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COSTIS

conductive <=> non-conductive

KO TH2

AYWYLHO <=>HN AYWYIHO
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KwoTtng:

n Opyavwon t™n¢ Eéagavioncg
-N-, €va TE€Aoc¢ TnNG ZvvBeonc
ToL EppavounA Mavpopudtn®

EIXA THN EYKAIPIA NA 'NQPIZQ TON KQZTH andé v apxn Tou, wg
EIKAOTIKOD KOATEXVN TIOL NBEAE va €lval TO AydTePO duvaTo, 0 Blog, PEca OTO
€pYo Tou. Kat ou ertiong Bewpolioe GTL N AMOCTACIONOINCN TOL KOANTEXVN WG
TIPOG YIOL UTIOKEIUEVIKI) TOU EKPPATTIKA ETIAOYI TOL TPOTIOU TNG £PYACIAg, OTN-
piCel TNV AUTO-OPYAVWON TOL £pyou. AuTr N avadrTNoN artooTAcIoNoinone ard
TO €PYO €lval eV YEVEL KAl OUCTATIKI TwWV CUAOYICUWY NG CUYXPOVNG KOAAITE-
XVIKAG €0ELVAC YIA TNV QVAYKN JIAC LUN-TIPOCWTTIKIC KOANTEXVIKNC Aeroupyiag
-TIoL arod povn e, N idla kaBautr, Ba eykabloTolce Tov Adyo, TNV arrapaitn-
TOTNTA KAl TOUC TPOTIOUG TNC OPYAVWONG TNG CLVOXNG TNG. Zroaue OAOL Aiyo
r TTOAD oto MNapiol Ta xpdvia TG apdoBritnong, arnd 1o ‘60 kal Yetd, pYe TouG
GLANOYIOHOUC VA QVTIKABIOTOLV TNV AIoBNTIKA, -va avayvwpiCouv dnAadr) OTL TO
«ylati exelvo yiverar autd» (To ekel — bW 1N TO IoAyLa ekel — eikdva edw) ival n
pévn ENaEKrC (0Tav katav eival TPAyATL ETIAPKNC), artia yia va yivel. Aladpope-
TIKA TO €PYO Eival TAEOVACHOG.

Oa MPOocBECW TPEIC OPIOBETNCEIC Ol OTTOIEC NTAV TOTE Ol KATELBLVTIPIEC YIA
HOG, €VOG POVTEQVOL TIPOYPAUPATOG: ATav O Yona Friedman, ' Tou omoiou o
CUCTATIKOC KOPHOC TWwV IOEWV OPICTNKE aMod TO CXESIACUO TOU QPXITEKTOVIKOD
TIPOYPAUPATOC WE TNG KATAPTNONG -arod TOV XPNoTH, AAA XWwpPIC TOvV apx(TeE-
KTOVA- KIVATWY AVOEWV EELTINPETNONG TWVY OKICTIKWY KAl TwV TIOAEOSOUIKWY
TOL avaykwy, Atav o Frank Malina,? 1I5puTrhC TouL TEPIOSIKOL Leonardo Kal TPw-
TAYWVIOTNG TNG AETOUPYIKAG, KOANTEXVIKA, XPAONG TWV VEWV TEXVOAOYIWY -KAl
TENOG, NTAV O peyAioc pou dilog Piotr Kowalski, 8 yia Tov oroio o €pyo ftav n
eyKaTaoTaon, KABe Gopd, Twv CUVONKWY TOL £PYOU, WC TIC CUCTATIKES TTA0Q-
TTOUTEC TNG avayKadTNTAC TNG AoyikAc Tou. Ot 1béeg auTeg Slapdpdwoay Eva
HEYAAO LEPOC TOU HOVTEPVOL TIPOYPAUHATOC WE areEGpTNonG anod TIC TIPOKA-
TENNULEVEG I6EEC KAl amd TOUC AloBNTIKOUG KAVOVIOHOUG.

2rUePQ, e TNV artdoTacn ToL XPOVoUL Ta TIPAyHATA EEKaBAPIcAV Kal PrmopoU-
pe Tolpe pe BeBadTnTa 6Tt SlaxwpIoTNKAV KAl arnocadnviotnkav Ol IOTOPIKEG
OUCTATIKEG KATAPTAOEIG KAL Ol EKATEPWOEV TIPOCSIOPIoUOL TNG EKPOACNE KAl
NG KaTaokeuric : eival dnAadr) n téxvn o SIBACKEL VIO TO WG O KOANTEXVNC
6a okeioroinBel To AAMO KAl Ba LTMOKATAOTNOEL TOV KOCOHO (kat auTr| €ival n
EKPOAON) WG 0 KOCPOC VA Eival PEPOG TOL €QUTOU (TO QVTIKEIUEVO va yiveTal
rapdoTacn) Kal eival avTioTolxa Kal TO POVTEPVO TIPOYPAUA TIou SISACKEL THV
aropEdodnon anod To AAAO Kal TOV KOAITEXVN VA ArOoVPETAL, AVASEIKVOOVTAG
TO QMO kaBauTd (QUTH elval N kKAaTaokeur)), we exeivo To B10 va elival TpayuaTt
KAl N QUTAPKNG TIPOEAELON, -TO AVTIKEIUEVO TNC EMEEEPYAOIag TIOL ACKELTal

*OuoTtioc kabnyntric tou Apiototeleiou lNavertioTuiov Oscoalovikng

O E. MaupoppdTng otnv Atopikh
€kBeon tou Kwaotr) «Foudre,
Kepauvog, Lightning»,

Galerie J.& J. Donguy, Mapiot, 1992.
E. Mavrommatis at Costis exhibition
«Foudre, Kepauvog, Lightning»,
Galerie J.& J. Donguy, Paris, 1992.

1. (1923, Boudameotn). BA. Yona
Friedman, Une Utopie Réalisée,
KardAoyoc¢ TG opwvupng éxkBeong,
Musée d’Art Moderne de la Ville de
Paris, ipoAoyog Jacques Lassaigne,
Pierre Restany, Gottfried Honegger,
Paris, 1975.

2. (1912, HMA, 1981, Mapiol).

BA. dnuocieuon Tou Eppavouni
Maupoppdatn oto Briua ¢ Kupakric,
deBpoudplog, 1972, cuvopNia pe Tov
KaMTEXVN (“To SlAoTNUA OTO XWEO
NG TéXVNG. ZLVEVTELEN e Tov Ppavk
Mahiva, acTpovauTIKO, AEPOVAUTIKO
kat (wypado”), dnuoocieuon pe To
Pevdvupo, Avayvwaotrg.

3. (1927, MoAwvia, 2004, MNapiol).

BA. Emmanuel Mavrommatis,
Dewasne-Kowalski, KaraAoyoc,
Musée Picasso, Antibes, 1971,
Emmanuel Mavrommatis, “Entretien
avec Piotr Kowalski”, Douze ans

d’art contemporain en France, 1960-
1972, Grand Palais, Paris, 1972, o.
254-256. KardAoyoc, Eppavouni
Maupoppatng, (« H dnuouvpyia

XWPIG TOV KAANTEXVN»), CUVOUNQL

pe Tov Piotr Kowalski, To Brjua,
lavoudploc 1972, dnuocieuon pe To
Pevdwvupo, Avayvworng, Emmanuel
Mavrommatis,»Piotr Kowalski et

la Théorie des Références», Opus
International, ap. 48, Janvier

1974, Paris, 0. 22-30, Eypavouni
Maupoppatng, “Piotr Kowalski, (1927-
2004): O koMTexvng kat n Eriotun”,
Snuoocieuon, HayvnTopuwvnuEVWY
QAMoonacpAaTwy SICAGYoU e ToV
KAAITEXVN TwVv TEAWV Tou 1970, “Ta
Néa e Texvne”, apB. 136, Arpilog
2005, oeA. 20, 21.



arevbeiag o’autd. Oa TPooTebE! OTI N ArTOPEAPNCN WS EWwola EXEL TNV TINYN
g otov Denis Diderot 4 kat 0TI onuaivel orjpepa To dlo kat yia pag, dnAadn thv
QriooTacIoToinon ToL BeATH ) TOL KOANTEXVN Ao TO mEdyua -ard TNV OIKELO-
TI0iNON TOU MEAYLATOC PECW LIAG ApvNong OTTOU: TO Ox! «EKEl — e5W», VA EVWOEL
TNV QriooTaotomnoinon and TNV mapdoTacn ToU MEAYLATOC Kal T SIAKOTT) TOU
OUCXETIOPOD TOL BedTr| 1) TOL KOAAITEXVN PE TNV rmapAacTtacr. O KAAITEXVNG
elval poévog Tou, aA\A —Kal TO €PYO (TO TIPAYHA) eival EKei-, ETIONG POVO TOU.

Autiy TN povagd Tou €pyou avadeikviel 0 Kwothg pe Aaunpd Tpomo Tike-
VTPWUEVOG OTNV KATaoTpodr], SNAAdH OTO TEAOC TOL €PYOU, TAUTOXPOVA LE
™ Snuiovpyia tou. MNa napddeyua, To 1989 eixe kataokevdoel otnv ABrva,
Je mapayyeNia Tou MaAikoU lvoritodTou KAl oe cuvepyacia pe Tov KopvrAlo
KaoTopiadn, éva Kevo Mvnegio To omoio TO YERICE N TIOMATMAOTNTA TWV QVTIKA-
TOTTTPIOLWY ard KABPEPTEC TIOL EVAC HIKPOC KEPAUVOC XTUTIOVOE ETONUAivVo-
VTOC o’autolc pia avapTtnuévn Aridwaon (va Statement). H 16€a 6Tt 0 Kepauvog
elval, aAMA Kal TaUTOXPOVA QValpeiTal (TEAEIWVEL AKPIBWE TN OTLyUr TIOL EKTEAEL-
Ty, eival N Kevtpikn 1I6Ea auToL TOU €PYOL OTO CUVOAO TOU, MO TOTE KAl TWEA,
ye TN Sladopd OpWC OTL EKTOTE 0 KAMITEXVNG ETIKEVTPWONKE OTN CUCTNHATIKN
KAl TNV KABe Gopd aAAayr) Twv CLVENKWY Tou, SNAASH TWV CUYKEKPILEVWV
polnoBecewy TNG epdavions. H mpoeTolpacia Twy cuvenkwy (N eykaTaoTaon
kal N Slavopr) HETOAIKWY axidwv oTnv erdAVEId TIOL ETIKOIVWVOLV Qvapueod
TOUG UE OrIvVBrpec-kePauvoUg) lval TO CUCTATIKO CTOIKEID TNG £PYACiac wg N
TIPo0MOBECN evOC axediacLiol OXECEWV TIOU LIE TOV €va I} e ToV AAAO TPOTo
autoavaipouvTal -elval epr)UEPOL CUOXETIOHOI TOU £QYOU TIOU AEITOLEYOLUV OTIWG
Ba Touc ewooloe N (wypadikr TIAPAdoon WG oxedI, -OAA WG aTTPOBAETTTA
OHWG KAl KABE Gopd, we edrUEPA KAl WS VEQ, SIAPOPETIKA OXEDIAL.

Me Tnv éwvoia auTn, N epyacia Tou KwaoTr) ETIKEVTPWVETAL EUPETA O 600 EWOL-
€G 0L OTI0IEC KATAPTICOLY TNV EIBIKOTNTA TNG KAAITEXVIKAC CUPMEPIDOPAG, AN
KAl TO TIVELUA TOL CLYXPOVOL KOopou. H pia évvola eival ekeivn TNG kaTaoTpo-
¢nc, Tou ATav Slonun Ta xpoévia 1970, Aoyw TwV OXETIKWY EQYACILY, WC TIPOG
™ Snuoupyia Twv povTEAwWY, Tou paBnuatikow René Thome ° (Atav n Bewpia
TWwVv KaTaotpopwy, 1972) kar apopoloe TN oTabepdTnTa, AMA Kal TNV aAlayr
Kl TN LETaBANTOTNTA TWV Hopdwy, TN CUVEXEIQ KAl TNV QoLVEXEIA, TN SIaKOTTN
¢ oUVEXEIAC (TO OPIO) KAl TNV EMTAVAPOPA TNG CLVEXEIOS TWV HOPPWV K.0.K. H
AMN\N évvola oTnyv €pyacia Tou KwaoTr) eival GXETIKM UeE TN ONUAVTIKY EKTOTE, yia
TN AETOUPYIa TOL €PYOL TOL, OPYAVWTIKA oLCTACN TOU £PYOU ANd QWTEIVEG
OXEOTEIC ATTPOOTTTWY OTIVEAPWY KEPAULVIWY, TIOL TIPOKUTITOLY Artd OToLANTOTE
EX0LV eyKATAOTABEL akideC oTnV ETIPAVEIQ -KAL TIOU TIPOCAAUBAVOVTAL TAUTO-
XPOVa KAl oTiypaia OAoL padf, we €va autorpoodlopICOUEVO, AUTOTEAEG CUVOAO.

