifag pe péAn and Siapopetké e1dikdnteg, n omoia
dnpioupyel mEPIMATNTUKEG TIAPAOTACELG OE PUOLKA KAl AOTIKA ToTtia Kat €Xel wg
otéxo TNV e§gpevvnon Tou MePIBAAAOVTOE XWPOU WG GUAAOYIKOU BLidpatog.

KwoTtng BeAwvng

(1968, ABrva, GR)

ZnoUdaoe téxveg pe uttotpopia oto [Mapiot VIII-Vincennes, Arts Plastiques/
Esthetiques, Technologies et Créations Artistiques (1994-1997), xat [ToArtiopu-
kég Zrnoudég oto London Consortium (BirkbeckCollege, ICA, AA, 1999-2000).
‘Exe1 mapouoidoel épya tou o€ Teplocdtepes amnd eiKool AtopkéG ekOEoelg oe Ao
Tov KOopo Kal €xel ouppetdoxel oe TIoAAEG opabikég ekBéoeig (EBviké Mouoeio
Yuyxpovng Téxvng, EAAGSa, Mouoeio Mnievéxn, 16pupa AEXTE, Witte de Mg,
Pétepvray, Arcala 31, Madpitn k.Ar). 'Exel upn®ei pe Bpafeia kal urnotpopieg,
Kat éxel pookANOel wg kaAAitéxvng-in-residence. EmpeAeital ekBéoeig kat
evdlapépetal yia v 1otopia g oUyXpOovng YAUTITIKAG, TNV KOIVWVIKNA 10Topia
TOU avTIKeIpéVou, T Bewpia TNG apXITEKTOVIKAG K.4. Ai8dokel oto [Tavermothpio
¢ Oeooaliag (EAAGSa).

http://kostisvelonis.blogspot.gr/

ITaupog MavaylwTtdkng

(1963, Xavid, GR)

Zroudaoce {wypa@ikn Kai yAurtikn oto [Tavermotnijo tou BepoAivou twv Texvov
(UDK, 1984-1989). At 10 1994 éwg 1o 2006 gpydotnke wg Kabnyntig kaAAite-
XVIKQOV otnv AeutepoBdbina Exnaibeuon kai katd to 2000-2007 §idae Eikaoti-

KEG Téxveg otn Lx0AN ApXiteKToViKNG (ApiototéAeto [Tavemotipio Oeooalovikng).

‘Exel apouoidoel tn §ouAeld tou oe moAudp1Bleg opadikég Kal atopikég eKOETELG.
‘Exe1 npnBei pe moAAd BpaPeia yia ta épya tou kat éxel Snpioupynoet oAAd épya
oto 8npdoio xwpo. Luvepydletal ouxvd pe KaAAitéxveg yia performances kat
moArtiotikég Spdoeig.

http://www.stavros-panagiotakis.net

Pnvog Irepavn

(1958, Népoc, CY)

Zroudaoe {wypapixn oto Kingsway Princeton College (1978-1980) xai otn
Byam Shaw School of Art (1980-1984), oto Aovivo. To 1983 tou amovepnbnke
1o Graham Hamilton Drawing Prize yia to épyo tou Uprooting. To 1995 mnpe to
B’ Bpafeio otov ITaykumpilo Ataywviopd Mvnpueiou otnv 086 Andpag, Aeukwoia

Participating Artists

Antonis Antoniou

(b. 1981, Thessaloniki, GR)

Graduated from the Fine Arts School of Athens in 2014. His artistic practice
connects performance, visual arts, and video. He has participated in festivals,
exhibitions and artistic residencies in Greece and abroad. He is a member of
the Performance Group Geopoetics, whose members derive from different
disciplines, and which devises and performs site-specific and walking perfor-
mances with the aim to experientially examine communal myths of presence
via the somatic experience of site, place and landscape.

