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lidvvng KokkaAng: petatp€novtag to apxEtumo
o€ gvvololoyiKd AsItoupyiké cuotnua

To peydho mpotépnua TNG TEXvVNG, 1| fowg
pia amd T méov aolykprteg duvatdtnTtég TG, eival Mwe Eekivawvtag and TC TPWTo-
YEVEIC TNG ouvBrkeg K 181IGTNTES (HOP®H, YPAPUN, XpWHa) Kal diapoppwvovtag eEa-
koAouBntikd TG 10€e¢ kal ta motelw (aPxETUTa, cUPPBOAQ) vI' QUTEG, KAANEPYWVTIAG
Kal TPOTOTOoIVVIAG SIdPKWS Ta UAIKE Kal TNV MAAoToupyIikh MAeupd Tng dnuioupyiag,
EKUETAMEUSPEVN KAl PE EUPAVTACTO TPOTIO XPNCILOTIOIWVTIAG TN BewpnTik patid kal
TN AertoupyIkr) Sopr NG EMOTARNG Kal TNG TEXVIKAG, KATAPEPVEI va OIAUOPPWOE! Kal
va ProAidoel Ye vEa voruata, eIKOVEG Kal avUANYEIS yia Tov KOoPo (akdun ki dtav
Sev UTTIAPXOUV EPTEIPIKA Kal AeKTIKA) TO avBpWMvo vonTikd, avidoiakd Kal YAwooIkO
OUVTAKTIKO.

Tnv avtiAnyn toutn edpaiwvel adidyeuota
otov Oeatr| ki n ouvdvinor| Tou pe Ta épya tou lidvvn Kékkahn. liati oxeddv apéowg
ekAooel W' ampoodoknTo, aAd cuvdpa euxdploTo TEATO, TO TIWG O dNUIoUPYOC au-
16 Katamdvetarl Kal KatopBwvel va TIapald&el oe TETOIEC EKTEVEIC evvOIONOYIKA Kal
TIPWTOTUTIEG HOPQIKA KI EIKOVIKA pia @dpua, TTou @avoevikd yia Tov kabéva poiddel
an\r] oxnpatikd, teteheopévn kai dSedopévn vonpuatikd, mArjeng cupBoNiKd Ki apxeTurT-
Kd, KOV KaI TIEMEPAOEVN SNUIoUPYIKA.

To AYTO amd ta éykata Tng mpoiotopiag
Tou avBpwrou r1dn), Hag éxel SUPPOAIKA kI apxetutnikd mapadoBel oa pia aAnyopia, oa
pia ameikdvion mou mepikAeiovtag OAa ta Pioloyikd xXapaktnpIiotikd tou e&akovTiCel
TIG PUOIKEG ISIGTNTEG TOU KAl AEITOUPYIEG TOU OTIG avBpWIVES UMIAPEIaKES Kal HETAQU-
OIKEG, AAMNG KAl TIG KOIVWVIKEG KAl YEVEAAOYIKEG CUVONKEG, opiCovtag SIAPOPETIKES KAl
OoUxvd aVTIKPOUOHEVEG PETAEU TOUG Onuaoieg Kal vonuatodotioel avdloya Pe TG
ONPAcIONOYIKEG KAl YEVIKATEPA IOE0AOYIKEG AVAYKEG TTOU KAAETal va kaAUper Amé tnv
npogavr] mpootacia NG ekkdAaPNG, avdloyov tng eutuxiag otnv mepiodo NG Kuo-
Popiag kal TG PuxavalutIKAG eumelpiag tng uAteag, otn dnuioupyia tng pA&NG tou
MePIBAAUATOC Kal TNG avadnuioupyiag tou idiou Tou auyoul/{wrig, oTov oupBoANIcud TG
napBevikdtntag tng [avayiag. And tnv 16€a tou aneipou, TG eEENENG, TNG epmelpiag
ToU dXpOovou 1 Tou amelpootol Xpdvou, foape Tnv id1a v évvola NG mapakoAoudn-
ongG, Tou eykAgiopou. Amé tov puoTikioTik “Kéopo wg Auyd” tng Hildegard von Bingen,
evdtnTa Twv OAwv, OTTOU TO €V CUVOEETAl Pe TO OUVOAO KI wG opyavikd “alve”, amapxn
KATTOIoU eKTIANKTIKOU KI ekSIMAwaon “adpdtwy Ki allViwy TTEAyudTwy'’, TTou JeTatori-
Cetal and ) oupnavtiky otatkdtnta tou [Adtwva, pexpl tn olyxpovn Bewpia Tou
“koopikoU auyou” tng diapkouc S1IaoToAr¢ Tou 2Uumavtog. [ia va un JIAACOoUE yia
Ta TOAAMAd kar TepiMAoKa TIPOBARUATa, TTou To auyd He To ISIGHOPEPO OXrjua Tou, TG
KUDTEG ETTIPAVEIEG TOU 1) TOV aKavovioTo d&ovd Tou, AOyw Tou oXnuatiopou tou (oBdA,
TIUPAOXNHOG, KUKAIKOG, EMEITTIKAC) éxel B€oel avd Toug aliveg oToug pabnuatikoug,
mou TraoxiCouv va Ppouv pia otabepri Adon (pep’ eimeiv amnd ¢ kapmuAeg tou Kapté-
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olou foape ekeiveg Tou Kaoivi). Me tnv id1a moikiAia vonuatikAg kal sUPBoAIKAG xpriong
TOU OXMUATOG Kal TNG £VVOIAg ToU auyou KatamdoBnkav ki avapetpriOnkav kar mibog
KaMTExveg: amd tov lepwvupo Mrmog, Tov Peve Maykpit, tov [igpo Nteha Ppavtog-
oka Kkai tov 2aN3addp Ntahi, tov Kdduip MaAéfitg kai tov K. Mmpavkoud), ta auyo-
16r] mpdowna twv MovtANidvi kal Twv 2. 0upeaNioTwy, Tou petapuaikou Nte Kipiko ka
Tou SikoU pag Eyyovdmouhou, éwg TG epialtikéc anoddoelc Tou EaBovou Ulo Sooster:

‘Opwg o lidavwng KdékkaAng tohud éva ev-
VOIOAOYIKO dAua akodpn o mépa. I autdy, OTIG HOPQIKESG KAl ONPACIOAOYIKES “eYKAI-
ogIg”" TNG HOP®AG Tou auyou ota €pya tou, autd madel va efval yévo @oépua-oxnud,
otapatd va Asitoupyel povov wg oUpBolo-évvold, aAd yevikeletal wg oUoTnua, avil-
HETWTICeTal WG oUvoAo. 2xeddv WG €va “‘automointikd ouotnua’, KuBepvnTikAG Hop-
g, mou aMnAemdpd pe to TepIBAAoV yia va avatpo@odotnBel, wG eVVOIOAOYIKO
oUvoAo TTou Tepléxel OAa ta olvoAa Tou eival kal Tautdxpova Oev eival TAHPwG PEAN
TOU €aUTOU TOU, TTIOU EVOWHATWVEI KAl avadnuIoUpyel onpacieg, To auyd otnv Otk
Tou KékkaAn avtipetwmifetal wg pia “unxavr) diagopdc” (katd to machine difference
tou @. [kouatapl), autrig Tou yiyveoBal kai tng “pIdIKAG PeTapdpewong’ evog outor-
koU “Baupatoupikoy 1otoU”, éva TIPAypatikd CWHA TIOU EUTTEQIEXE] KAl TO res extensa
TNG avanapdotaong Kai To res cogitans TnG Tapaywyng VOARAtog. 2tov KOKKaAn n
kavtavd eidwpévn eikdva Tou auyoU Xwpig (CuyKeKpIpEvn) avanapdotacn, amoTeAel
n 161a tn “Aoyikr)”, tng omoiag to Eexefhiopa tekpaipel pia avawtepn KAon, kKaBiotwvtag
aiobntd 1o “uPnAdV'’ Tou okorou, Tou aipetal uUrepdvw NG eUonG.

>1a épya tou KoékkaAn avuihapBavopacte
enMakpIBws ATl TO AVTIKEEVO avTINETWICETAl WG €va oWpa-ouveidnon, wg pia eviaia
“oknvr”" émou To PUOIKS CUVAPTATAl HE TO EVVOIONOYIKO. 2TO AVTIKEIUEVO TOU EPyou
gppavidetal n ouykpouoiakr] oxéon (0To Yuxoloyikd emnimedo) avdpeoa oto enfmedo
Tou apxetunou (w¢ diadikacia YPuxikrg wnong ki anwbnong) Kai TNV ePPIAOXWENON
NG eikdvag mou divetal oto “anotinwua’’ tng OPHAg kai otnv ouacia tng and Tnv Ta-
PEUPRaon TNG EMOTAKNG KAl TNG TEXVIKAG Kal TN amopdyeuong mou eMmPBAAAel, geoa and
TNV avudiaoToAr Tou Asrtoupyikou kal tou oupBoAikou. Toutn n avtioté&n petatdooel
TN onpaocia tou TeAeutaiou and To YAaviaotikd TNG TPOICTOPIAg Kal ToU TMPO-KATTa-
NopoU OTo (paviaoiakd G HETAKATTAANICTIKAG EIKOVOYPAPIag, and To agnenpeVo
oto Biwpévo vontuikd ki epmelpikd. Edv kdmolog otn B€on tou Kékkahn Ba emediwke pia
apxaloloyikr katdduon wote va evtorioel Tn Bepehiwon tng avBpwmvng uong mavw
otn oupPBoAIKr YAWoOoa, TTou anmoTeAel Kal TV Kataywyr] TG avBpwmmvng yAwooag Kal
k&Be mpwtapxikoU KWdIKa emKoivwviag, o idlog o KékkaAng edotoxa eotidletal otn
Siadikaoia, Ta mpiv kai Ta PeTd karl ta katd tn SIdpKeld TG CUPBOAIKAG orjuavong, oto
népaocpa and ta MEOCUPBOAIKA CUCTHUATA €KPEACNS OTad CUPPOAIKG, oTn “yvwaolakr
apPXITEKTOVIKA . AUTH| N dEXITEKTOVIKY] APHOAOYEl TIC VONTIKESG €IKOVEC KI eKBANEI Kal
ouvdéetal pe tnv aioBnukr mapaywyr). Kébe exppaotikd olotnua, dnwg ki n y\wooda,
efval Tpdmov Tivd pia epelpeon f pia avadudpevn (emergent) ovtdtnta yeoa amd
HN YAWOOIKEG ovISTNTEG. AMWOTE amnd eEeNIKTIKAG TTAEUPAG TO PUaAd pag efvar téco
pia ouvBrikn twv cupPBéiwy, doo Kkal ta oUPPoAa eival kKataotaoiakol TapdyovIeS Tou
pualoU pac. Me autdv tov TpdTio, Ta vonTikd Teplexdueva, Tou efval og peydAo Babud
unelBuva yia tnv auto-mapaywyr] TG avagopdg (reference) ota mpdyuata kai TG €v-



VOIEG TOU KOOHOU, H€0a and TOV PETACXNKATIONO TWV UTTOKEIPEVIKWY KATAOTAOEWY O
oUvoha mou avamtiooouy dnwg Tovidel ki o M. Lazzarato “ektaciakeés” XwpPOoXPOVIKES
ouvtetaypéveg “avamnapdotaong’ kai yiyveoBar’, yetatpénovial oe onpeia eotiaong
NG diagpopomoinong.