AMA 10 cUVOAO aUTO Sev eAéyxeTal (Bev TIPORAEMETA), And TNV EMMAOYN TOU
KOATEXVN OTWG Ba cuveRave o pia cuvBean, anod Tov {610, OTOIXEIWV (EIKoVO-
YOOPKWY ) ONPEIOAOYIKWY 1 OTIOIWV GAWVY OTOIXEIWV TNG KOATEXVIKNG S10a-
OKaAIOQ) TNV oroia Ba CLYKPOTOUCE GE CUCXETICUOUC TOUC Kal Ba Toug eMetep-
yalotav Pe unxaviko TPOTo we ETEUPACEIC OTIC OXECEIC TOUG, ) YE aloBnTiKO
TPOTIO WG TIC OPYAVWOEIC PIAC OTTOIACdNTIOTE AOYIKAG TOUC SIEBETNONG. AvTiBe-
Ta e6W, TO KABE CUYKEKPIUEVO OUVOAO-QITOTEAECLIA OTIVENPWY (ETIAEYOLEVWV
«KEPAUVIWV>) TIOL TIPOKUTTTEL WG 1] EIKOVA, KATACTPEPETAL ATO £VA ETIOPEVO TIOU

4. Diderot, Essais sur la peinture,
Pensées détachées, Les classiques
du peuple, Editions Sociales, 1955,
Paris. “Essais sur la Peinture”, 0.35-
106. BA. Eniong, Diderot, Essais sur
la Peinture, Salons de 1739, 1761,
1768, Collection Davoir : Lettres,
Hermann Editeurs ds Sciences et
des Arts, 2003, 0.11-79. BA. eriong,
Fried, Michael, Absorption and
Theatricality. Painting and Beholder
in the Age of Diderot, University of
California Press, 1980, The University
of Chicago Press, Chicago, lllinois,
1988, Fried, Michael, La place du
spectateur, Esthétique et origines
de la peinture moderne, nrf Essais,
Editions Gallimard, 1990, Paris,

BA. mapadelypatika, KeddAaio,

«La place du spectateur», ([...]
(wypagikn mov ovSETEPOTTOIEL 1
apveital Tnv rapouaia Tou Beatn.
[...]) o.113.

5. Thome, René, Stabilité structurelle
et morphogenése, InterEditions,
Paris, 1972, 1977. Mapatrpnon
TOU ouyypadEa: N TPEWTN
XPNOWOoToinon otnv TePLoxn TNG
EIKAOTIKNG €peuvag, TNG Bewpiag
TWV KATAOTPOPWY, EYIVE TO

1976, anod Tov anod tov Bernard
Lamarche-Vadel, oTo mpoAoyIkd
TOU Keluevo Tou KaraAdyou TnG
Navodg Maotpa, Analogiques,
¢xkdoon Denise René, 1976, Paris,
OmoL avapEPETal 0TOV OPO, «seuil-
catastrophe», («6pl0-kaTaACTPOD)»)
OXETIKA PE TO €PYO TNG.


https://fr.wikipedia.org/wiki/Inter%2525C3%252589ditions

TIPORAETIETAL VO KATAOTPADEL £TTIONG -OKPIBWS AdYW TNG HON KATAOKEUAOTIKNG
o00TaoNG TOU €0YOU VA CLVIOTATAI OE EKAOTOTE KAL OE OUVEXEIC e€adavioelg,
TPV éva aroTunwpa TG e€adAaviong va TNV TUCTOTIOINCEL OTL ATAV eKel (0TI
urnpPée) : WOoTe TO €PYO Va glval Tplv arod TO £PYO KAl TPV va Vivel £pyo auto
rou Sev yivetai n Sev 6a yivel ote €pyo. H e€adpavion kabauTr) we TedcAnyn
elval ekelvn TOTE TO CUYKEKPIUEVO Kall TO TIPAYUATIKO IKavO va TIpoodlopileTal
QVTIKEUEVO TNG epyaciac Tov Kwotr—kat &ev eival otnv paén o oruveripac (o
KePAULVOC) TIOL e€adavioTnke. AUTOC eival akPIBWE oTnv epyacia Tou Kwotn, o
OPIoHOC TOL EpYou -givarl n e€agpavion, Sev eival 0 Kepauvog.

AuTh eival kat pia avakGAupn mou Tov dlaxwpilet arod TIC avayvwpICOPEVES WG
OITTIKOKIVNTIKEC TEXVEC, TV XPovwv 1960 kai 70, SnAadr TIC TAUTOAOYIKEG EKEI-
VEC KOMITEXVIKEC EQYQCIEC TIOL EyKABIOTOVCAV TO TIPOYPAUHA TNG EYKATACTA-
ONG, WG TO EDYO -WC Tr) CUVETIEIQ TNG EYKATAOTAONG. Oa TIP0CcTEDE OTI O KOANI-
TEXVNG €ixe Tipodavwg Tn diaicBnon autrc TnG IGEag Tou dtav, /dN 10 1992, ce
Hia cuvopia Tou pe Tov Jacques Donguy, & avadpépetat o idlog atn SIGAKTOPIKN
Tou dlaTEIRn oL eToipale TOTE pe Tov Jean Francois Lyotard kat Tiou eixe Tov
TiTAO “Apo-telesma”, 6nAadr) evwooloe, «MeTA-To TEAOG» (WG TN PEAETN TOL
ETIOKOAOUB0UL TOU TEAOUG ) WG TN PJEAETN TNG ETIOUEVNC KATACTAONG TOU TE-
AOUG 1 WG TN CLVETIEIA TOL TIPONYOULEVOL WC TOL TEAOUC) KAl TNV TIAQATIOUTTH
QUTM QVTIOTOIXE KL N avAAUCH ToL €pyoL Tou Kwaoth ard tov Pierre Restany, To
1994, kaT& TNV OMoIa Ol AGUEIC TWV EIKOVWV TWV NAEKTOOVIKWY EVTACEWV Eival
OT0 evdIQUETO TOU eyeAiavol «lval» Kal Tou «un-elvar». 7 MNa Tov ocLyypapea
QUTOU TOU KEIWWEVOU, Ol TIAPATNPENTEIC TIOL TIPOKUTTTOLY WG TIPOG TO NAEKTPIKO
€pY0 Tou KwaoTr) KaTd TN ONUEPIVA TOL KATAANEN, elval OXETIKES pe SLO KUPIEC,
QMG KAl QVTIBETIKEG OPWG, PETAED TOUG, TIPOCEYYIOEL.

H pia, kat autn eival kaw N o dladedouevn epunveia, MAPAMEUTIEL ATTO TOUC
OTIVONPEC UIAG ETIHAVEING PE akideC, Tou KwaoTr), oTnv KaBauTr CUOTATIK A&l-
TOUPYIA TOUC WG KEPALVWVY KAl WC TNV KATEEOXNV LMOSEIEN TNG EWOIAG TIOU
QTOKTA N CUYKEKPIUEVN AUTH) AEITOLEYIA TOL B0V TOL KAATEXVIKOD TOUL EQYOU.
H petaBeon evwoel TNV TIQEATOUTT) oTa avTioTolxa cupdpaloueva, -6nAadh
OTOV NAEKTPIOUO KAl OTIC SUVALELC TNG EVEPYEIAC TOL NAEKTPICUOV, oThyv EI00P-
QOTIOTIKM TOULC AETOUPYIa OTO TIEPIBAAOV TOU GUCIKOD KOGHOUL KAl OTNV GUCIKN
QVAYKAIOTNTA VA TIPOKOTTTEL OTIWOONTOTE, KATW, Ard armEdBAETTEC CUVONKEG,
WOTE KAl N TIDOCOXN KAG YA TO €pyo Tou KwaoTr) va oTpédeTal 0’'auTr TNV e€w-
TEPIKOTNTQ, -EKEVN OPWC TIAEOV, TNV EEWTEPIKOTNTA TNG GUOIKAG AeToupyiag
TOU KEPAUVOU, EKTOC TOL KABALTOU KAl CUYKEKPIUEVOU, KABE Hopd, EQYOL TOU
KQAAITEXVN.

H &\, dlapopeTikr avTiAnyn Tou ocuyypadea autol TOU KEWWEVOL, EVWOEI
avTiBeTa TNV arrootaciortoirjon and Ta cupdpaldueva Tou Kepauvol (arod Tov
NAEKTPIOUO, Ao TIC SUVAPEIG TNG EVEPYEIQC TOL NAEKTPIOUIOV, artd Thv eEl00p-
POTIOTIKA TOUG TIEPIBAANOVTOAOYIKY AETOLPYIA), YIa VA ETIKEVTPWOEL OTn OL-
VIOTWOA KABauToTNTA TOL €QYOU TOU KAAAITEXVN TIOU €ival akPIBWES N OUYKE-
KPIEVN EKACTOTE TOTE KAl EKElvN, KABE Gopd, EMPAVEIa PeE TIC akideC TNG va
ETIKOIVWVOULV PECW OTTIIVEAPWY TIOL EX0LV TIPOPRAEPOEL va TIPOKUPOLY Kal eival
KOATQOKELAOWEVN YIQ TOV CUYKEKPIUEVO EKEIVO AOYO: VA KIVNTOTIOIOUVTAL Ol OTTIV-
Brpec-kepauvol eite e TNV LYPACIA TIOL Ba TOUC TIPOKANBEL ard TNV AVArTvVor)

TeAeToupyia TnNG €kpnéng.
O€fuypadia. 65 x 45,5 eK.
‘Exdoon ota 60 avtituma.
Ritual of explosion.
Oxygraphy. 65 x 45.5 cm.

60 exemplary edition.

6. BA. “Zuvévteuén Jacques
Donguy-Kwotg TplavtadOAAou,
1994, Costis Triantaphyllou,
Makedovikd Mouceio ZUyxpovng
Téxvng, 1995, @eooaAovikn,
KaraAoyog, oegh. 26, 27, 30, 31,
kay, “Costis, L'espace électrique”,
Espace Electra, Paris, 1995.

7. BA. Pierre Restany, “To HAekTpIkO
Mn-eivar”, “Le non-étre électrique”,
Costis Triantaphyllou, MakedovIKO
Mougceio Z0yxpovng Téxvng,
Katdtoyog, 1995, ©Oecoahovikn,
14, 15.



TOU KOAAITEXVN 1 TOL Beatr) 1 anod TNy oroladnoTe AN LYPAVTIKA TIOPEPBRa-
ON Kal va AEToUPYNOEL TO €0Y0 WG TIPOCG €va TIPAKTIKA evildpeco medio: Tnv
aréoracn SnNAAd-TNV LACTIOINUEVN KAl TNV QVAUEVOUEVN voNTA- YETAED SUO
OTIVONPWY CUUTEPIPEPOPIEVWY WC KEPALVWY, -TIOL OPWS Sev Eival KEPALVOL,
emeldn akpIBWS PoRAEDGBNKav.

©a pmopovoape va Movpe OTL OTNV epyacia Tou Kwaotr 1ox0el auTtd TO OToio
UNOOTNPLCE OTIG CUVOUINEG HIAG KAL OE KEEVA TTIOL CLVTAEAUE ETIAVW O'AUTEG,
0 ¢i\oc pou Piotr Kowalski, 6Tt To €oyo Sev eival autd rmou rmapdyetal, ald
elvar o1 ouvBrikec Tou. 8 Emtiong, otnv napardvw Sikr Tou dlatdrnwon, ° o Pierre
Restany, eixe cuUMABEL TNV éwola Tou evdidueoou, YETAED ToU eival KAl TOU LN
elval KAl TIPAKTIKA AUTO EWOOUOE TA KEVA TIOL CUUTTANPWVOLY TNV 0AOTNTA KAl
TIoU Ba €lval N CLUVOAIKI) CLVETIEID TNC TIPOCANYPNC TOL €QYOL, WC CUVTEAOULIE-
VWV OTIVErpwy, 0AAG KAl QVaUEVOLIEVWVY, ETTOUEVWY OTIVENPWV. ¢ TIPOC AUTH
OpWC TOTE TN CUVOAIKN, KABE hopd, TIPOCANYPN EVOC AU TIOL Yepilel cUVEXWS
ano TA TIPOOTTTIKA, TIDOBAETIOPEVA KEVA TOU OTO ECWTEPIKO TOU -TIC SIQKOTIEC
QvAPEDCQA OTOUC OTTIVENPEC-KELAUVOUC, KAl TOUC QVAPEVOLEVOUC VA €0B0LV GA-
AOUC, OTTIVBRPEC-KELALVOUC, -TA KEVA (Ol KATAOTPOPEC), ETIAVEQXOVTAL CUPDW-
va e TNV apxn TN EMavaAnmmkOTATAC y\A VA YEPIoOLV TA TponyoLpeva Kevd
KAl yI VA TIDOKOAECOLV TA VEQ, TA SIKA TOUG, TA ETIOUEVA KEVA: N QVOLEVO-
UEVN EMAVaANTTTIKOTNTA €VAL EKEIVN AKPIBWG TO KAAITEXVIKO €PYO TIOU, EKTOC
ard TNV ETIKEVTPWON OTA KevA, ArokTa kal Slavlel TN BewpnTikr) Tou SIGoTaon
eMeLdr eWOEel TO TENOG TNG OUVBEDNC E TNV IOTOPIKN TNG EWWOIA TOL EYKAW(I-
OpoL Kal TNC ETIKEVTPWONG (TNC ECWOTPEPEIAG) OTO ECWTEPIKO TNG, WG TEAEL-
WUATOC TOL €PYOU (TNC OAOKANPWONC TOL €PYOU) KAl Eival TOTE N EYKATAOTAON
NG APXNC TNG QVoITNC Mapabeonc, oto idlo Tedio TouL TNV AVTIKABIoTA, WG TNV
KaTeCoxNV HEBOSOAOYIQ TOU LIOVTEPVIGLIOU TOU EIKOOTOU QWVAL.