Kostis Velonis

(b. 1968, Athens, GR)

He studied arts with scholarship at Paris VIII-Vincennes, Arts Plastiques/
Esthetiques, Technologies et Créations Artistiques (1994-1997), and Cultural
Studies at the London Consortium (BirkbeckCollege, ICA, AA, 1999-2000). He
has presented more than twenty solo shows around the world and has par-
ticipated in numerous group shows (National Museum of Contemporary Art,
Greece, Benaki Museum, Deste Foundation, Witte de With, Rotterdam, Arcala
31, Madrid etc). He has been awarded awards and scholarships, and he has
been invited artist-in-residence. He curates exhibitions and he is interested in
the history of modern sculpture, the social history of the object, the theory of
architecture at.al. He teaches at the University of Thessaly (Greece).
http://kostisvelonis.blogspot.gr/

Stavros Panagiotakis

(b. 1963, Chania, GR)

He studied painting and sculpture at the Berlin University of the Arts (UDK,
1984-1989). From 1994 to 2006 he worked as High School art teacher and
from 2000 to 2007 he teached Visual arts at the School of Architecture
(Aristotle University of Thessaloniki). He has presented his work in numerous
group and solo shows. He has been honored with many prizes for his works
and has produced many works in public space. He is collaborating with artists
for performances and cultural projects.

http://www.stavros-panagiotakis.net

Rinos Stefani

(b. 1958, Paphos, CY)

He studied Art at Kingsway Princeton College (1978-1980) and at Byam Shaw
School of Art (1980-1984), London. In 1983 he was awarded the Graham Ham-
ilton Drawing Prize. In 1995 he received the second prize at the competition
for a public monument in Ledra Street, Nicosia and in 1997 the first prize

at the competition Keeping Glasgow in Stitches — Cyprus. He has presented

his work in many solo shows and numerous museums and international
exhibitions including Beijing Biennale, Mediterranean Biennale Tunis and the
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Kxat 1o 1997 1o A’ Bpafeio oe Ataywviopd Téxvng mou opydvwoe to Bpetavikd
ZupPouAio kat to Anpotiké Kévipo Texvav Aeukwoiag pe v eukaipia twv
exdnAwoewv Keeping Glasgow in Stitches.’Exel mapouoidoel €pyo tou oe TIOAAEG
atopikég ekBéoelg kal oe MOAAG pouceia kal Siebveig ekBéoelg, petaly twv ormoiwv
eival n MmevdAe tou Ilexivou, n Meooyelaxn MmevdAe tng TUvibag kai n
Gallerie Inge Baecker, Bad Miinstereifel, ['eppavia, Moesgaard Museum, Aarhus,
Denmark. Xpnoworotiei moikiAia péowv, 6mwg n {wypapikni, 1o oxédlo xat ot
eykataotdoelg. H otaupdoxnun ¢ryoUpa tou Xopeutn eival To TIo XapaKInplotiké
oUppoAo tng SouAeldg tou. To 1991 pe v IIpaén pue Xwua eionyaye otn Kurpo
éva uBp18ike eibog téxvng pe tnv ovopaoia Ipd&eig oto omoio ouvduddel Spwype-
Va € EYKATAOTACELG €V oUuxVA eurAékel to Kove. To 201 1pnpaypatoroinoe to
mnep@oppave Charcoal Project péoa otn Nekpn Zavn otn nieploxn ITupyou — At-
pvitn, Kunpo. Me tn Zoulav Bdpykag SnpioUpynoav kat opydvwoav tnv ékBeon
On Target tou I1dpog2017. Zer xat epydletar otnv TdAa tng [Tapou, Kumpog.
http://www.rinosstefani.com

‘Avva Tzakou

(1977. AGRva, GR)

[Meppdppep xar orknvodétng. Evowpatwvel apxég BoubiopoU o apepikavikég xat
eupwridikég pebédoug tou petapoviépvou Bedtpou yia tn oUotaon piag napa-
OTATIKNG TIPAKTIKNG 0WPatog Kat toriou. Epydotnke oe Beatpikég mapaotdoeig
1600 og Béatpa kal Snpdoloug xwpoug 600 Kal o€ puolkd tomia. 'Exel ouppetdoxet
o€ PeoTIBAMIKEG TapaywyEG Kal €Xel TIapouoldoel TNV €peuvd Tng og ouvéSpla
performance ka1 yewypagiag. [TapdAAnAa éxe1 818a8el oepivdpia actor training,
xivnong kat Siadoyiopou. Eivar pédog tng opddag Geopoetics, 111ag KaAALTEXVIKNG
KoAektifag pe péAn amnd Siapopetikég e8ikdtnteg, n ornoia Snpoupyei mepimatn-
TKEG TIApaotdoelg o€ PUOIKA Kal aoTiKd tomia Kat éxel w¢ otdxo tnv e§epeivnon
tou Tep1BdAAovtog xwpou wg cuAAoyikoU Biwpartog.
http://eprofile.exeter.ac.uk/annatzakou/