H unxavikr eméktaon Tng anotinwong Tou
auyou amnd tov KAkkaAn emtuyxdvel TV ékppacn autng tng idiag tng diadikaoiag tng
S1agopomoinong, OVTIOAOYIKAG €V HEPEI KAl ONPACIOAOYIKAG KUPIWG TOU apXIkou arfo-
TUMWOUATOC. H pnxavikr| Kai Texvikr] arnédoon Tou avtikelgévou eyKaividlel Ki emmBael
pia Siapkéotepn Vorhandenheit, pia aAnBivd kar peaAioTikd XeIpommactr] TPOCOXH K
avtiAnyr tou, érwg Ba éleye ki o Robert Klein (Forme et intelligible), mou péow tng
“extexvikeuonc” (Smwg ol punxavég diapopdc) apvouvtal TIG andAUTd PN avaywyIpeS
(irreductibles) mepnmt@oelg kai TG eMPBOArG piag TeteAeopévng Ki dKaumng Si-UtTokel-
pevikdtntag, Bdoel pfag ek twv mpotépwy dedopevng pebddou.

‘Onwe tévice ki o F Guattari n pnxavr] dev
avtikertar oto “Eivar’ kai Baoikry onuacia éxel va yvwpiCoupe mwg ol “ekpopeic” (v
TIPOKEIMEVW N €IKOVA, N YAWOOQA) TwV PIoAoyIK®V aioOnTIKOV Kal BewpnTIKWY JNXavov
(ouv) appoioyouvtal, avampoodiopifoviag Tov otdxo tng avBpwmvng dpaoctnpeid-
TNTAG yIa TNV MApaywyr] TNG UTTOKEIMEVIKOTNTAG ) TNG CUAOYIKAG appoAdynong tng
UTTOKEIMEVIKOTNTAG,.

AMwOTE, TO TOANTIOHIKO-CUUPBOAIKS TTEPI-
BdMov duvatal va petaBdiel (efte dnwg To Opide ki o Lev Vygotsky pe toug mAaoti-
KoUG VEUPWVEG TNG OUVOIANSPPWONG HUAAOU Kal KOOHOVU, EITE PECW TwV eUMPOBETWY,
aM\d pn evolveldwv TPdEewv ki evepyeiwv tou . Searle), oe cuvduacpd pe tnv mepi-
TAOKN avanapactatikr dopun 1) pe v eEEISIKEUPEVN TEXVOAOYIKT UTTOKATAoTAsn, TV
avtidpaon Twv VEUPWVWY Kal Va evepyoTtoloel OAOUG TOUG HNXaviopgoug tng aviiAn-
YnG Kal TG vonuatoddtnong twv epebiopdtwy Tou TNV mpokaiolv. Me Bdon Suwg
pia “oNiotiky” (katd W.V.O. Quine) Bio-KoVwVIKO-TTIOATIOTIKY TIapdotach)/meplypden
KI eppnveia Toug (OxI SPWG OTEVA CUUTIEQIPOPIKA TIEQIYEYPAUMEVN OMwg Ba riBeAe o
iS10¢, ye yvwpova tnv aduvapia pigikig “petdepaocrc’ Toug oe pia |-l tapokikoy tumou
petayAdwooa, fy oe pia kaBapd turik yAwooa).

270 pnxavikd épya tou KokkaAn, omou n
payvnuikr akida petatoriCetal Siapkwe amd To evvoloAoyIkd Kal voNTIKS OTO AEIToup-
YIKO Kal QUOIKS, Ta VEa Aertoupyikd opyava tibevtar ev €pyw Kkar Sev amofBdMoval
mapd pévov dtav €xouv dnuioupynBei kar véa Aertoupyikd cuothpata. ANMwOTE, otnv
uNioTik /Aoukpritia inxavikr] koopoAoyia, n UAn amoteAeital and uPBpidia kai voeg mou
SIaPKWG TApdyouV VEQ KUKAWUATA KAl TEXVIKEG, TToU SIapKwG avamAdBouv tnv uNikSTn-
Ta Kal ¢ @Oppes. H téxvn (dnwg [Morep-1avd otov 30 KOOUO ToU Kal N EMOTARN) EXEl
TO TIPOVOUIO, OTIWG MEOEMApE, va TAABe! kal véeg @dppeg amd tnv idia tnv anouacia tou
“UMOTUNWHATAOG Toug ', TIou €V EUTUXACOUY Va BPouv cUPPATEG KATAOKEUAOTIKEG OUV-
Brikeg péow NG TexvikAg dUvavtal va amoktrjoouv kai UNKA undotaon. Onwg éleye,
dMwote ki o Deleuze “n dnpioupyia vewv (oNPAcioAoyIKwV) KUKAWPATWY OTNV TEXVN
onuaivel va éxouv dnuioupynBei kal oto puaid ermiong’.