O Kwotng epyaletal we TIPoc éva PENOV TIoL Ba ABeEAE va aroTteAeital and
v mAnedtnTa, dnAadn and TNV ICOTIHIA TWY PEPWY, -TWV YELUATWY KAl TWV
adeiwv, TNG avauovrc ToU TEAOUC KAL TOL TEAOUC TN¢ avapovrc (TNG KATAoTPO-
®NG), TNV arroucia TG KAVoVIKOTNTAEG WG TV KAVOVIKOTNTA TOU £PYOU- TNV Qdi-
agpopn Aertoupyia GAWV AUTWY, TIOU EKEVN OPWC CLVICTA TO €pYOo: N adladopia
TOUL ATTOTEAECHIATOC TNG AEITOUPYIAC, WG TIPOC TO EVOIAPEPOV YIA TO EVOIAUIECO
TIOL KATAoTPEDETAL, €lval TO EURANUA TNC epyaciac. ANA TeAeuTaia, OPWS O
KwoTr¢ BEAnce va dwaoel pta GAN Siiatacn otnv apxr autn TnG adlagopiac pe
v SpacTtrpla TTapépBaon oTic cuvBrkee TNC. H 1&€a Touv NTav N €€nC: pe v
opyavwon oty empAvela evOC CUCTHUATOC SIAVOUNG KAl OpyAavwonc TNG aki-
Swv, 0 KOATEXVNG Ba BeAe va TIPOEYKATAOTIOEL TO EVOEXOUEVO TWV OXNUA-
TIOPWY, TWV OPYAVWOEWY KAl TWV TIASYUATWY TWV GWTEIVWY TOUC CUOKXETIOLIWV.
Katda karolo tporo eival n avalitnon va oxedlaoBei kal va TipoPAedBEl N eTo-
pEevVN KataoTpodr) TIoL Ba eKTTANPWBEL, TPOETOWACOVTAC TNV APECWC ETTIOUEVN.
Eival n 16¢a va nmpooxediacBel n adiladopia kal avtn eival pia mpoRAedn - kau
TOU EAEYXOUL-, EVOC PEAMOVTOC QUTNC TNC €QYACIAC, TIOU TIEPIUEVOULE.

lavoudplog, 2020

To MPWTO TUNWHEVO KUKAWHA TOL
NAEKTPOVIKOU Kepauvol, ABriva 1986.
The first printed circuit of the
electronic lightning, Athens 1986.

8. O ouyypadelc autoL Tou
KEIEVOU EXEL CLUVTAEEL e TOV
Kowalski, To 1971, éva didhoyo,
TIEPIMOU TIEVAVTA CEAOWY OTOV
oT10i0, OTN CLVEXELQ, ETEVERBNCAV
Kat ot S0, MPOCHETOVTAG Ta VEQ
TIPOBAUATA TIOU TIPOEKLTTTAV
and TG AravTroeg Toug, ota
Tponyolpeva TPORAAUATA.

9. Om.m. 2nueiwon 7.



Costis:
Organising Disappearance
- or An End to Composition

Emmanuel Mavrommatis*

| HAD THE OPPORTUNITY TO MEET COSTIS from his first steps as a
visual artist who wanted to be as little as possible within his work himself. He
believed also that the artist’s distancing from a subjective expressive choice
of the way of working promotes the artwork’s self-organisation. This quest for
distancing from the work is generally inherent in the thoughts of contemporary
artistic research about the need for a non-personal artistic function which
would provide, in and of itself, the reason, the necessity and the ways of
organising its own cohesion. More or less, we all experienced the years of
defiance in Paris from the ’60s onwards, when reflections replaced aesthetic,
acknowledging that “why that becomes this” (there — here or that thing there
—an image here) is the only sufficient reason for it to be done (as and when it
is indeed sufficient). Otherwise, the work becomes redundant.

| shall add three demarcations which were, to us back then, the guidelines for
a modern programme: these were Yona Friedman,' the core of whose ideas
was the design of an architectural programme as a set of moveable solutions
—developed by the user, without the architect— to meet his housing and urban
planning needs; Frank Malina,? founder of Leonardo magazine and leading
figure in the (artistically) functional uses of new technologies; and, finally, my
great friend Piotr Kowalski,® to whom the work was the establishment of its
conditions on each occasion as the constituent references of the necessity of
its logic. These ideas shaped much of the modern programme as liberation
from the preconceived ideas and aesthetic norms.

Today, the distance of time has sorted out things and we can say with
certainty that the historical constituent formation and the mutual definitions
of expression and construction have been distinguished and clarified: it is art
that teaches how the artist will appropriate the other and will substitute the
world (and this expression) as if the world were part of the self (the object
becomes an image); respectively, it is the modern programme that teaches
the absorption from the other and teaches the artist to withdraw to emphasise
the other itself (and this is construction), as if that in itself were indeed the self-
contained origin — the object of the processing exercised on it. It is noted that

(*) Professor Emeritus, University of Thessaloniki

Mépog Tou €pyou AEpIVOC TAEISEUTAC,
1994.

A€paC, NAEKTPOVIKOG KEPALVOC, XWHA.
Part of the work Airy traveller, 1994

Air, electronic lightning, soil.

1. Pierre Restany, Gottfried Honegger,
Paris, 1975.

2. (1912, USA, 1981, Paris). See a
feature by Emmanuel Mavrommatis
in Vima tis Kyriakis, Feb. 1972, a
conversation with the artist (“To
SlAoTNUA OTO XWPEO TNG TEXVNG.
Zuvevteuén pe Tov Ppavk Mahiva,
QOTPOVAUTIKO, AEPOVAUTIKO Kal (w-
Yp&d0o”) published under the nom de
plume Anagnostis.

3. (1927, Poland, 2004, Paris).

See Emmanuel Mavrommatis,
Dewasne-Kowalski, Catalogue,

Musée Picasso, Antibes, 1971,
Emmanuel Mavrommatis, “Entretien
avec Piotr Kowalski”, Douze ans d’art
contemporain en France, 1960-1972,
Grand Palais, Paris, 1972, p. 254-256.
Catalogue, Emmanuel Mavrommatis, (*
H &nuiovpyia xwpic Tov kKaATEXVN”),
conversation with Piotr Kowalski, To
Vima, Jan. 1972, published under

the nom de plume Anagnostis,
Emmanuel Mavrommatis,”Piotr
Kowalski et la Théorie des Références»,
Opus International, no. 48, Janvier
1974, Paris, p. 22-30, Emmanuel
Mavrommatis, “Piotr Kowalski, (1927-
2004): O koMTeXVNG Kat N Eriotn-
un”, publication of excerpts from an
interview with the artist taped in the late
1970s, Ta Nea tis Technis, no. 136, Apr.
2005, p. 20, 21.



the concept of absorption is traced back to Denis Diderot* and it still means
the same to us today, i.e. the viewer’s or the artist’s distancing from the thing,
from appropriating the thing through a negation where the not “there — here”
denotes the distancing from the representation of the thing and the cessation
of the viewer’s or the artist’s correlation with the representation. The artist is
on his own, but so is —the work (the thing) is there—.

This solitude of the work is brilliantly demonstrated by Costis, who focuses
on the destruction, i.e. the end of the work, simultaneously with its creation.
In 1989, for instance, he was commissioned by the French Institute, in
collaboration with Cornelius Castoriadis, to build in Athens an Empty Monument
filled by the multiple reflections from mirrors struck by a small thunderbolt to
highlight a Statement posted on them. The fact that the thunderbolt is and
at the same time is negated (ending at the very moment it is performed) has
been the key idea in his entire oeuvre, then as much as now; the difference
is that after that the artist focused on the systematic, regular change of its
conditions—the specific prerequisites for its emergence. The preparation of
these conditions (installing and distributing on the surface metal spikes which
intercommunicate with sparks-thunderbolts) is the constituent element of the
procedure as the condition for designing relations which are self-cancelled in
one way or another; they are ephemeral correlations in the work, functioning
as what traditional painting would mean as drawings—albeit as unpredictable
and ever ephemeral, new, different drawings.

Inthis sense, the work of Costis centres indirectly on two concepts which reflect
the specificity of artistic behaviour as well as the spirit of the contemporary
world. The one concept is that of catastrophe, made famous in the 1970s
due to the models developed by mathematician René Thom® (catastrophe
theory, 1972) regarding the stability but also the mutability of forms, continuity
and discontinuity, the interruption of continuity (the limit) and the restoration of
the continuity of forms, and so on. The other concept relates to what was to
become important for the function of his art: the organisation of the work via
the luminous relations of the unpredictable sparks generated at any point on
the surface where spikes have been installed and perceived simultaneously
and instantaneously all together as a self-defined, self-contained whole.

Yet this whole is not controlled (not predicted) by the artist’s choices, as
would be the case if he composed elements (pictorial, semantic or any
other elements of artistic teaching) into correlations which he would process
either mechanically, by manipulating their relations, or aesthetically, as the
arrangements of any logical layout of them. Here, by contrast, each specific
set—the result of sparks (selected “thunderbolts”) that manifests itself as the
image is destroyed by a next one which is also destined to be destroyed,
precisely because the work is meant from the outset to consist of a
succession of disappearances before an imprint of the disappearance attests
that it was there (it existed): thus the work is before the work and before what
does not become or will never become a work becomes a work. Thus the

AvuTO 6¢v gival €éva BavpaoTiko.
Eivau €val! Inkjet print on fine art paper.
This is not an exclamation mark.

It is one! Inkjet print on fine art paper.

4. Diderot, Essais sur la peinture,
Pensées détachées, Les classiques
du peuple, Editions Sociales, 1955,
Paris. “Essais sur la Peinture”, p.
35-106. See also Diderot, Essais sur
la Peinture, Salons de 1739, 1761,
1763, Collection Davoir : Lettres,
Hermann Editeurs ds Sciences et
des Arts, 2003, p. 11-79. See also
Fried, Michael, Absorption and
Theatricality. Painting and Beholder
in the Age of Diderot, University of
California Press, 1980, The University
of Chicago Press, Chicago, lllinois,
1988, Fried, Michael, La place du
spectateur, Esthétique et origines
de la peinture moderne, nrf Essais,
Editions Gallimard, 1990, Paris; see
indicatively the chapter «La place
du spectateur”, ([...] a painting that
neutralizes or negates the viewer’s
presence [...]) p.113.

5. Thom, René, Stabilité structurelle
et morphogenése, InterEditions,
Paris, 1972, 1977. Author’s note:
the first application of the theory of
catastrophe in the realm of artistic
research was in 1976 by Bernard
Lamarche-Vadel, in his introductory
text for the exhibition catalogue of
Nafsika Pastra, Analogiques, ed.
Denise René, 1976, Paris, where he
cites the term «seuil-catastrophe» in
relation to her work.
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disappearance itself as a perception is the specific and definable object of
the work of Costis—and this is not in practice the spark (the thunderbolt)
that disappeared. And this is precisely the definition of the work in the art of
Costis: it's the disappearance, not the thunderbolt.

Thisis adiscovery that sets him apart from what is recognised as the op-kinetic
arts of the ‘60s and ‘70s, i.e. those tautological art projects which established
the programme of the installation as the work—as the consequence of the
installation. It is added that the artist obviously had an inkling of this idea
already in 1992 when, in a conversation with Jacques Donguy,® he mentioned
the doctoral thesis he was preparing at the time with Jean Francois Lyotard:
its title, “Apo-telesma”, meant “After the end” (as the study of the aftermath
of the end, or the study of the condition after the end, or the consequence of
the preceding as the end); this is also reflected in the analysis of the work of
Costis by Pierre Restany in 1994, to whom the flashes of the images of the
electronic tensions are in between the Hegelian “being” and “not being”.” To
the undersigned, the observations around the electric work of Costis in its
current state relate to two main—but contrasting—approaches.

The one—and most prevalent—interpretation points from one of the spiked
surfaces of Costis to their constituent function as thunderbolts and to
demonstrating the meaning that this specific function of the artwork acquires.
This shift denotes an allusion to the corresponding context, i.e. to electricity
and the forces of electric energy, their balancing effect in the natural world
and to the natural necessity for it to emerge under unforeseen circumstances,
s0 that our attention on the work of Costis turns to this externality —but now it
is the externality of the natural function of the thunderbolt outside the specific
work of the artist.

By contrast, the other, different perception of the author of this text favours
a distancing from the connotations of thunder (electricity and its forces, their

3=1 ) TavtoXpovn ypadn, 1991-1993
AEPQAG, TPEIC NAEKTPOVIKO! KEPAUVOL,
QAMOXCAKWHEVOG BAKEATTNG, KAOUTOOUK.
3=1 or simultaneous writing, 1991-1993
Air, three electronic lighntings, decopper
bakelite, caoutchouc.

6. See «Zuvévteuén Jacques
Donguy-Kwomg TplavtadOr-

Aou, 1994, Costis Triantaphyllou,
Macedonian Museum of
Contemporary Art, Catalogue, 1995,
Thessaloniki, p. 26, 27, 30, 31,

and “Costis, L'espace électrique»,
Espace Electra, Paris, 1995.

7. See Pierre Restany, «To HAe-
KTPIKO Mn-givar, «Le non-étre
électrique», Costis Triantaphyllou,
Macedonian Museum of
Contemporary Art, Catalogue, 1995,
Thessaloniki, p. 14, 15.

8. In 1971 the author of this text
and Kowalski compiled a dialogue
of approx. fifty pages, which was
subsequently reworked by both
as they added the new issues that
arose from their answers to the
previous issues.

9. Op. cit., footnote 7.



balancing effect on the environment), in order to focus on the constituent
selfness of the artist's work, which is the specific surface on each occasion
whose spikes communicate via sparks that are envisaged to occur and
which is constructed for that specific reason: for the sparks-thunderbolts
to be triggered by the humidity of the artist’s or the viewer’s breath or by
any other humidifying effect, so that the work will function in relation to a
practically intermediate field: the distance —the implemented distance and the
expected, notional one—between two sparks that behave like thunderbolts
but are not, precisely because they have been envisaged.