Mapivog Toaykapakng

(1984, Crete, GR)

Zroudaoe oUyxpovn pwrtoypapia oto pwtoypaPiké keévipo “STEREOSIS” otn
Oeooalovikn. Eivar pédog tng koAektifag “Depression Era”, n omoia kataypdapel
10 aotuKé Kal KOWwviko torio tng kpiong otnv EAAGSa. H SouAeld tou éxel mipo-
BANBei oe Biebveic exBéoeig kal peotfdaA, 6nwg o Mivag dwrtoypapiag oto [api-
o1, o Eupwnaikdg Mnvag dwrtoypapiag otn Boudaméotn, n Biennale Liyxpovng
Téxvng tng Oeooalovikng, n Biennale tng ABnvag, to FOCUS Photography
Festival otn Bopfdn kai oto Fotoistanbul. EmrAéov, o1 pwtoypagieg tou

¢xouv exteBei oe moAttioukd 186pUparta, émwg to Mouoeio Mnevakn, to Maison
Européenne de la Photographie, to Museo de Bogotd, xafd¢g kal oe yraAepi o
Kavadd, HITA ka1 Eupormm.

http://\swww.marinostsagkarakis.com

Mdplog Xargnnpokoniou

(1981, Oeocalovikn, GR)

[Mowintng, meppdppep, Bewpntikdg g emtéAeons kal SpapatoAdyog. moudaoe
Iotopia ka1 ©¢atpo otn Beooatovikn ka1 Eikaocuxég Téxveg oto Ilapiol. Exave
petartuxiakég onoudég otnv AvBpwriodoyia tng EmtéAeong (Ecole des Hautes
Etudes en Sciences Sociales) ka1 eivar §18Gokwv kai umtoPneiog 818dxtwp otov
topéa Zrmoudwv EmtéAeong (Aberystwyth University, U.K.). [Toihpatd tou éxouv
ek600ei ota kupidtepa Aoyotexvikd meploSikd, v £xouv oupmnepiAngBei oe
ouMoyikoUg tépoug énwg Futures: Poetry of the Greek Crisis (Penned in the
margins 2015), NICE! Eivar Auvati n Emotpogny; (Salon de Vortex 2016) kat
dwvég/Fonés (EkBboeigc Nnoog 2016). [Teppdppave Tou €Xouv mapouoiaotei oe
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Gallerie Inge Baecker, Bad Munstereifel, Germany and Moesgaard Museum,
Aarhus, Denmark. He uses a variety of media, including painting, drawing

and installations. The cruciform dancer has become the most characteristic
metaphor of his imagery. In 1991 with the performance Praxis with Earth in
Nicosia, he introduced in Cyprus a hybrid form of art under the name Praxeis
that combines installation and performance and often he engages the public.
In 2011 he did the performance Charcoal Project in the Buffer Zone of Pyrgos -
Limnitis, Cyprus. Together with Susan Vargas they initiated and organized the
On Target exhibition of Pafos2017. He lives and works in Tala, Paphos, Cyprus.
http://www.rinosstefani.com

Anna Tzakou

(b. 1977, Athens, GR)

Theatre deviser, performer, and practitioner. Her performance training is
organized by methods of somatic movement, psychophysical actor training,
dance improvisation and meditation practices. She has participated and
worked in site-specific performances, ensemble projects and festivals. Anna
has been elaborating a Buddhist inspired body-landscape performance prac-
tice as part of her PhD at the Drama Department in the University of Exeter.
She is a member of the Performance Group Geopoetics, whose members derive
from different disciplines, and which devises and performs site-specific and
walking performances with the aim to experientially examine communal
myths of presence via the somatic experience of site, place and landscape.
http://eprofile.exeter.ac.uk/annatzakou/