Mopyng-Bupwv Adpog
Ap. AicOnuikrig /Ap. Pi1docogiag tng Nwoocag
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Auyo wg Eyw
Auyd w¢ atopikdTnta, MPootacia, dlactpwudtwon, MePIBANA, KEAUPOG, JovadikdTntd,
oUpBoNO, apxeTuTTIKY POPUA, KEVTPO, EKKivnon, TNy

Ta eikaoTikd avtikeiyeva, wg pia Jop®r eri-
Kolvwviag, mapdyouv okEWn. 2NPavtikd HEPOC AUTAG, N TTPOoTdbeia Katavonong, Katn-
yoploroinong kai getdepaong dpa kar olkeloroinong Tou omtikou epebiopatoc. Mia
dlakAadoupevn vonukr Kivnon, Tou kdmnoleg opeg @Bdvel oto adig&odo Tou «dppen-
Tou». Onwg avagépel o Humberto Maturana, Sev pmopoUlpe va piArjooupe yia autd
mou Pplioketal €Ew amd tn yAwoog, n dia n mpaypatikdtnta Kkai n unapér pag péoa oe
autr AauPdvel xwpa PEoa oTo OIKOOOUNKA Twv AéEewv. Ti propel Aoimdv va eimwBel
yIa autd TIoU, KAtd T YVWUN Jou, eival Kal TO ONPAVTIKOTEPO KOPUATI evOg pyou; ['1wg
MTTOPEl KAMOIOG VA PETAdWOE! TNV EIKACTIKY EUTIEINIA OTOV OTIOUdACTH 1 OTOV HEAETNTHA
NG TEXVNG AUTO TTou ouvrBwG AeItoupyel eival pia ouykupIakr), KUKAWTIKY Kivnon tou
Mpdypatog mou, S500€vTog Tou Xpdvou, Hop@oTTolel pia TIapdmAeupn, SIAQOPETIKY TAKTI-
Kr} MPOCEYYIoNG, Evav dA\o Tpdmo dpdong Teplocdtepo dlaicbntikd, aiobntneiakd, au-
TOPATo, Tapd AoyIkd - Aektikd. Omolog éxel mpoomabrjoel va mdoel Tov udpdpyupo anod
TO OTIACHEVO BePPAPETPO €Xel pIa eikdva and autd TTou TIPOOTIABW va Pnv Tepyedayw.

Auté Tou oupPaivel e tnv €xkBeon Tou
avukelggévou, eival pgia okavodAn okeyng. To €pyo Sev Ppioketal «ekel &w». Amoktd
undoTacn oTo PUaAS Tou Beatri kal Tapdyel EpUNVEIES, EIKOVEC, OKEWEIC. Xpnolyorolefl
TIG SIKEC TOU eUTTEIRIEG, AMTOWYEIC, EPPOVEG, yId va am\wBel, va mpooapTrioel oToixeia Tou
otn yévwnor| tou dev umpxav, va MPookoAnBel otn pvrjun kai iowg va YetaBdiel
andyeig, va apBAdvel akapyieg, va cokdpel emonpalvoviag eUPOVEG.

O Aov Xoudv unootripiCe ét efval duva-
TéV va avuAngBoulpe ta avBpwmiva mAdopata oav evepyelakd media, TTou Poiddouy
oav peydAa, wtevd auyd. Na pmopéooupe va doupe tnv MPoBoAr| NG ECWTEPIKAG
EVEPYEIQG, OTOIXEIOU TIOU KATEXEI EYAAO pOAo otn pabnteia tng paveiag twv ToAtEkwv.

2TIG ava@opEG Pou ota €pya, daveiotnka
TN Aoyikr| Tou | Toivyk, Tou BIBAIoU Twv aAaywv: o xpnopdg, n eikdva, n alhayry. Eriong,
Xpnolyoroinod €vav autooxedio apaipeTikd AOYo TTou eu@aviCel Xwpo avdueoa oTiG
AEEEIC yia pia avayvwon dnuioupyikr, dpa o eAeUBepn, AlyOTePO TIEPIYPAPIKH.

Tnv mpwtn 16€a yia to B€ua Twv auywy, Tou
npoéxkue amd to PiBAo tou Kestutis Kasparavicius,“Ostereier”, akohoubnoav okéYeig,
EVVOIEC KAl TAKTIKEG. H eEENER TG apriyaye okitoa evaAaKTIKOV eKSOXWV Baciopé-
VWV OTN @Oppa Tou auyou.

Kdmoia épya mpoékuav wg meipauatiopog
eMEUPaAong otn QOPTICUEVN VONUATIKA KAl CUPBOAIKA apXETUTTIKY €IKOVA. 2 TNV TIPO-
ondBeia emluong oxediaoTikav {ntnPdtwy, cuvdudotnKav TOIKIAG UNIKA Kal QOPEG.
2uxvd avtAribnkav Adoeig and tnv évvolia tou ‘Cyborg”, tnv evowpdtwon Jnxaviopwy
oe éuPia dvta, oe cuvduaoud Pe tn Bewplia tng eEENENC Baciopévn otn ouvepyaoia
HETAEU OIAPOPETIKWY Opyaviouwy, mapd otnv nape€riynon tng Bewpiag Tou AapBivou
yia tnv empinon Tou 1oxupdTePOU.

I. Kékkaing
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O Tumog tou Adyou

Auvapikn 1coppormia peta&y Suo PBacikiv otoixeiwv. [eiwon tou evég péow TG
pSppag evioxuel To dAAo Tou pe kekAipévo a§ova mapamnéprmel o kivnon. To BAEp-
pa eykAwpidetal. To @wg wg UAIKS. Aidxuon.