We could say that the work of Costis demonstrates what my friend Piotr
Kowalski claimed in our discussions and in the papers we drafted on the
basis of them: that the work is not what is produced but is its conditions.®
Moreover, in his aforementioned passage® Pierre Restany had conceived
the notion of the intermediary between ‘being’ and ‘not being’, and in
practice that's what he meant: the gaps that complement the whole as the
overall perception of the work; as sparks that occur and as sparks that are
imminent, expected. But then as for the overall perception of a whole that
keeps being filled with the envisaged gaps inside it—the intervals between
the sparks-thunderbolts and the anticipated new sparks-thunderbolts—
the gaps (catastrophes) recur as per the principle of repetition to fill in the
previous gaps and create their own new, subsequent gaps: this expected
repetitiveness is precisely the artwork, which, in addition to its focusing on
the gaps, acquires and traverses its theoretical aspect because it denotes
the end of the composition in its historical sense of the confinement and the
centring (the introversion) within it as the completion, the consummation of
the work; and then it is the application of the principle of open presentation,
in the same field that replaces it, as the predominant method of twentieth-
century modernism.

Costis works towards a future which he would wish to consist of the
completeness, i.e. the equitability, of all parts—full and empty, the anticipation
of the end and the end of anticipation (of catastrophe), the absence of
normality as the normality of the work; the indifferent functioning of all these,
which is what constitutes the work: the indifference about the outcome of the
function versus the interest in the intermediate thing that is destroyed, is the
emblem of the work. Lately, however, Costis wished to invest this principle of
indifference with another dimension, by actively interfering with its conditions.
His idea was as follows: by providing the surface with a system of spike
layout and distribution, the artist aimed to predetermine the eventuality of the
formations, patterns and grids of their luminous correlations. In a way, it is the
quest for designing and predicting the next catastrophe which will occur, in
preparation for the one immediately after that.

It is the idea of planning indifference, and this is a prediction of —or even the
control over—an anticipated future of this work.

January 2020

Moptaito TG €kpnéng, 1991
AEPAG, NAEKTPOVIKOG KEPALVOG,
KABPEDTNG, YUOA], KOOUTGOUK

0€ N QyWYIUO LAIKO.

23 x 50 ekatootd SIAPETPO.
Portrait of the explosion, 1991
Alr, electronic lightning, mirror, glass,
rubber on non conductible material.
23 x 50 centimeters diameter.
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3=1 1 evaépia xopoypadia, 1991. AEpag, NAEKTPOVIKOG Kepauvdg oe xahko, 100 x 65 x 35 ek.
3=1 or aerial choreography, 1991. Air, electronic lightning on copper, 100 x 65 x 35 cm.
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Awagpavoig, 1990

Aépag, 600 NAEKTPOVIKOL KEPALVOL, AMMOXOAKWUEVOG BaKeATNG Tidvw oe EVAlVN kaTaokewr, 41,5 x 41,5 x 16 ek.
Diaphafsis, 1990

Air, two electronic lightnings, decoppered bakelite on wood, 41.5 x 41.5x 16 cm.
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HAektpoypadnua, aicBnon ané To £€pyo EkAaupng, 1994
MoAUBla kat kapBouvo oe XapTi. 65 x 50 ek.

Electrograph, sensation from the flash work, 1994

Pencil and coal on paper. 65 x 50 cm.
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Kupiapxeg YpaupéQ KL aywylgoroinpéva nedia.
HAekTpoypadnua anod 1o €pyo Agvan Xaptoypapnon.
MoA0BIa katl kapBouvo oe XapTi. 65 x 50 ek.
Dominant lignes and conductible fields.
Electrograph from the work Infinity Mapping

Pencil and coal on paper. 65 x 50 cm.
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230.400 TeTpaywva péoa oto TeTpaywvo. 2000-2019

AEPQAG, NAEKTPOVIKOG KEPALVOG, AMTOXAAKWUEVOG BakeAtng og ELAIVN kataokeur) 120 x 120 exk.
230.400 squares within a square. 2000-2019

Air, electronic lightning, decoppered bakelite on wood. 120 x 120 cm.




AlaSoxIKN ePdavion NAEKTPOVIKWY KEpauvwy oTo £€pyo 230.400 TeTpdywva péoa oto TeTpaywvo, 2000-2020
AEPAG, NAEKTPOVIKOG KEPALVOG, AMOXAAKWUEVOCS BaKeATNG og EVAIVN KaTtaokeur). 120 x 120 ek.

Succession of lightnings in the work 230.400 squares within a square, 2000-2020

Air, electronic lightning, decoppered bakelite on wood. 120 x 120 cm.






Awadikacia avayvwpiong, 1988. dwroypadia oe aloupivio.

AVTIKOOPEPTIOPOS Ao TOV KAUTUAO KABPEPTN Tou €pyou Vision oL pEpel NAEKTPOVIKO kKepauvo. 60 x 120 ek.
Identification process, 1988. Photo on aluminium.

Mirrorical return of the convex mirror of the electronic lightning work Vision. 60 x 120 cm.









Aladoxikr) epdAVION NAEKTPOVIKWY KEPALVWY PE TIG AVTAVAKAATEIG TOUG OTOV KOINO KaBPEPTN
Tou €pyou Vision. 1989. Gwtoypadia oe alouvpivio. 54 x 114 x 2 k.

Succession of electronic lightnings and reflection on concave mirror of the work Vision, 1989
Photo on aluminium. 54 x 114 x 2 cm.
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‘Opaotg | 'Opapa, 1989. Aépag, NAEKTPOVIKOG KEPALVOG, KOINOG KABPEPTNG, Cidepo. 140 x 50 x 35 ek.
Vision, 1989. Air, electronic lightning, concave mirror, iron. 140 x 50 x 35 cm.






Signes avant-coureurs d’ optiques nouvelles, 2000-2005

AEPAG, NAEKTPOVIKOG KEPALVOG, AMOXAAKWUEVOC BakeAitng oe EVA0. 100 x 100 x 13 ek.
Signes avant-coureurs d’ optiques nouvelles, 2000-2005

Air, electronic lightning, decoppered bakelite on wood. 100 x 100 x 13 cm.
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Aywyipo £€6adog, 1994

AEPAG, NAEKTPOVIKOG KEPALVOG, XWUA, pviopata urpoutlou.120 x 120 x 18 ek.
Conductible ground, 1994

Air, electronic lightning, soil, bronze. 120 x 120 x 18 cm.
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2x€010 Tou €pyou HAekTpormoinua poAodt pe Aenttodeikteg Ae€elg, 2003. 2vikr) pedavn oe XapTi. 28 x 30 ek.
Drawing of the work Electropoem watch with minute-hand words, 2003. Indian ink on paper. 28 x 30 cm.

HAektpomoinua poAol pe Aenttodeikteg Aé€elg, 2003

AEPQAG, NAEKTPOVIKOG KEPALVOG, AywYIUa oTolxela, HOADBL oe ELAIVN kaTaokeur). 50,5 x 50,5 x 16 ek.
Electropoem watch with minute-hand words, 2003

Air, electronic lightning, conductible elements, lead on wood. 50.5 x 50.5 x 16 cm.






AlaSOXIKE eUPAVION NAEKTPOVIKWY KEPALVWY 0TO €pyo HAekTpomoinua poAdl pe Aenttodeikteg AEEelg, 2003.
AEPQAG, NAEKTPOVIKOG KEQAULVOG, N AyWwYIo Xpwpa oe kapBd. 120 x 120 ek.

Succession of lightnings in the work Electropoem watch with minute-hand words, 2003.

Air, electronic lightning, conductible elements, lead on wood. 120 x 120 cm
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pappn Tou kKepauvoL. TurwPEVN AvVTAVAKAQON artd Tov KOO kaBpeDTN Tou £pyou Opacic/Opaua oe xapTi ye éva moinua. 70 x 50 k.
Lightning line. Printed reflection on concave mirror of the work Vision on paper with a poem. 70 x 50 cm.
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EK-PH=H, 2016

AEPAG, NAEKTPOVIKOG KEPALVOG,UN AYWYIHO Xpwua og kapBd. 120 x 120 ek.
EX-PLOSION / RUPTURE, 2016

Air, electronic lightning, non-conductible color on canvas. 120 x 120 cm.
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AlaSOYKIKNA EUPAVION NAEKTPOVIKWY KEPALvVWY oTo €pyo EK-PH=H, 2016
AEPAG, NAEKTPOVIKOG KEQAULVOG, N AyWYIOo Xpwpa oe kapBd, 120 x 120 ek.
Succession of lightnings in the work EX-PLOSION/ RUPTURE, 2016

Air, electronic lightning, non-conductible color on canvas. 120 x 120 cm
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AladOXIKH epdAVION NAEKTPOVIKWY KEPALVWV OTO €pyo Evéoouvvedikog kepauvog 1y 63.840 Bnuartiopoi oto anelpo, 2017
AEPAG, NAEKTPOVIKOC KEPALVOG, XAAKOG, BAKEATNC TTAvw o ELAOKATACKeLN e kapBa. 100,5 x 145,5 x 25 ek.

Succession of lightnings in the work Intracloud lightning or 63.480 steps to infinity, 2017

Air, electronic lightning, copper, bakelite on wooden construction with canvas. 100.5 x 145.5 x 25 ek.
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Kepavvookortia, 1995
AEPQAG, NAEKTPOVIKOC KEPALVOG, KaBpeDTES oe ELAIVN KaTaokeur). 50,5 x 50,5 x 60,5 ek.

Keraunoskopia, 1995
Air, electronic lightning, mirrors on wood. 50.5 x 50.5 x 60.5 €.






Méoa aré tnv OAn oL acTpanég evorololV TO XAOoG.

21 oepd lNaparinia gawoueva, 2000-2016.

A€PAC, NAEKTPOVIKOG KEPALVOC, N AYWYIHO XpWHa, odpalpidla, kaouTooUK ae EVAIVN kataokeur). 80 x 80 x 16 ek.
Through matter lightnings unify chaos.

Into the series Parallel phenomena, 2000-2016.

Air, electronic lightning, non conductible colour, iron beads, rubber on wood. 80 x 80 x 16 cm.
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Hurricane on lightning field.

21N oepd MNaparinia gawvdueva, 2000-2016.

AEPAG, NAEKTPOVIKOC KePALVOC, oeldwpéva PETANa oe EVA0. 120 x 120 ek.
Hurricane on lightning field.

Into the series Parallel phenomena, 2000-2016.

Air, electronic lightning, oxidized metals on wood. 120 x 120 cm.
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To 6vopa pou eivat aBydel nBIk, 1973+
Mewr) Texvikr) oe xopTti, 51 x 33 ek.

My name is abcde fghi, 1973+

Mixed media on paper, 51 x 33 cm.
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Red mad-man of the Dreamdrome and
works of the same period, 1968-1975
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TPIANTAGYAAQY

O KOKKIvOG TPEAOG TOoL Ovelpodpopiov
Kal épya tnG enoxng 1968-1975

ROMA GALLERY



COSTIS: H MeyaAn Metapaon
Anto tov TpeAo otnv Adaipeon

©@avaonc MouToOTTOLAOC

H MPOZ®ATH FEPMANIKH tawia Werk Ohne Autor (EN\NVIKOG TiTAOG: Mn
XaunAwvelc to BAgyua) pac napouotalel ) petapaon tou (wypddou Hans
Richter arné tov 2ooichiotikd Peaiiopd otnv Adaipeon ki and ekei oe pia (w-
YPOAPIKN peTayPAdr TNG pwTtoypadiag. Eival Kowog TOMOC OTn HETAMOAEUIK)
lOTOPIA TNG TEXVNG O SIOXWPIOPOS HETAEL AQVATIAPACTATIKWY KAl AAUPETIKWY
Cwypadwv. Eival emtionc yvwoto mwe auTtdg 0 SIaxwpIoPOC QVTAVAKAOUGCE KAl
pia yewypadikr diaipeon tou WuxpoL MNoAéuou. MNvwpiloupe TV «evnAKiwon»
TWV TPWTWV YEVEWV TNC adalpeTkAG CWypadIknC ard TNV avarapdaotacn
OTNV QVEIKOVIKOTNTA (UE TEQUTTWOEIC OTIWC O Jackson Pollock n1 ol eyxwplot
BAaonc Kavigpne kat Nikog KeooavAng) kat exel mavta evoladheEPoV TO OOK
Tou daivetal va diarepvdel autn TN petdBaon. H mepimtwon tou Kwoth eivat
APKETA SIAdOPETIKN KAl LOPDOAOYIKA AAAG KAl IOEOAOYIKA. AV TIAPAKOAOLON-
o€l KQVEIG TNV KOAATEXVIKY TTopeia Tou Kwaotr) TpiavtadVA oL artd Ta TEAN
e dekaeTiag Tou '60 ewe onuepa Ba €pBel QVTILETWITOG, £XW TNV EVILTIWON,
HE HEPIKEG AT TIG TIO PICOOTIAOTIKEG CANAYEG TIOPEIAG OTA XPOVIKA AUTNG TNG
Xwpag. H dekaetia Tou '60 anotelel yia Tov KwoTr Kupiwg pia evacxoAnon
pe TNV roinon kat Tn Bewpia, eV TAUTOXPOVA BA EUTTACKEL PE TO AvadLUOUEVO
eMadiké underground kat TV Autovopia.