Marinos Tsagkarakis

(b. 1984, Crete, GR)

He studied contemporary photography at STEREOSIS Photography School, in
Thessaloniki, Greece. He is a member of the collective “Depression Era” that
inhabits the urban and social landscapes of the economic crisis in his home
country. His work has been featured in numerous exhibitions and international
festivals, including Mois De La Photo in Paris, Biennale of Contemporary Art

of Thessaloniki, Athens Biennale, FOCUS Photography Festival in Mumbai and
Fotoistanbul. He has also exhibited his photographs in art spaces such as Benaki
Museum (Athens), Maison Européenne de la Photographie (Paris), Museo de
Bogota (Colombia) and several galleries in Canada, USA and Europe.
http://wnww.marinostsagkarakis.com

Marios Chatziprokopiou

(b. 1981, Thessaloniki, GR)

Poet, performer, performance theorist, and dramaturg. He studied History and
Theatre in Thessaloniki (Greece) and Visual Arts in Paris. He hold an MA in the
Anthropology of Performance (Ecole des Hautes Etudes en Sciences Sociales) and
he is a tutor and PhD candidate in Performance Studies (Aberystwyth Univer-
sity, U.K.). His poems have been published in the main Greek literature reviews,
and in edited volumes as Futures: Poetry of the Greek Crisis (Penned inthe mar-
gins 2015), NICE! Is Return Possible? (Salon de Vortex 2016) and Fonés (Nissos
2016). His performances have been presented in international conferences and
festivals. During the last four years, Marios is a member of the Performance
Group Geopoetics, whose members derive from different disciplines, and which
devises and performs site-specific and walking performances with the aim to
experientially examine communal myths of presence via the somatic experience
of site, place and landscape.

B1eBvi ouvédpia kat peotiBdA. Eivar péAog tng opddag Geopoetics, piag kKaAAi-
TEXVIKNG KOAeKTiBag pe péAn and Siapopetkég e181kGTNTEC, N omtoia Snploupyel
TIEPUTATNTUKEG TTAPAOTACELG O (PUOIKA Kal AOTIKA ToTiia Kal €Xel w¢ 0T6XO0 TNV
e€epevivnon tou TepiBaAAovtog xwpou wg cuAAoyIKoU Bidpatog.

Hermann Pitz

(1956, Oldenburg, DE)

O Hermann Pitz, petd tnv anogoitnon tou amné tn LxoAn KaAwv Texvov tou
AutikoU BepoAivou, urmpge to 1980 ouviBputig tou Biiro Berlin, evég kaA-
AltexvikoU opyaviopoU Tou TipowBel TNV eVVOIOAOYIKA KAl AOTIKN TEXVN OTN
Teppavia. Eivar kabnyntig tng yAurrukng otnv Akadnpia KaAdv Texvov tou
Movdaxou (Akademie der Bildenden Kiinste Miinchen) amé to 2003 kai Katéxel
™ Béon tou oupPouAou yAuttukng otnv Avwtdtn XxoAn KaAwv Texvdv oto Ap-
otepvtap (Rijksakademie van Beeldende Kunsten). Q¢ xaAAitéxvng, eivai évag
aréd Toug o oNEAavtikoug Mapdyovieg TNG eVVOloAoYIKNG téxvng otn ['eppavia
ta teAevtaia 30 xpévia. Madi pe toug ouyxpdvoug tou, avertue oUyXpoveg apxEg
gpyaoiag xai €vvoleg yia tny Tpaktikin tng €kBeong. Epyadetar pe avukeipeva n
QVTIKeieVa TIPOOWTIIKNG onpaociag, MpoKelpévou va ouvudoel Ttuxég aubat-
peoiag kal oxompétntag. ‘Exel AdPBer pépog oe ToAAEG opabikég ekBéoelg oto
Mouoeio Movtépvag Téxvng tng Néag Yépxng (1987), tnv Documenta oto KdoeA
(1987, 1992), oto Sprengelmuseum oto AvéBepo (1992), otnv Kunsthalle tou
ApBoupyou (1996), xar oto Mouoeio Haus Lange otnv Krefeld (2001). Avape-

0a OTIG atopikéG ekBéoelg tou eival: Panorama Hermann Pitz MCMXCI, Witte

de With Center for Contemporary Art, Rotterdam (1991), Probebiihne, Neue
Nationalgalerie, Berlin (1993), Image Generator, Museo Nacional de la Ciencia
y la Técnica, Coimbra (2000), Projektor 2000, Museum Haus Lange, Krefeld. Ze
Kat epydletar oto Mévaxo.