H apeionun avdyvwon tng ewteivii Yypa®rig, aAAnAévdetn pe tnv kivnon tou Bea-
Tr) mapanépmel otig SIMAEG eikdveg (lenticular images). MetaBal\dpevn mpdoinyn
™G AéEng exkivei vonukr Sigpyacia ouoxetiopol twv Suo evvoiwv. ANayr tou
UTTAPXOVTOG PWwTICHOU petafdilel TV ecwtepiki] avtibeaon tou €pyou.

The Trace of Words

Dynamic balance between two key elements. Grounding one through its form
amplifies the other which, with a sloping axis, indicates movement. The gaze is
trapped. Light becomes material. Diffusion.

The ambiguous reading of the luminous writing, interconnected with the movement
of the viewer, refers to the double (lenticular) images. The changing intake of the
word starts a mental correlation of the two concepts. Changing the ambient light
changes the internal contrast of the work.

02.Avo avo






Avaitio AnotéAeopa 38

Metatémon tng ouvriBwg umaiBpiag KAaTaokeurG oe KAiPaKa Kal g OXEON PE TO
niepiBdMov. Emeppatikég évvoieg opikpuvong kai anopdvwong. Pucaida.
Alapk®g petaBalopeveg poppeg vepou, Tou Spwg akolouBoulv cagri potifa oe
kivnon kai oxrjpa. MpoPAéyipeg uno pia €vvola, av kai xaotikég apxikd. YAIka o
oupmigon, mapapdpewon, SidBAacn.



Unnecessary Result 38

Displacement of a usually outdoor construction on a scale and in relation to
the environment. Formulating concepts of shrinkage and isolation. Bubble.
Constantly changing forms of water, though following clear patterns in move-
ment and shape. Predictable in a sense, albeit chaotic at first. Materials in com-
pression, deformation, refraction.







Mekioor 2

KaBapd mepiypdppata, oxrpata, apxeTUTTIKEG
POpHEeg, empdveleg ev Suvdpel petapAntés. Ema-
vainyn, pubpdg pe kdmoio Babud tuxaidtntag,
mpoolwvidel kivnon Kai fxo.

O Oeatiig evepyorolei To pnxaviopd. Xxruata
mou e&agavifovtal, JETATPEMOVIAI OE NXNTKEG
poppes. H 8iadpaon pe to Beatri mpoobétel Sia-
KUpavon otov mapayouevo fxo.

Epgaveig kar pn Suvatdtnteg petatpormig twv
ouvlnkav. Metakivnon, oupmArfjpworn, evioxuon
PEVPATOG 1] PWTOG, CUVETIAyovTal evioxuon I al-
Aayr} @dpuag oto vepd Kal Tov fxo.

Beehive 2

Clear contours, shapes, archetypal forms, poten-
tially variable surfaces. Repetition, patterns with
some degree of randomness, foretell movement
and sound.

The viewer activates the mechanism. Disappearing
shapes are transformed into sound forms. Inter-
action with the viewer adds variation to the pro-
duced sound.

Visible and non-visible possibilities of changing the
conditions. Moving, replenishing,amplifying current
or light, involves amplifying or changing shapes in
water and sound.



03.Crossed 04.Bread

AiaoteA\épevog LoMPiopog

To péyeBog Siapoporolei, Ta KOUPTIA avTIoTEKOVTal ot SIaGTOAN
Kai mapapgop@wvouv. Ekkivnon moMamirig avdyvwong. Agukétnta.
Dwg eowtepikd Sidxuto ald ouyxpdvwg onpelakd, mpoomadei
va icopporioel To e§wtepikd. Avdptnon, aiwpnor.

O xpodvog mpocHEétel amoyeiwar, Ttwon, S1actolr, oxioipo.

Expanding Solipsism

The size varies, the buttons resist to expansion and distortion.
Start of multiple reading. Whiteness. Inside a diffuse but at the
same time point spatial light, tries to balance the outer. Suspension,
swing.

Time implies take-off, fall, expansion, tearing.






05.Radiator

06.A1Aog
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09.Moon

Lake

08.Knot egg

10.Calendar






lopdiog

Kataokeur] pnxaviotikrig ouvtagng. XaikoU; Kata-
KOPUPN TTapddeon, capwsg SIAKEKPIPEVWV VNOidwy
amd @oppueg, potifa kar ukikd. xS0 ypapuiks, oa-
P£G Kal kaBapd, Mikvwor, apaiwan.

Aiddpaon. Kivnon ouahrj mou petatpénetal oe te-
BOAaopévn. 'Hxog oe endAnAeg otpwoeig, avdloyog
pe ) SidpBpwon g eikdvag.

Exipepdtnta oe 10oppormia, avapovr SidAuong, Su-
VAUEIG TIOU EVOEXETAl VA TTAPAPOPPWCOUV TA UAIKG.

Gordios

Construction of mechanistic conjunction. Hai-
kou? Vertical list of clearly distinguished islands
of forms, patterns and materials. Linear design,
clear and clean, thickening, dilution.

Interaction. Smooth motion that becomes er-
ratic. Sound in successive layers, proportional to
the structure of the image.

Suspension in equilibrium, pending for dissolu-
tion, forces that may deform materials.
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Mobilis in Mobile

Axivnoia, oiyrj, npepia. Me v ma-
podo Tou xpdvou, n Tapatripnon
au&dvel v YPeudaiobnon kivnong.
Avagopd oto €pyo tou Jeff Koons
“One Ball Total Equilibrium Tank”.