To Ovelpodpouio kal To TéAoc TG Underground mepldodou

O Kwotnc TplavtadLAou eival, avapdloBimta, o SlavoolUeEVOC TNG YEVIAG
Tou underground, OTwG TIapatnEei kat o T€og POPRoG. «AuTA Ta KOMIYPQ-
DIKA TIPAYPATOTIOINUEVA 1 OXESIAOPEVA TIPOCWTTA &€V KOITAVE, TIEQIUEVOUV>,
ypadel yia Tn douvAeld Tou o Pierre Restany. «Eival BouBd cav tnv embupia.
Eival n evépyela autol mou ta kottadel o Toug Eavadivel Cwr, pia Gwr) Tiou
eV LTIAPXEL OANOKANPWTIKA TIAPA PECA OTO PAEPUA Tou AAAou».! 'Hon amd
Ta t€AN TN SekaeTiac Tou 1960 0 Kwotrc TpavtaduAAou Ba avarTOEEL pia
roAudiaotatn Spdon o€ pia oelpd ard KAAMTEXVIKEC TIEPIOXES, ATTO TOUG OXe-
SlaCTIKOUG MEPAPATIOPOUS WS TNV TIoinon, TNV apBoypadia, TNV €ékdoon TepL-
odIkwy, TN SlopyGvwon ekdnAwacewy. 16pUTAC kal EKSGTNC Tou TIOAD eTiOPA-
oTIKOU TePIOSIKOL AWTOC (OTNV TIPWTN TOL GACN), OTN CLVEXEID Ba EUTACKEL
oTtnV GO Kal TIO APESN LTTOOTNPIEN EVOC EVAMAKTIKOU 6pdpov, SnAadr Tou
underground. Magnum opus QuTHG TNG TPEAG EMOXNG yia Tov Kwotr Tpla-
vtadpOAoL Ba eival n ékdoaon Ovelpodpouio? (oxedlacpévo tny Tiepiodo 1970-
4). O kaN\Texvne ouvnBwe Sivel deutepelovoa BapLTNTA OTIC EKBECEIC OE
OXEON JE TN PNXAVIKI Qvartapaywyr), TIoL Tov GEPVeL oe enadr Ye eva dlado-
PETIKO KOO, TTAPOAQ AuTA TTapoualalel Ta oxedia Tou BIBAIOL oTo MNoAuTAGvo

e éxoupe Saypaypel, 1972
Xpwpata oe XapTi, 89,5 x 55 ex.
You’re dead to us, 1972
Colour on paper, 89.5 x 55 cm.

1. Pierre Restany, «De ‘3=1" A
‘38x1’ chez ‘X’», Costis, eruy. Mrt.
MarnadorovAou, Art Books, 1988.

2. Kwotng, Ovelpodpouio,
Kactaviwtng, Aérva, 1977.
E€avtAnuévo onuepaq, Bpioketal otov
SladIKTUaKS TOTIO WWW.costis.org



Tou Nikou lNamaddkn. Ta oxedia kat N (wypadikr Tou KwoTtr avtng TNG €10-
XNG avaplyvbouwy oe éva armoTeuta SNPIOLPYIKO CUVOAO EPYWV CTOIXEID aTo
NV TIO aKPAia 0EEOVAAIKA EAELBEPIOTNTA KAl TNV KOWWVIKI KELTIKY. Puoikd
emipovo aTolxeio Tou dlarepvael OGAN TN GOVAEIA TOU (AAAA Kal TA KOAAL TTOU
Ba kavel apyoTepa otn dexkaeTia Tou '80) €va XI0VUOP CAPKACTIKO Kl EAEU-
BepIako, Evag YAeuaopog yia TNV e€ouoia kal TIC cuuBAcelc kGBe eidoug, TNV
aotikn Cwr, TNV TIOMTIKI KAl OTPATIWTIKA €€0VCIA, TNV AUEPIKAVIKA ETIPEON
otn (wr TS xwpag.® «Eva onueiwpa Todka-TodKa yauw TNV Kowwvia oac
(Omoloc emayyeAuatiag Ta SiloBdcel, cav enAyyeEAUATIAS A OTIOIOC KPITIKOC TA
Kpivel va E€pel Twe ypddw Ki autolC kal TN dlvapr) TouG €I Toug €aiclous
OPXEIC POL)», YPADEL KATOU. ZNueia Twv Kapwy. ANOU Seixvel KuVIoPO Kal
OOPKACHO YIA TO «ETIAVACTATIKO» KAIO TwV NPEPWY Tou: «[Maididl, eTTEAOLG
éxoupe 40.000 Apeg, Ba KTIOOUPE TO EMAVACTATIKO KOPPA».*

H ekdoon Ovelpodpduio Ba exkdobei To 1977 Kal oTo TEAOG TNG Bl xpoviag
Ta oxeda Tou mepapBavovtal oTIC oeNidbeg Ba ekteBolv oTn ykaiepi Io-
AOTAavo Tou Nikou Maraddkl. Ta oxedla autda eixav mpaypaToroindel katd
TO SloTnua 1968-1975 kal, we ek TolTov, 0 KwoThg NTav mieov oe dilado-
PETIKN GAoN TNG KAAITEXVIKAG Tou avalntnong. O idlog ypadel apyodTtepa yU
auTo: «>TnNv EANGGa ekeivn TNV Tiepiodo, TEAOC TNG dekaeTiag Tou ‘60, ToTE
TIOL €Kava auTa Ta oxedla ota TAadiola TNS SIEBVOUC KOIVWVIKAC KaTaoTaong,
10 610 TO chotnua &nAadr), AANA KAl TNG TOTIKAG TTIOATIKAG KATACTAoNG, TN
OTPATIWTIKY SIKTATOPIO cav €va TIapakAAdL AuTol TOL CLCTHUATOC, Ot SNyl
oupYIEG pou eixav va kavouv OO0 JE TNV CLVEISNTOTIONGCN TWV CLVBNKWY TOCO
Kal pe v erukowvwvia. ‘Etot Aomov 1000 n OxEon PoU PE TNV EMAVOOTATIK
Bewpnon Twv MPaypaTwy 600 Kal N MPOCTIABEIa YIA AUECH ETIKONVWVIA LE
TOULG CLVAVBPWTIOUG oL HE TOLG OTIOILC NBEAQ VA CLVOUIACW, VA CLUUMO-
PELTW, VA CLVSNUIOLPYAOW Kal VA €pBouVE OE ETIAMH LE TIC OKEPEIC LIOL KAl
TIG EIKAOTIKECG TIPOTACEIC PoU... O AvBpwIIog oTNV KABNUEPIVH TOL TIEQIIETEIN
avAueoa Oe pia TIOAN AOGUKTIKI KAl 08 KATATIECTIKEC CLVONKES SlaBiwonc
éxel Sikaiwpa ato évelpo. Mia epwTkr ovelpodladpoun Tou audopnTel kat
KOPOISEVEL TIG KATECTNUEVES AEiEC.

Ekeivn Tnv nepiodo akdpun Kat Ta MePIOSIKA PIKEMC KUKAOPOPIAS KPEPOVTOL-
cav £Ew arnod Ta TePITTERA KAl O TIEPACTIKOC TA CLVAVTOUOE OTO SPOUO TOL
padi pe TIC BaokeES ebnuepidec peyaGAnc Kukhodopiag. Ta eEWPLANA Ue ToV
TPEAO oL oxoAialav Kal BETave €va EIKAoTIKO yeyovog Simha anod TG Kate-
otnuéveg epnuepidec. MoANG and autd Ta oxedla evowpaTwenkay oto Over-
podpouio. O “MapdANA0G” eLPWIAIKOC TUTIOC AKOUN KAl L0 OEKAETIEC PETA
Xpnotluoroinoe oxedla autol Tou PBiBAiou. H delTtepn €kdoor TOL €ylve OTO
SIadIKTLO Kal LTIAPXEL AKOPN Kal BERaIa SIadPACTIKA Kal EPMAoUTIOPEVN. H &g
Tpitn €kdoon eival auvtr Tov KukAopopnoe To 2019 otn TOAN ToL Ayiou lMé-
Tpou, otn Pwoia oe erupéleta Tou Masen 3apyuxmin. H ykpila mpayuatikétnTa
ekelvnc TNC emoxne NTav AppnKTa cuvoedepévn e TNV TOTE €E0VOEVWTIKN
KOBNUEPIVOTNTA, Ol AvBPWITOL KaBNUEPIVA TIEQIBWPIOTIOIOVTOLCAY, LTTHEXAV
Ol VEKPOI TNG SIKTATOPIAG, Ol PUACKICHEVOL, Ol BACAVICUEVOL, Ol EEOPICUEVOL, Ol

Pdravel-pExpl edw!, Abrva 1971.
MeAavi oe xapTi.

That’s enough!, Athens 1971.

Ink on papper.

3. «Eival n emavaotaon g
yuvaikag Tou TIaAeVEL, Pe SLvapn
Kal abog, yla 1ooTNTa, 1 ToL Aol
TIOATN TTOL TIVIYETAI ECWKAEIOTOC OE
UIO AODUKTIKN TIUKVOKTIOUEVN KAl
TIUKVOKQTOIKNUEVN, TIANUUVPICHEVN
ard 1o VEDOG Kal TA KAUCAEPLA,
anpdowrtn Kat apuxn, Sixws
QoBNTIKr TIOAN. H eivat mdALn
avuPwon TNG KATAKPALYNG EVOG
1OEONGYOUL KAl TIEPIBWPIAKOD
Snuiovpyol ArEvavTlL TNV EKKANGIia
Kal TNV KEVOTNTA TIOU YEWAEL CUXVA
TO XPNUQ, 1 akdun, anévavtl oTo
aKadNuaAikd ovourioTIko UPOC IOV
TO dopd& cav PAoKA pia KArola
TGEN audpdwTNG Kat araideuTng,
UTTIOTIOEPEVNC IVTEALYKEVTOLAG,
KaBlepwEVNC Kal SuvaTnC OTO
€LpL Kowvo.» Mrtia MaradorovAou,
Costis: noir et blanc 1969-1979,
Institut Frangais d’Athénes, 1990.



TPEAQUEVOL, QUTOIL TIOL XAoAVE TOV £€QUTO TOUC, TIOL OTAPATNCAV va eivat ...
Yrip&av autoi Tou avTioTadnkav. Ynp&éav KOANTEXVEG, TIOINTEG, HUOUOIKOI,
OPACEIG CUNOYIKEG KOANTEXVWYV [...] To ox€dlo Tou Ovelpodpduion, autd TO
AELKO OXEDIO 1 TO TIEPIYPAUUATIKO A PE KAPEVO aTtd TO PWC TO TIEPIEXOUEVO
TOU, TO SIESIACTATO XWPIG PWTOOKIACELS - ATAVE PIa YRadr) OAOKANQWUEVN YIA
pIa peyaan mepiodo. Ao €pnog €we kal Ta peoa NG dekaeTiac Tou ‘ 70. Oco
TPooxedIa TOOO Kal KaTtaypadr) oképewv. Zav Baon yia kKabe (wypadkod n
YAUTTTIKO €0Y0, OAAG KOL 0QV AUTOCKOTIO oAV VA £ival TO TEAKO €pyo. MNoTebw
WG Ta oxedla auta Aeroupyoly autdvoua Kal N avburapéia Tou evioxLe-
Tl OTAV XPNOWOTIOINoW TNV IO€A TIOL EUTIEQIEXOLV YIa VA Yivel KATIOIO AANO
€pyo. Eywve adaipeon Tou XpWwHATOC ) AnoTuTWONKE Tuxaia Kal SNUIOLEYIKA
n Tapoucia ekeivn Tou kevtpilel To evdladEpov kal BERala xwpic TIpooxedIo.
MropoUpe aotpéuavpa €pya va ta dlaBacovpe MOALXpwHQA; H xprion Tou
HUaUPEOACTIPOUL YIVETAL £TOL TIOU TO XPWHA va ekOIwxOel amod Ta YdTia yag Kat
Va €0TIACOLUE OTOUC HAUEOACTIPOLC OYKOUG KOAUTEQRA M YA VA KaBNAWB0oL-
ue oTnv €vvola TIou B€AeL va TTepAael TO D10 TO €pYO ;»

To 2004 o Navoc Baohawpitng ypadel éva moinua adlepwpévo oto Ovelpo-
Spouio kal otov Kwotn:

To Ovelpodpopulo

270 aunEod dipacpevo B€poc
Tou Bepicel
Tou Kwoth
KL OTI0UL TIapPaBepiCel xapalovTtag A&oveg
oTov KaBapd agpa evog TIPWIVOL
oTav pavoTav akopa n Avépoueda
pe YOpVO PaTL.
Twpa 1ou PovVo Pe TNAECKOTIIO paiveTal
ag TOL eVXNBOUPE KAAN yelTovid Kal eLye
Tploatie Kwotn!
H Avdpopeda ofyoupa pac mAnotadet
pe TaxLTNTa 8 XIMOPETPWY TO SEVTEPOAETTTO,
va pag katapBpoxsioet.
2¢e Aiyo Ba yepioel OAOKANPOG 0 oLPAVOC e T AoTPA TNG KATIAKL...
Ano 6e€1a Tou MoAikol AcTEPOC Kal TNG Sipacopévnsg "ApKTou.
“OAa autda oto Ovelpodpoduo Tou Kwoth,
OTOV EKBAUPBWTIKG oupavod TNG AKPooTIXidag Avopouedac
Kat Tou 6IkoL pac Naiaia — étav
€VAG AAXNUIKOG YALIOG
Ba A&Bel xwpav pe avepwrdyplpous
ETOIOLS va GAve O €vas ToV GANOV PE
KAVIBAAIKT — KOPVABOAIKr OpeEN Kal
«YAWOOIKN» SIABECN KUPIOAEKTIKA.

Epeig, 1970

Mehavt oe xapTi. 90 x 55 €k.
Avikel oto EM.Z.T.

We, 1970

Ink on paper. 90 x 55 cm.

Belongs to the National Museum of
Contemporary Art.
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Epeig, Aertopépela
We, detall



O Tpehdg Tou Tpeho KwaoTr

O «TPeNOG» — MPWTAYWVICTAC Kal Leitmotiv oe TOAG €pya Tou KwoTr autig
™G meplvdou Ba amoTeAETel yia Ta eAnvikA 70s, 0,TL N Kpauvyr) Tou Munch
YlQ TO VOPRNYIKS fin-de-siecle : éva aneAriopévo EEonacua OTav Ta PAyua-
Ta dev iave AAho. O ibloc onuelwvel: Tlwe Aolrdy «Ba areAeubepwooupe»
TNV TPEAQ aTto TIC ISEOAOYIKEG acBevelec; ESw Bewpnoa TNV TpEAA cav TNV
EKPNKTIKI SNUIOLPYIKH eKelvn SUvVApN TIOL SEV CTAPATAEL UTIPOOTA O€ TIMOTA
— oUTE Kav OTIC 1beoAnPiec kal Ta 1beooynuatal Kabe Aoyikoc Gpopeac ma-
pwrtidwyv karou otapatdel. ‘ETol ki alwe dev E€pel TimoTa yia To TL yivetal
epa anod TI¢ napwrideg tov...”