Mimmo Rubino

(aka Rub Kandy, 1979, P&un, IT)

I'vwotég wg Rub Kandy, exkppaletar pe moAAarnAd péoa. Exel mapouoidoel 1o €pyo
TOU O¢ €MMTtd atopikég exkBéoelg kat éxel mdpel pépog oe oAudp1Bleg opadikég.

O1 napepPdoeig tou oto Snpdoio xWpo arodopoUv TNy avapevopevn 6yn tou
aotikou mepiBdAAoviog, Siamepvavtag ta 6pia avdpeoa oe autd mou oupfatkd
arokaAeital «téxvn tou §pépous (street art) Kat mo mapadoolakég KAAATEXVIKEG
TIPAKTIKECG, oUVNOWG ouvBedepéveg te Toug eKBeOIAKOUG XWPOUG.
https://www.mimmorubino.com

Horst Weierstall

(1944, Wuppertal, DE)

Zrnoudaoe Téxvn, Design kai Exmnaideuon oto Dartington College of Arts (Devon,
AyyAia, 1975) kai oto Falmouth School of Arts, Cornwall (1978). To 1981
eykataotdOnke otn Aeukwoia, émou dpxioe va §18dokel oto Frederick Institute
of Technology(1992)."Ekave ouxvd ta&ibia oe oAAG pépn kar evliapépetat yia
Siemotnpovikég kal SiakaAAitexvikég mpakuxég. To 2000 fitav 18putikd péAog
tou TheSpace, pia moAunoAttiopikn koAAextifa kaAAitexviv otn Aeukwoia. Exel

TIAPOUOLACEL TO £pY0 TOU 0€ OPadIKEG Kal ATOHIKEG eKOEOEIC Kal €XEl TIpAYATOTION-

noel oAAéG performances kat eykataotdoelg, ouvbéovtag ouxvd tn {wypadikin
pe tn 8pdon (evbeikukd ota Diaspro Arts Centre — Nicosia, Moltkerei — Cologne,
10t Triennale - New Delhi India, Global Dance Festival - Diisseldorf, Germany,
petagl A wv).

http://www.horstweierstall.com.cy/

Hermann Pitz

(b. 1956, Oldenburg, DE)

Hermann Pitz, after his graduation from the School of Fine Arts of West Berlin,
in 1980 co-founded Biiro Berlin, an art organization which promotes conceptual
and urban art in Germany. He is professor of sculpture at the Academy of Fine
Arts in Munich (Akademie der Bildenden Kiinste Miinchen) since 2003 and he
holds the position of sculpture advisor at the National School of Fine Arts in
Amsterdam (Rijksakademie van Beeldende Kunsten). As an artist, he counts as
one of the most influential contributors to conceptual art in Germany in the
last 30 years. Together with his contemporaries, he developed modern work
principles and concepts for exhibition. He works with found objects or objects of
personal sentiment in order to combine factors of arbitrariness and purpose. He
participated in numerous group exhibitions at the Museum of Modern Art, New
York (1987), the Documenta in Kassel (1987, 1992), the Sprengelmuseum in
Hannover (1992), the Kunsthalle Hamburg (1996), and the Museum Haus Lange
in Krefeld (2001). Among his solo exhibitions are: Panorama Hermann Pitz MC-
MXCI, Witte de With Center for Contemporary Art, Rotterdam (1991), Probebiih-
ne, Neue Nationalgalerie, Berlin (1993), Image Generator, Museo Nacional de

la Ciencia y la Técnica, Coimbra (2000), Projektor 2000, Museum Haus Lange,
Krefeld. He lives and works in Munich.