Mobilis in Mobile

Immobility, silence, calmness. Over
time, observation increases the illu-
sion of movement.

Reference to Jeff Koons’s work
“One Ball Total Equilibrium Tank”.
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Anéotaon

Mey£6uvon eowtepikol xwpou mépa amd to kéhugog. H andotaon tou
ipar amd 1o eyw.

Mapamopmr ot @pdKTal yewpeTpia Kal TIG KAACPATIKEG S1aoTdoElS.

Distance
Inside space expands out of the shell. The distance between “I” and

«, ”

am”.
Reference to fractal geometry and fractional dimensions.






12.QouUg

26



Yiannis Kokkalis: transforming the archetype
in semantically functional system

One of the arresting advantages of art, or
perhaps one of its most incomparable possibilities, is that by drawing on its primary
conditions and properties (form, line, color) and continuously shaping ideas and
beliefs (archetypes, symbols) about them, by means of the constant cultivation and
modification of the materials and the plastic side of creation, also by the exploitation
and the use in an imaginative way of the theoretical view and the functional structure
of science and technology, manages to shape and graft with new meanings, images and
perceptions about the world (even if they are empirically and verbally inexisting) the
human mental, cognitive and linguistic syntax.

This  kind of perception about the
possibilities of art can readily and unmistakably be understood by any spectator who
encounters the works of Yiannis Kokkalis. He finds him/herself surprised in an almost
immediate and at the same time unexpectedly and pleasant way, by the unique path
the artist has managed to undertake and by the enthralling conclusion of the delicate
endeavor to paraphrase, in a such extensive and both original and virtual conceptual
way, a given and defined form, which initially struck us as being merely schematic,
accomplished and with a completed symbolic and archetypal meaning, a common
and creatively finite one.

The EGG since the depths of human
prehistory was universally conceived and symbolically and archetypically handed down
to us as an allegory. As a representation that at the same time encompasses all its
biological characteristics and irradiates the physical properties and functions to the
human’s existential and metaphysical, as well as the social and genealogical, conditions;
thus defining different and often conflicting meanings and conceptions according to
what semantic and, in a broadly generic aspect, ideological needs it is called to fulfil.
From the obvious meaning of protection during the incubation period, a tantamount
of the bliss the fetus feels during pregnancy and the psychoanalytic aspect of the uterus
experience, to the creation through the rupture of the shell and the reconstruction of
the bimorphical concept of egg/life itself, insinuating also the ideal of regeneration that
leads to the religious and metaphysical symbolism of Virgin Mary's virginity. From the
metaphor of infinity, evolution, the experience of timeless or infinite time, to the very
concept of surveillance, of reclusion. From Hildegard von Bingen's mystical image of the
“World as an Egg”, the unity of all things, where the One is connected with the Whole,
also as an organic “alve”, and the beginning of something astonishing and the unfolding
of “invisible and eternal things”, which signifies a shift from Plato’s cosmic staticity, to
the modern theory of the “cosmic egg”, the constant expansion of the Universe.
Not to mention the numerous puzzling and unsettling problems the egg, with its oval
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shape, the slopes of its surface, its non-fixed axis, due to its formation (oval, pyriform,
circular, and elliptical) has posed to the mathematicians who strived for centuries
to solve them (from the Cartesian to Cassini's curves and on). Based on the same
variety of semantic and symbolic use of the shape and meanings of the egg, numerous
artists have measured themselves with this polivalent and powerful form: Hieronymus
Boss, Rene Magritte, Piero Della Francesca and Salvador Dali, Kazimir Malevic, and
C. Brancusi, the egg-shaped faces of Montigliani, the Surrealists, the metaphysical De
Chirico and his Greek follower Engonopoulos, up to the nightmarish variations of the
Estonian Ulo Sooster, just to mention some of them.

Nevertheless, Yiannis Kokkalis dares to
perform a more compelling conceptual leap. In his works the formal and semantic
“declinations” of the egg's shape cease to be just and only a form-shape. It ceases
to function only as a symbol-concept, but on the contrary is generalized as a system,
treated as a whole. Almost as a cybernetics’ kind of «autopoietic system», which
interacts with the environment in order to get a feedback, as a conceptual set that
contains all the sets that at the same time are not full members of themselves,
integrating and recreating meanings, the egg according to Kokkalis' perspective is
treated as a “machine of difference” (analogous to F. Guattari's machine difference):
of the becoming and “radical transformation” of a utopian “wonder tissue”, a real
body that contains both the res extensa of the representation and the res cogitans
of the production of meanings. In Kokkalis" work the image of the egg seen under a
Kantian light as “without (a specific) representation” is the “Logic” itself, the overflow
of which highlights an elevated inclination that brings to the senses the “Sublime” of
the purpose that transcends Nature.