O Tpeldg tou Kwoth dev eivatl évag huxika acBbeving, alAa evac Outort-
ot ¢/Emavactdatng nou apveital va oupBiBaoctel pe Tov Kopdopuiopd tng
TIEPIPPEOLOAC KATACTAONG. 2TO YAVIPEDTO TNG GOLTOUPIOTIKNG CWYPADIKAG
ypdadel: “.....lval TIun pac va pag Bewpolv Tpehole.” «Elval épya mou pe
AMNa Aoyla dev eival TIPOKATACKELACUEVA, AAA avarindolV XwPIC LTTOAO-
YIOUO GANO, TTaPG QUTOV TIOL TOLG WBEl To TIABOG TNG emBupiac», YpAdel o
Navog Bahawpitng OXETIKA PE TNV OPAUATIKI TEXVN. «TaA €pya AUTA TTAVE OE
OAEC TIC KATELBUVOEIC KI AhoPOolV OAEC TIC AIOBACEIC KAl TA cLVAICOAUATA
Tou propet va nmpokaAeoouv. ETol Ta €pya TNG 0pauaTIKAG TEXVNG, OTIOL
UETEXOUV Alyol QTTOKAEIOTIKA, &gV amelkoviCouv aAAG QVOKAAUTITOUV &éva
XWPO OTIOL OPIOPEVOL TIPOTILODV VA KATOIKOUVE XWPIG KAVOVEG 1 JETPA KAl
oTaBUA, 1 CUYKEKPIWEVA BEPATA, OAAA PE PIa EUdAVION TIOL TA eyKABISPVEL
ekel TTov Bpiokovtal WG AMOAUTEC Ki ATIOKAEIOTIKEG TIAPOUCIES, TIOU KLPAI-
VOVTAL CLVEXWS QVAPECA OTO TIPAYHUATIKO KAl TO PN TIPAYMATIKO, EMEKTEL-
VOoVTAG €TOL Kal TTAouTiCovTag TNV epmnelpia TG (wne pyac».5 H Gpvnon Twy
KATEOTNUEVWY HOPDWY TNG TEXVNG KAl N QVTIKATACTAON TOUC arod TO Ayplo
oxedlo-okitoo (avti TNe CwypadIKAG-YAUTITIKAG) Ba XApaKTnpeioel Ta £pya
Tou KwoTtnh Tng dekaeTiag tou '70. Kupiapxog o’ autd Ta €pya, o TpeAdg.
Kat padi ye autd €pxetal n moinon kat 6An n kouAtolpa Tou Dada kal Twv
KataoTaolakwy. ApydTepa To TIpolndpxov LAIKO (ready made) 6a mépel Tov
KOplo pdAo ota mediassemblages NG emopevng SeKAETIOC. 2TA PECA TWV
‘80s Tpoxwpael oe oTASBIOKI KATAPYNON Twv LAKWY popdwy. Elodyel To
oTolxeio Tou «Kepauvol». Ot Texvoloyiec we n véa ouTortia, To Tuxaio...

Kavovtag pia avaockornon ofuepa, ta xpovia oto lNapiot mpérnet va Atav
e€alpeTika onuavTika. H oxéon tou pe Tov KopvnAlo Kaotoptddn kat Tov Pierre
Restany énai€av iowg évav kaiplo pdro. H peteCENEA Tou and underground
KOAAITEXVN KAl TTIOINTHA OTn oTpaToKpatoluevn ABriva oe évav Euvpwraio Te-
XVOAOYIKO EIKACTIKO pe TAPEPBACEIC OTA BECUIKA TOATIOUIKA TIAYUATA TNG
raAiag kal peifoveg eKBECIOKEC TTapOoLoiec Ba gival N KLPIOTEPN EKOVA TWV
pEYEAWY CAAQYWY OTO €pYO Tou. Ao TOTE 0 KWwOoTrC CUPLETEXEL OTIC £EENI-
Eelg, mapakoAoLBel, kataypadel kal SNUIOLPYET pia VEOL TUTIOL TEXVN...

Eival epiepyo nmwe Evag KOATEXVNG, WG TIPOCWTIKOTNTA, UTOPEl va HOIAdEL
TIOAD SlAPOPETIKOG ard TNV EKOVA TOu €Pyou Tou. H SouAeld Tov KwoTh
e dekaeTtiac Tou 70 eival amd Ta o «BapBapa», «ayplar, «wud» pya

To NTédt, 1969

MaoTtél oe xapTi, 61 x 29,5 K.
The Tambourine, 1969

Qil pastels on paper, 61 x 29.5 cm.

H ¢0on pag - ol pieg pag, 1970
Nadoraotel oe xapTi. 37,1 x 34,6 €kK.
Our nature - our roots, 1970

Qil pastel on paper. 37.1 x 34.6 cm
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Tou Kwotn, 1967-1973. 2ta
ToINUATA-TIPOKNELEELG. To BIBAI0
emnavekdOBNKe amod TG EKOO0EIG
E€apxela.



audlopriTnong 1o apdxbnkav emi eAAadikol edadoug. Ta €pya Tou, Tou ‘80
(UEXPL TO 86 TTEPITOL) KPATAVE TOV CAPKACHO KAl TOV PUMOAIGLOLY e pia maveal-
ola xpwudTwy Kal oxXNUATWY TIapPEVWY ard Ta media Kal TNV KATAVOAWTIKA €1-
kovoypadia. Kat petd n epiodog Tou Kepauvou... Evac evpwraioc KaATEXVNG,
TIAEOV, TIOU CLVOUIAEL PE TIC PEYAAEC KAANTEXVIKEC OUTOTTEG Tou 20 awva, ToV
douTouplopd BeRaiwg, TOUG PEYANOUG «TEXVOAOYIKOUC» KAAAITEXVEG TOL '60 Kal
(apydTEPQ) PE VEOTEPOLG BIO-KOANMTEXVEG. 2€ Kauia ard TIC TIapAnAvw Tepad-
vec &gV HoL KOAGEL 0 AvBpwTog-KWwoTNG: oUTE GE AUTH TOL VEO-AyPIov, OUTE O
AUTM TOU PIOAVEPWITOU «ETIOTAPOVA-KAAAITEXVN». O Blo¢ Ba propoloe va eival
TO QPXETUTIO TOU EIKACTIKOV-OIavVOoUPEVOU: YRADEL TIoINoN, YPAdel yevika, SiaBa-
Cel TIOAO, ekOIBEL EVTUTIA ) CUPUETEXEL O OUAOEC €KSOONC, TTapauével Babid To-
AITIKO ATOLIO UE CLVEXH CUPUETOX OTIC TPEXOLOEC eEENIEEIC. Towe N TiePodVA TTOU
ETIAEYEL O 1B10C yIa TO (OTO) €PYO TOUL, AUTH TOL TPEAOU, va ival N KATAANNAOTEQN.
QOute ayplog, ouTe SlavooUpevog, armAd TPEAOG Kal AKATAXWENTOC. ..

O idlog ypadet: «O TPeEAOC BprKe TO XPWHA TOU OTO KOKKIVO. IapdAAnAa Aotrdv
pe Ta “Gompa oxedla” umPEave EyxpwUOoL TIIVAKEG OTIWC KAl ATTOTUTIWOEIC e
OTIPEL TOL KOKKIVOU TPEAOU oe SpOLIoLG. Znueiwoa oto Mapiot To 1975 1o €€nc:...
TIOU KAl TIOU O TPEAOC ETTAVEPXETAL, TOV €XW KATIOL PETA Pou, GUAAKAC AYYEAOG,
KATW arT’ TO TIETGL POV 1] OTAV TIAEVW TO TIPOCWTIO oL Pelyel Evac TPEAOS, oav
OVEIPO OTOV VEPOXUTN N évag TPEAOG PETA artd TNV TIPOCEYYION Pe To Beio — on-
AQdN VUKTEPIVOG OPYIAKOC SIAUEANICUOC ... ETIAVEPXETAL oav GAVTACUA ... EMA-
VEPXETAL OQV AioBnon evavTia ... Kal BeRaia pTavel EIKAOTIKA N TPUTIA PEoA OTO
KePAAL TOu, TINYAd! va xabw, patt yia va dw f cbvvedo va plyw va eTaéw ...»

H MetdpBaon otnv Adaipeon

Onwg ypadape mapardvw, N ekdoon Ovelpodpduio TiephauBavel oxedla TnG Te-
pdou 1968-1975, Ba ekdobel duwe To 1977 Kal oTo TEAOC TNG iBlag xpoviag o
Kwotrg Ba ekBeoel Ta £pya auta otn ykoAepi MNMoAurmavo. HoN yia Tov KoAAI-
TEXVN N SOLAEIA ALTH eival TiA THiow Tov Aol AUTOC Exel adrioel TO oxedI0 KA,
akoun, TNV Tepodva Tou TPeAol Kal €xel epdoel otnv Adaipeon. H aypiotnta
TWV EPYWV QVAKAAE! akoun ta aypla xpovia Tou underground Ouwe N oépua eival
TIAEOV AMOAUTA QVEIKOVIKN. To «eEEYEPOIOKG» KOKKIVO Ba CLVEXIOEL VA TIPWTAYW-
VIOTEl OTA €pyq, Ta oroia GTIAXVOVTAl CUXVA HE OEINEC ETIIOTPWOEWY KAl KOAAL,
Kal padi ToL TA PwWP KAl T OKOUPA PTTAE. 2€ KATIOIA O «PUXESEAKOG>» XOAPAKTIPAG
TWV QYWY TWV TIPONYOUPEVWY XpOVWV SlaTNPETal, g GAAA TIPOPNVUETAL N GAAQYN
TIopEeiac Twv enduevwy Xpovwvy. MNpodKerral yia pia anod TG TUO CUVOAKEC Kal ArtOAU-
TEC ANAYEC GOPPIOC KAl TIOPEIAC OTN PETATIOAEUIKN IOTOPIA TNG TEXVNG OAAA TIOAD
ypnyopa o Kwotrg Ba pag avabupioet OTL N TIPOOKOAANGN O CUYKEKPIUEVA OTIA
Sev eival KATL TIou Tov evoladpePel. MepIkda Xpovia PETA TNV APAIPETIKN TOU GAon,
Kal iow¢ péoa ard N CUPWOoN NG XEHoNG Tou KOAAGC autd Ta Xpovia, Ba ekBECEL
Ta mepidnua Mediassemblages Tou, pla KOLTIKY TNG KATAVOAWTIKNG KOWWVIOG TTou,
exelva Ta xpovia Tou '80, BpiokeTal OTo anwyelo NG otnv EAAGSa. Mpadel o id1og:
«[owa Atave n SLvaun TNG EKOVAC Kal PEoca amd mola peoa urnpxe; O évrurnoc
TOTIOC ATAV N KOPILA TINYN Kal uoKA Ta BiRAIa pe ekdveg. H TnAedpacn poAG Tiou
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H ¢pdaka kat 1o Tupi
Eikovoypadnon oto meplodikd
Panderma

The mousetrap and the cheese
llustration in the journal Panderma

Ewovoypadnon oto BiBAio
Arooridouara tov Kwotry 1967-73.
lllustration in the poetry book
Excerpts from Costis 1967-73

Avayvwotn og Bewpw moiNT TWV
TAvTwy.

210 BiBANio Arrooridouara Tov Kwotn
1967-73.

Reader, | regard you as the creator
of everything.

lllustration in the poetry book Excerpts
from Costis 1967-73



EEKIVAEL KAl TNAEOPACEIC EAAXIOTEC EXOUVE TIOUANBEL 2TV KIVOUUEVN EIKOVA QNG
KAl OTNV TOIOTNTA TNG OTTTIKAG TIPOCEYYIONG O KIVNUATOYPADOC TAICEl KATAAUTIKO
pOAO. Autd Tou cupBaivav oTic aiBouoec TExvNg dev Byaivave EEw and auTteS Kal
TO TIEPIOPIOPEVO TOUC KOO NTav armnpodopnTo. Kat 6tav PAAue yia EKAoTIKA O
pIa Xwpa, Guoka evoladepOPAoTE YI' AQUTO TIOU CLVERN OAV OTTTIKI Kl EVVOIOAOYI-
Kr apéEpBacn ard v 6pactnPIOTNTA Toug AuTr). MNANPodoPIEC TETOIES TIOL va
SlapopdwooLy TNV OTTTIKA avayvwon kal Tadeia. H elkacTikh oknvr ATav TIEQIO-
PIOUEVN KAl EiXE va KAVEL KUPIWG PE TIC EKBECEIC OANA N OTTTIKY AvAyVwon Kal e
Ta eEWHLANA TOLAGXIOTOV TWV TIEPIODIKWY TIOL KPEUIOVTOUCAV OTA TIEPITTEQQ, JE
TIc dladnuicelg, Ye Ta Kivnuatoypadika mavo o diladnuidav To €pyo TIou Emal-
(e 0 KivnuaToypAdoc ToU TO eiXe AvapToel oty €i0odd TOL Kal AlYOTEQO PE TNV
TIPWTOAEID TNAEOPAON. ApydTERQ, OTA PE TIC SeKAETIOC ToL 70, N EIKACTIKNA OKN-
VA QvarTTUOCETAL £TOL KI Ol EKBECEIC AMNA Kal TA TIEPIOOIKA apxiCoLV va TUTTWVOLV
KOAAG TIOIOTNTAC £yxpwpec dwToypadiec.» OUTe o’ autd Ba otabel ToAD. Z€ Alyo
Ba mepaoel aTNV IO XAPOKTNPIOTIKY, [owg, SOLAEIA TOL, TOUG Kepauvolg érou Ba
SoLAEYEL pe Tov HAekTplopd kal TNV Evépyela. Ta o mpoéohata xpdvia o Tavia
avrouxoc KwoTtrhg 6a MeipauaTioTel Ye epyaAEia Twy LTTOAOYICTWY KAl Tov AGYO,
iowe ™ peyaldTepn ToL ayarn...