Mimmo Rubino

(aka Rub Kandy, b. 1979, Rome, IT)

Known as Rub Kandy, he expresses himself in multiple media. He has pre-
sented his works in seven solo shows and has participated in numerous group
shows also. His interventions in the public space deconstruct the expected
form of urban setting, keeping the doors open between what is conventionally
seen as street art and more traditional contemporary art practice, usually
bound to an exhibiting space.

https:// www.mimmorubino.com

Horst Weierstall

(b. 1944, Wuppertal, DE)

He studied Art, Design and Education at Dartington College of Arts, Devon,
England (1975) and at Falmouth School of Arts, Cornwall (1978). In 1981

he settled in Nicosia, where he began to lecture at Frederick Institute of
Technology, Nicosia (1992). He made frequent journeys to many places and is
interested in multidisciplinary practices. In 2000 he was founding member of
TheSpace, a multicultural artists’ collective in Nicosia. He has presented his
work in group and solo shows, and has realized numerous performances and
installations, often linking drawingscores with action (Diaspro Arts Centre —
Nicosia, Moltkerei — Cologne, 10th Triennale — New Delhi India, Global Dance
Festival - Diisseldorf, Germany, among others).
http://www.horstweierstall.com.cy/

81



EnweAnTpLa

B0oUAn MiopAdyAou

(1979, Oeocalovikn, GR)

‘Exe1 omouddoet Iotopia tng Téxvng oto ApiototéAeto [Tavemotnpio Oeooalo-
vixng xat oto [Tapiot (Sorbonne, Paris ). EmpeAeitar npdoieg xai 161wtikég
ouMoyég, exdooelg, peaufdA téxvng ekBéoelg. Amé ta téAn tng Sekaetiag tou ‘90
€xel ouvepyaotei pe TIOAAd pouoeia Kat TIOAITIoTIKOUG popeic, Téoo Tou dnpdoiou
600 Kat tou 18iwtkoy, kabwe xar kaAAitéxveg. Katd to 2005-2006 ocuvéBale otnv
emnavekkivnon tou Kévipou Beogoalovikng Luyxpovng Téxvng tou Kpatikou Mou-
oeiou Zuyxpovng Téxvng. To 2012 avéAaBe tv mpwtofoulia tou Zpatnyikou
rxeblaopou yia tnv Avdntuén Eikaotuikwv kat Epappoopévwv Texvdv tou Anpou
BOeooalovikng. To 2014, to 2015 kat to 2016 Siopiotnke [evik6g LUVIOVIOTNG TOU
KaAAtexvikoU Tipoypappatiopou tou 1otopikol PeotfdA twv Anpntpiwv (Ogo-
oalovikn). An6 to 2007 gpydotnke oto MakeSoviké Mouoeio LUyxpovng Téxvng

w¢ EmpeAntpla EkBéoewv xat LuAoywy, eve to 2017 avédaBe tn AievBuvon tou.

http://mnarw.officeculture.eu

BonBoc¢ EntpeAnTpla

Susan Vargas
(1963, Bogota, CO)

Lrou8aoe téxvn oto Agnes Scott College otnv AtAdvta (Georgia, HITA) ané to
1982-1986 kai otn ®Awpevtia tng ItaAiag (1984-1985). To 1987 ouvéxioe Tig
omoudég tng otn Biévvn (Auotpia) oto Hochschule fiir Angewandte Kunst. To
1988-1989 omoudaoce Bivieo kat melpapatiké Béatpo oto Universidad Nacional
otnv Mnoykotd. To 1989-1990 éxave petantuxiakd KUKAO oTIouswv oto
Cyprus College of Art. To 1990 §ekivnoe 11g «I1pd&eig», 1a popen Sadpacti-
xng performance, pe tov Privo Ztepavn. To 1991 i§puoe tv opdda «KdBobog»
Aoxoleital kupiwg pe tn Jwypa@ikn, oxédla kat upaopatoypagpia. Avapeoa otig
€YKATaotdoeig Kal TepPOpRave Tou TIPaypatoroinoe Ntav ta «XKIaxtpa» Kat 1o
«Charcoal Project» otn Nexpn Zavn tng Kidmpou pe tov Privo Ztegavn to 2011.
Eivai n BonBd¢ EmpeAntpia g ékBeong On Target tou ITdgog 2017. Zel kat
epyaletar otnv TdAa tng [Tadgou, Kurmpog.