What is precisely understood in Kokkalis'
works is that the object is treated as a body-consciousness, as a uniform “scene” where
the physical is related to the conceptual. Within the artistic objects is manifested the
conflicting relationship (at a psychological level) between the archetype’s milieu (as
a process of psychic impulse and repulsion) and the infiltration of the image that is
endowed by the «imprint» of the form and in its essence by means of the intervention
of science and technique and their imposed disenchantment, which is derived by the
contrast of the functional and the symbolic. This contrast serves to shift the meaning
of the latter (the symbolic) from the established imaginary of prehistory and pre-
capitalism to the imaginary of post-capitalist iconography, in other words from the
abstract to the mentally and empirically experienced. Where someone in Kokkalis'
position would have attempted a kind of archaeological excavation in order to trace
the foundations of human nature on the symbolic language, which also constitutes
the origin of the human language and every primary code of communication, Kokkalis
himself aptly focuses on the process, on the things before, after and during this symbolic
signaling, on the transition from the pre-symbolic systems of expression to the symbolic
ones, viz. the “cognitive architecture.” This architecture assembles the mental images,
afterwards outpours and connects with the aesthetic production. Every expressive
system, like human speech and language, is addressed as an invention or an emergent
entity of non-linguistic entities. After all, from an evolutionary point of view, our mind
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is considered a condition of the symbols as well as the symbols are conditional factors
of our mind. Thus, the mental contents, which are to a large extent responsible for the
self-production of the reference to the things and concepts of the world, through the
transformation of the subjective states into systems that, according to M. Lazzarato,
develop “extensive” spatio-temporal coordinates of “representation” and “becoming”,
constitute focal points of differentiation.

Kokkalis' mechanical extension of the egg
“hypotyposis” is a rewarding expression of this very process of differentiation, partly
ontological and mostly semantic, of the original imprint. The mechanical and technical
representation of the object initiates and instantiates a longer lasting “Vorhandenheit”,
the truly and realistically tangible attention and perception as Robert Klein (in his
monumental Forme et intelligible) might say, which through the “technification”, much
alike the difference machines, rejects the absolutely irreductibles occurrences and the
imposition of a settled and rigid bi-subjectivity, based on a pre-given method.

As F. Guattari emphasized, the machine is
not against the “It” (id) and it is compellingly essential to know how the “enunciators”
(in this case the image, the language) of biological aesthetic and theoretical machines
are (co) assembled, redefining the purpose of human activity on the production of
subjectivity or the collective assemblages of subjectivity.

Afterall, the cultural-symbolic environment
can change (either by means of the neural plasticity of mind/world co-formation,
as Lev Viygotsky put it, or through the intentional but non-consensual actions of J.
Searle’s theory), in conjunction with the complex representational structure or with
the specialized technological substitution, the reaction of the neurons and to activate
all the mechanisms of perception and the meaning of the stimuli that cause it. Yet,
this could be achieved on a basis of a “holistic” (according to W.V.O. Quine) bio-
socio-cultural representation/description and interpretation-however not so narrowly
behaviorally described as the American thinker would have liked, given the impossibility
of their radical “translation” into a One-to-One “Tarskian-type” translation, or into a
purely formal language.

In  Kokkalis’ mechanical works, where
the needle of the compass is constantly pivoting from the conceptual and mental
to the functional and physical, the new functional organs are put to work and are
not jettisoned till the new operating systems are created. After all, according to the
materialistic Lucretian mechanical cosmology, the Matter consists of hybrids and
minds that constantly produce new circuits and artificiality that constantly regenerate
materiality and forms. Art (like science in Popper's famous Third World) has the
aforesaid privilege to create new forms from the very absence of their “imprint”,
which -if they are lucky enough to find compatible construction conditions through
technology- are capable to acquire also a material substantiality. As Deleuze used to
say, ‘‘creating new (semantic) circuits in art means creating them in the brain too.”

Dr. George-Byron Davos
PhD Aesthetics, PhD Philosophy of Language
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Egg as Ego
Egg as individuality, protection,stratification,housing,shell,uniqueness,symbol,archetypal
form, center; starting point, source.

Visual objects, as a form of communication,
produce thought. An important part of this is the effort to understand, categorize and
translate in order to comprehend the visual stimulus. A branching mental movement
that sometimes reaches the impasse of the “unspoken”. As Humberto Maturana states,
we cannot talk about what is outside language, reality itself and our existence within it
is taking place into the edifice of words. So, what can be said about that which, in my
opinion, is the most important part of a work of art! How can we communicate the
visual experience to the viewer or the art student! VWhat | have found to be efficient
enough, is a cyclical encircling movement of the subject that, given the time, forms
a lateral, different tactics of approach, another way of acting more intuitive, sensory,
automatic, than logical - verbal. Anyone who has tried to pick up the mercury from a
broken thermometer knows what | am trying not to describe.

What happens with the exhibition of
the artistic object is a thought triggering. The object is not “out there”. It acquires
substance in the mind of the viewer and produces interpretations, images, thoughts. It
uses his own experiences, perceptions, obsessions, to spread, to annex elements that
have not been there at the beginning, to cling to memory and perhaps change views,
soften rigidities, shock by pointing out obsessions.

Don Juan argued that it is possible to
perceive human beings as energy fields, which look like large, bright eggs. To be able to
see the projection of the inner energy, an element that plays a fundamental role in the
apprenticeship of the magic of the Toltecs.

| borrowed the logic of “I Ching”, the
ancient Chinese book of change, in order to refer to each work: the oracle, the image,
the change. | also used an improvised abstract speech that generates space between
words for a creative, therefore freer, less descriptive reading.

The first idea for the subject of eggs, which
emerged from Kestutis Kasparavicius' book, “Ostereier”, was followed by thoughts,
concepts and tactics. The evolution of it, produced sketches of alternative versions
based on the form of the egg.

Some works emerged as experimental
formulations of the semantically and symbolically charged archetypal ikon. To resolve
design issues, a variety of materials and forms were combined. Solutions were often
drawn from the concept of “Cyborg”, the integration of mechanisms into living beings,
combined with the theory of evolution, based on cooperation between different
organisms rather than, the common misunderstanding of Darwin’s theory, the survival
of the fittest.