Oa nBeha va TeAelwow pe eva oinua Tou Névou Bahawpitn mou ypddptnke TO
2015 pe apopun TNV enavekdoon Twv moiNpaTwy Tou KwoTh:

Tou Aia ol Kepauvol ag TPEPOLVE
Mrpoc otou Kwotn Toug 2mivenpec
KataméAtng otng xouvTag tn okotodivn
O1 e€aeplopol 0 €vag petd Tov GAAOV

Tng KameAwpevNc mupapidag avapoAlaopevn
Me TG veapng UNTEPAG TO TIPOMIA 34
Kapatdunong kKakoOPyou PEYAAOLTIOAEWS

O Ayl0¢ auTOTPOCWMWCE TOINTNAC LTTEPAVBPWTIOC

O1 Bpaxol, ot Bakxol, ol BaTpdaxol

2Tr)vouv TO TpIiTo GUAO TNC ednuepidac

MNou étav To €iXxeg KAeioel Sev €ixeg PABEL
Tinota... TaneToapiec maplotavouy TNV AAMBela
10 Webdoc kat TNV Amdatn.

Tne Mpaénc o Méyag KwoTthg
O MoAUTtexvoC Kal NoAuprxavog
[lou exel riow ToL AoTPATEG
Bpovteg kat Kepauvoug kat
[MoA\G wpaia morjuata

‘Evac avbevtikog Enavaotarng
MNou kpdatnoe Cwvtavr) TNV O PIOCTIACTIKA
Mevpd Tou «MaAL.
Me ayann kat Bavpacud
Navoc Barawpitng

TPMAHAAGWUANY
OHERPOAPOM

To BiBAio Ovelpodpopio ou ekddOBNKe
otnv Ayia lMetpoumoAn-Pwoia.

The book Dreamdrome published

in Saint Petersbourg-Russia.
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E€wduio Tou BiBAiou Ovepodpduio.
Front page of the book Dreamdrome.

Mépa and tnv noAn, 1971

2VIKA peAavn oe xapTi, 60 x 45 ex.
Beyond the City, 1971

Indian ink on paper, 60 x 45 cm.
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COSTIS:
The great transition

from the Madman to Abstraction
Thanassis Moutsopoulos

THE RECENT GERMAN FILM Werk Ohne Autor (English title: Never Look
Away) presents the transition of painter Hans Richter from Socialist Realism
to Abstraction and thence to a painterly transcription of photography. The
distinction between representational and abstract painters is common
in post-war art history. We are also aware that this distinction reflected a
geographical division of the Cold War. We know about the “coming of age” of
the first generation of abstract painters from representation to non-figuration
(through such cases as that of Jackson Pollock or our own Vlassis Caniaris
and Nikos Kessanlis), and it is always interesting to follow the shock that
seems to permeate this transition. The case of Costis is quite different,
morphologically as well as ideologically. As one follows the artistic course of
Costis Triandaphyllou from the late '60s to this day, | feel one would stumble
on one of the most radical course changes in the annals of this country. The
’60s was for Costis mainly a time of poetry and theory, and also the time of his
involvement with the emerging Greek underground and Autonomy.

The Dreamdrome and the end of the Underground period

Costis is unquestionably the intellectual of the underground generation, As
Teos Romvos also observes, while Pierre Restany writes of his work: “These
calligraphic faces, realised or planned, are not looking; they are waiting...
They are mute like desire. It is the energy of the onlooker that brings them
back to life, a life not fully existent save in the gaze of the other”.! Already
since the late 1960s, Costis develops a multifaceted activity in various artistic
areas, from drawing experimentations to poetry, article writing, magazine
editing and organising events. Founder and publisher of the highly influential
Lotos magazine (in its first phase), he then gets involved in an increasingly
direct support of an alternative way—the underground. The magnum opus of
what was a crazy time for Costis was the publication Dreamdrome? (designed
in 1970-4). The artist usually places less emphasis on exhibiting compared
to mechanical reproduction, which gives him access to a different public,
nevertheless he presents the drawings of the book at the Polyplano Gallery of
Nikos Papadakis. The drawings and paintings of Costis from that time mix, in
an incredibly creative whole, elements from an extreme sexual liberation with
social critique. Of course, one element that persistently permeates this work
(as well as his subsequent collages of the ’80s) is a sarcastic, unrestrained
sense of humour, a scorn for authority and all kinds of convention, for
middleclass life, political and military power, the American influence on the

1. Pierre Restany, «De ‘3=1" A ‘3x1’
chez ‘X’», in B. Papadopoulou (ed.),
Costis, Art Books, 1988.

2. Costis, Oveipodpduio, Kastaniotis,
Athens 1977. Now out of print, it is
accessible on www.costis.org



country’s life.6 “A quick note, fuck your society (Any professional who reads
it as a professional or any critic who reviews it should know that | have
their names and their power inscribed on my exquisite testicles)”, he writes
somewhere. Signs of the times. Elsewhere he shows cynicism and sarcasm
about the “revolutionary” atmosphere of his time: “Guys, at last we have
40,000 pounds; we can build the revolutionary party”.®

Dreamrodrome is published in 1977, and the drawings from its pages
are exhibited at the end of the same year at the Polyplano Gallery of Nikos
Papadakis. The drawings had been executed in 1968-1975, so by then Costis
was in a different phase of his artistic quests. Later he would write about this: “In
Greece at that time in the late’60s, when | made these drawings in the context
of the social condition internationally—that is, the system itself and the local
political situation, the military junta as a branch of that systemm—my creations
were all about realising the circumstances as well as communicating. So it was
my relation to the revolutionary view of things and my effort to communicate
directly with the fellow humans with whom | wished to converse, walk side-
by-side, co-create and bring into contact with my thoughts and my artistic
propositions... Man in his day-to-day adventure in a suffocating city and under
oppressive living conditions has a right to the dream. An erotic dream journey
that questions and mocks the established values.

At that time, even low-circulation magazines were hung outside the kiosks
and passers-by could see them alongside the major national papers. The front
covers with my madman posed and commented on a visual event right next to
the newspapers of the establishment. Many of these drawings were included
in Dreamdrome. Europe’s “parallel” press would use drawings from this book
even two decades later. Its second edition was digital and is still on the internet,
interactive and enriched. The third edition is the one launched in 2019 in St
Petersburg, Russia, edited by MaBen 3apyukumin. The grey reality of the time was
inextricably linked to the devastating everyday life of those days when people
were marginalised every day and there were the dead of the junta, the gaoled,
the tortured, the exiled, those who went mad, who lost themselves, who stopped
being... There were those who resisted. There were artists, poets, musicians,
collective art actions [...] The drawing of Dreamdrome, that white drawing or the
outline with its contents burned by the light, two-dimensional and shadowless,
was a script developed over a long time, from my teens to the mid-"70s; drafts
and studies as much as recorded thoughts; as a basis for all works of painting or
sculpture but also as an end in itself, as if it were the final outcome. | believe these
works function autonomously, and their autonomy is reinforced when | use the
idea they encompass to create some other work. Was the colour removed—or
was this a random, creative rendering of that presence that attracts one’s interest,
without a prior study, of course? Can we read black-and-white works in colour?
Is the use of monochrome meant to remove the colour from our eyes so that they
focus more fully on the black-and-white masses—or to keep us centred on the
concept the work intends to convey?”

E€wduMo Tou meplodikol NwWTog,
TelXOC 7.
Front page of the journal Lotus, no. 7.

o malls pllepasn cucdepivbe’
{0
v vie alpe

anrge dmk Ay e phals buwlrEai 18RS
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KoA&C Tou Kwaotn, 1969.
AladpnuoTikd ToL EPIOSIKOL AWTAC.
Costis collage, 1969.

Publicity of the journal Lotus.

3. “It is the revolution of the woman
who fights for equality with passion
and determination, of the everyday
citizen who suffocates confined in
a stiflingly built, densely populated
city choking with smog, faceless
and soulless, without aesthetic. Or,
again, it is the rising protest of a
marginalised, idealist creator against
the church and the emptiness that
money often generates, or against
the snobbish academic demeanour
worn like a mask by a class of
uncultured, uneducated so-called
intelligentsia which is established
and powerful in the eyes of the
broad public.” Bia Papadopoulou,
Costis: noir et blanc 1969-1979,
Institut Frangais d’Athénes, 1990.
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In 2004, Nanos Valaoritis writes a poem dedicated to Dreamdrome and Costis:

The Dreamdrome
In Costis’ pointy, thirsty summer
that reaps
and where he spends time carving axes
in a morning’s clear air
when Andromeda could still be seen
with the naked eye.

Now that it is only visible through a telescope
let us wish him a good sojourn and say well done,
worthy Costis!

Andromeda is certainly closing in,
at 8 kilometres per second,
to devour us.

The whole sky will soon be capped with its stars...
The Pole Star on the right and the thirsty Ursa.
All this in Costis’ Dreamdrome,
in the dazzling sky of the Acronymic Andromeda
and our own Galaxy — when
an alchemic marriage
will take place with man-riddles
ready to devour one another with a
cannibal/carnival-like appetite and a
literally “tongue-like” mood.

The Madman of Mad Costis

The “madman”—leading figure and leitmotiv in many of Costis’ works from
that period—would be for the Greek 70s what Munch’s Scream was for
Norway'’s fin-de-siécle: an outburst of desperation when things can go no
further. He notes: “So how can we ‘liberate’ madness from the ideological
diseases? Here | saw madness as that explosive creative force that stops at
nothing—not even at fixations and ideological constructs! All rational bearers
of blinkers will stop somewhere; in any case, they know nothing about what
goes on beyond their blinkers...”

The Madman of Costis is not a mental patient but a Utopian/Rebel who
refuses to succumb to the conformism of his surroundings. In the manifesto
of futurist painting he writes: “...we are honoured to be seen as mad.” “In
other words, these are works which are not prefabricated but spring out with
no consideration other than the passion of desire that drives them”, writes
Nanos Valaoritis about visionary art; “These works go in all directions and
concern all the senses and the emotions they may trigger. Thus the works of
visionary art, which involve only a selected few, do not depict but discover a

Ay(p)og o £xkpnén,

AKPUAIKG o€ kapBa, 101 x 70 ek.
Sa(int)vage in explosion,
Acrylic on canvas, 101 x 70 cm.

Ay(p)og,

Xpwuata kat GUAA XpuooL oe KauPa,
90 x 70 eK.

Sa(int)vage,

Colours and gold leafs on canvas,

90 x 70 cm.



space where some prefer to live without rules or standards and measures,
without specific subjects but with an appearance that establishes them
where they are as absolute and exclusive presences that keep hovering
between the real and the unreal, extending and enriching our life experience”.*
Rejecting the established art forms and replacing them with a wild drawing-
sketch (instead of painting-sculpture) was what characterised the works of
Costis in the’70s. A dominant figure in these works, the Madman. And with
them comes the poetry and the entire culture of Dada and the Situationists.
Later, this pre-existing (readymade) material will have the leading role in the
mediassemblages of the next decade. In the mid-'80s he gradually abolishes
all tangible forms and introduces the element of the “Thunder”. Technologies
as the new utopia, the random element...

Looking back today, the years in Paris must have been crucial. His acquaintance
with Cornelius Castoriadis and Pierre Restany may have played a key role.
His evolution from an underground artist and poet under a military regime in
Athens to a European technologically-minded visual artist who intervened in
the institutional cultural affairs of France and had a major presence through
exhibitions reflected the great changes in his work. Since then Costis takes
part in developments, monitors, records and creates a new type of art...

It is striking how an artist’s personality can seem so different from the picture
conveyed by his art. The '70s works of Costis are among the most “barbaric”,
“savage”, “outspoken” pieces of defiance to have been created on Greek
soil. His ’80s works (until about '86) retain the sarcasm and invest it with a
cornucopia of colours and shapes taken from the media and the consumerist
imagery. And then comes the Thunder era... A European artist now, he
converses with the great artistic utopias of the 20" century, with Futurism
obviously, with major “technological” artists of the '60s and (later) with younger
bio-artists. In none of these personas do | find Costis the man: not in the neo-
savage and not in the misanthropic “scientist-artist”. Indeed, he could be the
archetype of the artist-intellectual: he writes poetry, writes generally, reads a
lot, publishes or takes part in publishing teams, remains deeply political and
constantly abreast of current developments. Perhaps the Madman's persona
he has chosen himself for (—in—) his work is the most suitable: neither a
savage nor an intellectual, just Mad and unclassifiable...

As he writes: “The madman found his colour in red. So along with the “white
drawings” there were colour paintings as well imprints of the red madman
with spray paint in the streets. In 1975 | noted the following in Paris: ...the
madman keeps returning now and then, | have him somewhere inside me,
a guardian angel, under my skin or when | wash my face a madman goes
away, like a dream down the sink or a madman after a communion with the
divine—i.e. a nocturnal, orgiastic dismemberment... returns as a ghost...
returns as a feeling against... and, of course, visually the hole in his head is
enough, a well in which to disappear, eyes with which to see or a cloud to
fly away on...”