http://\www.susan-vargas.com.cy

2ZuvTovnoTpLa

NtaviéAAa Motévin MoUylavvou
(19xx, Magog, CY)

Eivai puoikég, BSc, MA. AoxoAeital pe tnv exmnaideuon yia tv agipoépo avartu-
&n. EpyaZetar amné to 2010 oto Kévtpo [Mepifairovurng Eknaibeuong ZaAapioug
tou YIIIT, otnv [Tago. I6putikéd pédog xar pdedpog tng [ToAitiotikng Kivnong ex
Artis, éxel opyavwoel ekBéoelg téxvng, SiaAé€eig kal oupndoia yia to repiBaAiov
Kal tov roAttiopd. Zuppeteixe otnv Snpoupyia e nmpdraong tng [agou yia
tov titho tng ITIIE ka1 eival péAog tng KaAArtexvikng emtpormg tng [I1E, ITdpog
2017. Anpuoupydg - ouvtoviotpia tou Akamas Project xat pia ex twv dnpoup-
YWOV-0pYavwtiKn empeAnTpia tou npoypdppatog Eco Art tng ITITE TTA©0X2017.
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Curator

Thouli Misirloglou

(b. 1979, Thessaloniki, GR)

She has studied Art History at the Aristotle University of Thessaloniki and in
Paris (Sorbonne, Paris I). She curates public and private collections, editions,

art festivals exhibitions. Since the late 90s has collaborated with numerous
museums and other cultural institutions, both public and private, and artists.
During 2005-2006 she contributed to the reactivation of the Thessaloniki Center
for Contemporary Art of the State Museum of Contemporary Art. In 2012 she
was responsible for the initiative of the Strategic Planning for the Development
of Visual and Applied Arts of the City of Thessaloniki. In 2014, 2015 and 2016
she was appointed general co-ordinator of the artistic programming of Dimitria
Festival (Thessaloniki). Since 2007 she has worked at Macedonian Museum

of Contemporary Art as Exhibitions and Collections Curator, and in 2017 was
appointed its Director.

http://\wnanw.officeculture.eu

Assistant Curator

Susan Vargas

(b. 1963 Bogota, CO)

She studied art at Agnes Scott College in Atlanta, Georgia, USA (1982-1986)
and in Florence, Italy (1984-1985). In 1987 she continued her studies in Vienna,
Austria at the Hochschule fiir Angewandte Kunst. From 1988-89 she studied
video and experimental theatre at the Universidad Nacional in Bogota. In 1989-
1990 she did a post graduate course at Cyprus College of Art. In 1990 she start-
ed the “Praxeis”, a form of interactive performance, with Rinos Stefani. In 1991
she formed the group “Kathodos”. She works mainly with painting, drawings
and appliqué. Among the installations and performances she realized were the
‘Scarecrows’ and ‘Charcoal Project’ in the Buffer Zone, Cyprus with Rinos Stefani
in 2011. She is the Assistant Curator of the On Target project of Pafos 2017. She
lives and works in Tala Paphos, Cyprus.

http://www.susan-vargas.com.cy

Organiser

Daniella Pistenti Mouyiannou
(b. 19xx Paphos, CY)

Physics, BSc, MA. She works in Environmental Education and Education for
Sustainable Development. Since 2010, she has been working as a coordinator
at the Environmental Education Centre of Salamiou, of the network of EE
Centres of Pedagogical Institute - Cyprus Ministry of Education and Culture.
Being a founding member and president of the Pafos based Cultural Associa-
tion ex Artis, she has organized art exhibitions, lectures and conferences in the
fields of the Environment and Culture. She has participated in the preparation
of the application of Pafos for the title of ECoC and is a member of the artistic
committee of the ECoC, Pafos 2017. She is the Initiator and coordinator of the
environmental programme Akamas Project|PAFOS2017 and one of the creators
and organizing curator of the Eco Art programme of the ECoC PAFOS2017.
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