G. Kokkalis
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X uyviopo Bioypagiko

[982 - 1986: Alofknon emixeipricewv oto Oikovopikd [Mavemotrpio ABnvov

1987 - 1989: Gwtoypagia otn oxohr “Focus”

2003 - 2008: Nwrrtik otnv Avwtdtn >xoAr Kahav Texvav ABnvav

2008 - 2010: Metarrtuxiaxd INpdypappa «Wneiakég Mopgég Téxvney tng AZKT

1989 - 2010: Epydotnke wg pwtoypdeog

Andé 1o 20l Epydletar wg kabnyntrig eikaoctukwv otny MNpwtofdbuia Exmaideuon

Ané 1o 2017 Aiddokel Numttikr otn 2xoAr Kahwv Texvav tou lMNavemotnuiou lowavwivwy

ATOMIKEX EKOEXEIY: 2020: Avyd w¢ Eyw, Talc studio, ABriva, 2015: Ztpogéc,
[kalepi Beton7, ABriva, 2014: Guideline, Artwall, ABrva, 20lI: Eykataotdoeig,
lkaiepl [Movtomdpog, Ndouoa [Mdpou

EMIAEFMENEX OMAAIKEX EKOEXEIX:2020: [IapeibwAia, Talc Studio, ABrjva, empéAeia
BaoiAikiy TMavayiwtonmoliou, 2018: 2 gikaotikol, [kahepl Texvoxwpog, lwdvviva,
2016: Corpus Isola, BoupdAeio MapBevaywyeio, KdAupvog, pe tnv umootripi§n tou
Opyaviopou TMoArtiopou kar Avdamtugng NEON, empéieia Katepiva 2mepéviloy,
2016: 1460 art days /ArtWall, Xopog téxvng Artwall, ABAva, empéieia Pwtevig
Kamifpn, 2015: 1095 art days / ArtWall, Xdpog téxvng Artwall, ABrva, empuéleia
Qwteivry Kamipn, 2015: Ta pwota pou, «>to oxoAeio», ABriva, emuéleia >tavpog
Mmovdtoog, 2014: Ymodoxéag - Méoa oto Xaxoih, CAMP ABrva, 2013: Message
in a Bottle, Mivako®rikn Mrbupvag, MoAuBog, AéoPoc, 2012: Medio Apdong Kédpa,
©eooahiovikn, 2011 H MeydAn Kapapéha, Taviobrikn tng EANGSag, ABrva, 20II:
Apevtikd, Zoa kai Epyaleia, Tkahepi Kanmdtog, ABrva, 2010: Kanon 6TC, I.T.C. Rito-
pek, BeAypddi, ZepBia, 2009: Rooms 2009, zevodoxeio St. George Lycabetus, ABrjva,
2008: Entropia, Tkahepl Karmdrtocg, ABrjva, 2006: Ziwmmpéc MAsioynoieg, Bios, ABrva,
2005: Poesie en Images, TaAikd Ivotitouto ABnvay, 2005: lo peotifdA Bivteotéxvng,
AZ KT ABrva k.d.

32



Short Biography

[982 - 1986: Studies at the “Athens University of Economics and Business”

1987 - 1989: Studies of professional photography at the IEK“Focus”

2003 - 2008: Studies in sculpture at the “Athens School of Fine Arts”

2008 - 2010: Post graduate studies in digital arts at the “Athens School of Fine Arts"
1989 - 2010: Worked as a photographer in fashion and advertising

Since 201l Works as an art teacher

Since 2017 Teaches Sculpture at the School of Fine Arts of the University of loannina

ATOMIKEX EKOEXEIX: 2020: “Egg as Ego”, Talc studio, Athens, 2015: “Turns”, Beton?7
Gallery, Athens, 2014: “Guideline”, Artwall, Athens, 20II: “Installations”, Pontoporos
Gallerie, Naoussa, Paros

SELECTED GROUP EXHIBITIONS: 2020: “Pareidolia”, Talc Studio, Athens, curator
Vasiliki Panagiotopoulou, 2018: “I2 artists”, Technohoros Gallery, loannina, 2016:
"Corpus Isola”, Vouvaleio School for Girls, Kalymnos, with the support of the Or-
ganization for Culture and Development NEON, curator Katerina Sperentzou,
2016:"1460 art days / ArtWall”, Art Space Artwall, Athens, curated by Fotini Kapiris,
2015:"1095 art days / ArtWall", Art Space Artwall, Athens, curator Fotini Kapiris,
2015: "My lights”, Sto scholeio, Athens, curator Stavros Bonatsos, 2014: “Receptor”,
CAMP Athens, 2013:"Message in a Bottle”, Mythimna Gallery, Molyvos, Lesvos, 2013:
"Back to Athens 2013", CAMP (Contemporary Art Meeting Point), 2012: “Back to
Athens”, Hotel Pindaros, 2012:"Shop”, Athens, 201I:*The Big Caramel”, Greek Film
Archive Athens, 20Il: “Bosses, Animals and Tools”, Gallery Kappatos Athens, 2010:
“Kanon 6TC", International Test Site, Ritopek Belgrad Serbia, 2009: “Rooms” 2009,
Hotel St. George Lycabetus, 2008: “Entropia”, Gallery Kappatos Athens, 2006: “Si-
lent Majorities”, Bios,Athens, 2005: "“Poetry in vision"”, French Institute Athens, 2005:
“Ist Videoart” ASFA, Athens
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