E€waduio Tou Kwotr) yia 1o BiBAio Tou
Arnoortaouara Tou Kwaotr).

Abrva, 02.1974

Front page by Costis for his book
Excerpts of Costis. Athens, 02.1974.

Adioa ano €pyo Touv Kwoth.
Poster using work of Costis.

4. In the book Armoonidouara tou
Kwortr), 1967-1973. The book was
republished by Exarchia Press.
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The transition to Abstraction

As we saw, the book Dreamdrome comprises drawings made in 1968-1975
but is published in 1977, while at the end of that year Costis exhibits these
works at the Polyplano Gallery. To the artist this work is already behind him,
as he has given up drawing and even the Madman persona to move into
Abstraction. The wildness of the works continues to recall the savage years of
the underground, but the form is now entirely non-figurative. The “riotous” red
still dominates in these works, which are often made with multiple layers and
collage, together with mauves and dark blues. Some retain the “psychedelic”
character of the works of previous times, others presage the imminent change
of course. This is one of the most comprehensive and decisive changes of form
and direction in the history of post-war art, but soon Costis will remind us again
that adhering to certain styles is not something that interests him.

A few years after his abstract phase, and perhaps after his experience in
the use of collage over this time, he exhibits his famous Mediassemblages,
a critique of the consumer society which is at its height at the time, in '80s
Greece. He writes: “What was the power of the image, and through what
media did it exist? The printed press was the main source, along with
illustrated books, of course. Television was only starting, and very few TV
sets had been sold. When it comes to the moving image and the quality
of the visual approach, the cinema played a catalytic role. What took place
in the art galleries did not go beyond their walls, and their limited audience
was uninformed. And when we are talking about visual art in a country, what
matters is the visual and conceptual impact from this activity; the kind of
information that can shape visual reading and education. The art scene was



limited and was mostly all about exhibitions, and visual reading was more
dependent on the covers of magazines displayed at the kiosks, on advertising,
on the film posters that cinemas put up above their entrance to advertise their
programme, and less on the nascent television. Later, in the mid-'70s, the
art scene develops and the galleries as well as the magazines begin to print
good-quality colour photographs.”

He was not to stop for long at these works, either. Soon he would embark
on what may be his most characteristic body of work, the Thunders, where
he would work with Electricity and Energy. More recently, the always restless
Costis experiments with computer tools and with Speech, perhaps his
greatest love...

| wish to end this with a poem by Nanos Valaoritis, written in 2015 on the
occasion of the reprint of the poems of Costis:

Let the thunders of Zeus tremble
before the Sparks of Costis
A catapult against the junta’s blackout
ventilations one after the other

The capped dishevelled pyramid
with the young mother’s 3 profile
beheading of a large-city villain
the Saint himself a superhuman poet

The rocks, the bacchuses, the frogs
compose the third issue of the newspaper
that when you’d finalised it you’d learnt
nothing... tapestries depict the Truth,
the Falsity, the Fraud.

Corstis the Great One of Action
versatile and inventive
who lugs behind him

Lightning and Thunder and
many lovely poems
A true Revolutionary

who kept alive the most radical

side of “Pali”.

With love and admiration

Nanos Valaoritis

5. Nanos Valaoritis, «Opaparikr) Téxvn», in Th. Moutsopoulos (ed.), Opauara: n téxvn we¢
SlaueooAaBnon, Plethron 2005, p. 61-3.

KaAn §ekovpaon!, 1973

2VIKr) peAavn oe xapTi, 20,5 x 29 ex.
Have a rest now!,1973

Indian ink on paper, 20.5 x 29 cm.

15



16

H pdoka cag napakaiw, 1967, ABriva
MeKTn TexVIKn pe xpwiio, 30 x 30 ex.
Your Mask, please, 1967, Athens
Mixed media chromed, 30 x 30 cm.

H kaAda nepriatnuévn, 1969, Abriva
Xpwuo,6€pua, MAaoTIKO, 61 X 56 X 11 ek.
Well experienced, 1969, Athens
Chrome, leather, plastic, 61 x 56 x 11 cm.



XopeuTiko, 1971-1975

Xpwpio, EVAO, TAAOTIKO, TeP. 23 X 30 x 70 eK.
Dance piece, 1971-1975

Chrome,wood, plastic, approx. 23 x 30 x 70 cm.

TikpOBeIG oTNV KWAGTOENN;, 1969, ABriva

Xpwpio, Ddacua kat XapTi oe kapPd, 65 x 45 x 13 K.
Are you hiding something up there?, 1969, Athens
Chrome, cloth, paper on canvas, 65 x 45 x 13 cm.
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Ano évav kKOkAo yevvnBnka, eyw o Tpeldg, 1970
[MNaotéN oe xapTi, 39 x 29 K.

I, madman, was born from a circle, 1970

Qil pastels on paper, 39 x 29 cm.



Kokkivog Tpehog, 1975

Melktn Texvikn oe E0Ao, 120 x 120 ex.

Red madman, 1975

Mixed media on wood, 120 x 120 cm.
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H kpavyn Tou KékKIvou TpeAoD, 1975
Melktn Texvikn oe E0Ao, 120 x 120 ex.
Red madman’s scream, 1975

Mixed media on wood, 120 x 120 cm.



Mo16¢ pofarat 1o KOKKIvo;, 1975
AKPUAIKO o€E E0N0, 120 x 120 ek.
Who's afraid of the red colour?, 1975
Acrylic paint on wood, 120 x 120 cm.
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Mwg nepvael o xpovog!, 1971-1973
AKPUAIKA TIéVW og kapBd, 80 x 60 ek.
Time passes so fast!, 1971-1973
Acrylic paint on canvas, 80 x 60 cm.




O 1peldg Aéel : Ba mw Tov oupavo oe éva notnpl, 1971-1974
AKPUAIKO OE poucapd, 69 x 49 ex.

The Madman says: I'll drink the sky in a glass, 1971-1974

Qil pastels on paper, 69 x 49 cm.
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Nuxtepivi mepmAavnon, 1968
Metr) Texvikr oe xapTi, 65 x 50 k.
Nocturnal Wandering, 1968

Mixed media, 65 x 50 cm.



AtitAo, 1973
Xpwpata oe XapTi, 64 x 49 k.
Untitled, 1973
Colours on paper, 64 x 49 cm.
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Koékkivo Cevyapl, 1973

AKPUAIKO OE XapTi, 64 x 49 €kK.
Red Couple, 1973

Acrylic paint on paper, 64 x 49 cm.



O kéapog oag!!l, 1973

MeIKTr) TExVIKY og XapTl, 64,5 X 49 K.
Your World!!!, 1973

Mixed media on paper, 64.5 x 49 cm.
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U (you), 1975-1977

AKPUAIKO o€ xapTi, 50 x 71eK.

U (you), 1975-1977

Acrylic paint on paper, 50 x 71 k.
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Movoikn, 1975

AKPUAIKO o€ XapTi, 31 x 31 K.
Music, 1975

Acrylic paint on paper, 31 x 31 cm.
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Mouhia atov aépal, 1975

2WVIK) peAavt og XapTi, 1975. 42 x 29,7 eK.

Birds in the air!, 1975
Indian ink on paper, 1975. 42 x 29.7 cm.

H eppadpdditog e€ovoia, 1970
2IVIK JeAdvn oe xapTi, 29 x 20,5 eK.
Hermaphrodite Power, 1970

Indian ink on paper, 29 x 20.5 cm.



Qpaia véa!

2WVIK) peAavn oe xapTi, 39 X 29 eK.
Good News!

Indian ink on paper, 39 x 29 cm.

O mAavATNg yuvaika, 1975

2IVIKM JeAdvn oe xapTi, 26 x 20 k.
The Planet Woman, 1975

Indian ink on paper, 26 x 20 cm.
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Kpavyn, 1969. Zwikr) pehdvt oe XapTi, 65 x 50 k.
Scream,1969. Indian ink on paper, 65 x 50 cm
EniBeon, 1971. Zwikr) pehavi oe xapTi, 73 x 51 ex.
Attack, 1971. Indian ink on paper, 73 x 51 cm.



No more concrete art, 1975. Zwvikr| pedavi oe xapTi, 65 x 50 ek.
No more concrete art, 1975. Indian ink on paper, 65 x 50 cm
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To 1€Aog Tou TPeAOL;, 1972, MNapiol
2WIKr) peAavn oe xapTi, 50 x 50ek.

Is this the Madman’s End?, 1972, Paris
Indian ink on paper, 50 x 50 cm.



O kbéopog oag !, 1972, MNapiot
2IVIK) peAavn oe xapTi, 64,5 x 49 ex.
Your world !!!, 1972, Paris

Indian ink on paper, 64.5 x 49 cm.

Mépa ard Tnv rtoAn, 1971

2WVIKN) peAavn oe xapTi, 60 x 45 ek.
Beyond the City, 1971

Indian ink on paper, 60 x 45 cm.
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KarevBovoelg, 1972

2WVIKN) peAavn, 29 x 20,5 ek.
Directions, 1972

Indian ink on paper, 29 x 20.5 cm.

i
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XOopeuTIKO e To ypaupa A, 1977
2WVIK) peAavn oe xapTi, 26 x 20 eK.
Dance Piece with an A, 1977
Indian ink on paper, 26 x 20 cm.

To ook, 1970

2WVIK) eAavn oe xaPTi, 24 X 17 ek.
The shock, 1970

Indian ink on paper, 24 x 17 cm.

MNa éva maro pakapoévia, 1970
2WVIKA HEAAvVN og XapTi, 29 x 20,5 ek.
For a plate of spaghetti pasta, 1970
Indian ink on paper, 29 x 20.5 cm.



loTopia épwTog Kat enavacTtaong» 1971
2WVIK) peAavn oe xapTi, 23,5 x 14,5 ex.
Story of Love and Revolution, 1971
Indian ink on paper, 23.5 x 14.5 cm.

To 86Awua, 1970

2WVIKr) peAAvN og xapTi, 20 x 29 ex.
The Hook, 1970

Indian ink on paper, 20 x 29 cm.

Mropw kat BAEnw, 1970

2IVIKN) peAavn oe xapTi, 29,5 x 21 ek.
| can see now, 1970

Indian ink on paper, 29.5 x 21 cm.
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Meta&oturtia, 58,5 x 61 ek., 1997, 70 avtitura, arnd 1o €pyo O AxépTayog, 1997. MekTr) Texvikr) oe xapTi, 30 x 30 &x.
Silkscreen, 58,5 x 61 cm, 1997, edition of 70, from the work titled Insatiable, 1997. Mixed media on paper, 30 x 30 cm.




Kokkivog Tpelog, 1971
NadoraoTtél og XapTi, 69 x 49 ex.
Red mad-man, 1971

Qil pastels on paper, 69 x 49 cm.



To BiBAio ek660nke and 1n ROMA GALLERY IKE, pe adoppn Ti¢ atopikég ekBEoelg Tou Kwotn
(TpravtadOAAov), «O KOKKIVOG TPEAOG ToL Ovelpodpduiov kat dAAa £pya g repiddou 1968-1975»
KQL «QyWwyIHOo <=> Hn aywyipo», ot Roma Gallery To 2020, oe 1000 avtituna.

EMIMEAEIA EKAOZIHZ: Kwotng (TplavtadpUiiouv), Hpidavde TolptykoANg

KEIMENA: EppavounA Mavpoppdtng, ©avacne Moutodmouiog, Kwotng (TplavtapVAAou)
META®PAZH: Tony Moser

SXEAIAZMOZ: Quuiog MNMpecButng

DQTOMPADGIES EPTQN: Nikog A&Boag, Kwotng (TpiavtadVAAov)

MNAPATQIH: Peak design, Ecotypia SA

This book was published by ROMA GALLERY IKE, on the occasion of Costis solo exhibitions,
“Red mad-man of Dreamdrone and works of the same period 1968-1975”

and “conductive <=> non - conductive” at Roma Gallery in 2020, in 1000 copies

EDITED BY: Costis, Iridanos Tsirigkoulis

TEXTS: Emmanuel Mavrommatis, Thanasis Moutsopoulos, Costis

TRANSLATIONS: Tony Moser

GRAPHIC DESIGN: Thymios Presvytis

PHOTOGRAPHY OF WORKS: Nikos Lavdas, Costis

PRODUCTION: Peak design, Ecotypia SA

© 2020 Roma Gallery, Pwua 5, 10673, ABriva, EANada, roma-gallery.com,
info@roma-gallery.com
2020 Roma Gallery, Roma 5, 10673, Athens, Greece, roma-gallery.com,
info@roma-gallery.com

© O pwrtoypadol yia TIc pwrtoypadiec
The photographers for the photos

© Ot ovypadeig yia Ta Keipeva
The writers for the texts

ISBN:978-618-84544-3-9

‘O\a Ta SKAWPATA TEOCTATELOVTAL. AgV ETUTPETIETAL N AVATUTIWGCN ) AvATAPAywYyn
1] XPron o€ oroladnmoTe popdr) OmoloLdNTIOTE PEPOLG AuToL Tou BIBAOL, €iTe YE NAe-
KTPOVIKA ] nxavika i GAAa p€oa, Ta omnoia eite udloTavTal eite TPOKELTAL VA AVAKA-
ALDOOLV OTO PEANOV, CLUUTEPINAUBAVOUEVWY GWTOTUTIWY H NXOYPAdNoEWYV, 1 UE OW-
peLON TMANPOPOPIWY ) CLUCTAPATOC AVTANCNG, XWPIC ypartt) adela and Tou ekdOTN.

All right reserved. No part of this book may be reprinted or reproduced or utilized in any
form by any electronic, mechanical or other means, now known or hereafter invented,
including photocopying and recording, or in any information storage or retrieval system,
without permission in writing from the publisher.



