





PRESENCE IN ABSENCE

KYRIAKI COSTA



2tov Avtn lwavvidn kar atn Aéomoiva



O x@pog TG amouaiag Hou pe OTEYAoE.

Avtng lwavvidng






AlINOYZIIA

Xkéeig yia to €pyo tou Ervin Goffman
«H mapoucia tou eautou otnv kabnuepivi {wn» (1959)

KaBnpepivd mepmiavidpacte oe mohucixvaotoug Spdpoug, Témoug
moAUBououg kai Siadpopég BopuPwdelg, kal dpwg St vivBoupe v
avdykn va ouppetdoxoupe, Se Sivoupe mpoooxr. Me autd tov tpdro,
ouvdiaeydpaote pe to TepIBAMov pag xwpig va ectid{oupe o autr
™ ouvIdAegn. To cwpa pag epmiéketal o pia «adpiotn aAAnAermi-
Spaony» kai petatpénetal oe Oplo. Mia Siadikacia mepipepeiomoinong
AapBavel xwpa Siaxwpifovtag to péoa and to £8w, Tov £autd pag and
Toug dAdoug, Siaxwpilovtag autd mou To owpa aicBdvetar ané autd
TTou To HUaAd kpuPel. lowg va urdpxel £vag KOopoG Tépa and To éplo
TTOU GUVIOTd 1) CWHPATIKY Pag undotaon, aAAd Kdtw amd to Séppa pag
Bpioketal éva dMo cupmay, to Siké pag ocupmayv, évag e§aTopIKEUPE-
vog tomog tou Eival, Siamotiopévog pe pvijpeg, mpoéowra, €IKOVeG,
1jxoug kai cuvaicOruata.

H ATMOYZIA cuMapBdver autr ) Sittj umdotaon, emtpémnel v
TAUTOXPOVN EPTEIPIA SIAPOPETIKWY XPOVIKOTHTWY KAl HAG TTAPEXEI
v mBavétnta tng emAoyrig peta&u twv dvo autwv utap§laky me-
PIPEPEIVY avdloya pe TG eMBOUPieg pag. XTnv Téxvn, n @Uon Kal o Xa-
paktiipag tou Eivar yivovtar 8€pa emioyrig. H AMOYZIA agpopd
otnv mpaypatkdtnta TG moAamiég moavétnteg tng MAPOYZIAL.

BiBAioypagia:
Goffman, E. (1959) The Presentation of Self in Everyday Life. Doubleday,
Garden City, New York.



ABSENCE

Some thoughts on Ervin Goffman’s work
“The Presentation of Self in Everyday Life” (1959)

Evbrrday. we Find ourSeives windéring inbusystreats Crowded pdtes noSYy paths
and yet we do not nBeY b0 pdrtiCipatE, wi do rol rbdly wiSh topay dttentien. In 50
doing, W int@raCt with -2 wirld withaut facusing on vt aterdetion. Our bod?
enndlt inurfacuged interdction” it i§ tranStermed into d bounddry: 8 protess of ”
regiondildtion dies piace, with d gStinction Being drdwn petween trd insid Wm-ar.
OUESHE, LEtwWeSn CurSBIves dnd the athbrS, between whaL our boor Bxpresses and
Our mind CONCAJS. There mdy :ﬁn-i warid beyond aur SamatiC boudy but
uniern@dth our Skin g5 dnGiner COSMOS, ouUT own SMES. @1 individudizéd lotus of
bting imbutd with mPmerits perSens. mdets. Soundd dnd FEEANES. ABSENCE
Cplin 85 UG dodiLY 1t MOWS thé simundntous BXperiencé of aiFf erfnt temporditic’s.
it gives uS the opportunity to bring to the forf wWhCntwer OF twd (E9iONG of
WE with to pripritize oull the DbhEr n et ant ndture dnd chardcier of Beind

beromés 3 matter of chpick! ABSENLCE 15 réaly dbout the many pocSibifties of
PRESENCE... =

Reference:

Goffman, E. (1959) The Presentation of Self in Everyday Life. Doubleday,
Garden City, New York.
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“The Problem of Long Time”:

The Dialogical Dimension of Still Life
in the Work of Kyriaki Costa

A thesis on Still Life.

Objects, materials and forms in aesthetic interaction. A post-modern
manifesto, a conscious attempt to illustrate the new order of things in
artistic creation, with explicit reference to incompatibility and
discontinuity, the hybrid and the heterogeneous, complexity and detail.
These are works that highlight the contrast between “old” and “new”,
between the “serious” and the “ironic”, between “immobility” and
“motion”, “absence” and “presence”, “silence” and “words”. Still life as
“a process of becoming”, as a dialogue between materials and motifs,
a dialogue between the creator and the recipient, a dialogue between
the subject with the objects and their biography.

If we attempted a “creative comprehension” of Kyriaki Costa’s
work, then we would have to accept this work presents no signs of
telos (in other words no “aim”, nor “end”). There is no first or last
theme, nor a first or last meaning. What matters is the actual process.
In the aesthetic framework that she shapes, there are no boundaries;
on the contrary, she aims at establishing a dialogical context that
projects into the limitless past and the limitless future. In the course
of this process, each contact with her work thus leads to the
discovery of a vast number of contextual meanings, meanings that are
reshaped, revised, reframed and ultimately, transformed it into new
forms of understanding.

This is the very essence of “art as open text” in the work of
Kyriaki Costa: the dynamic potentiality of meanings, semantic
redefinitions, notional restructuring, novel answers, open totalities.
The result: a form of art with profound dialogical depth, an art that is
thoroughly biographical, an art that evolves, an art which is not
content to just “be” but always finds itself in a process of “becoming”.

“Nothing is altogether dead.
Every meaning will celebrate its nostos.
The problem of long time”

Dr Despina Catapoti
Department of Cultural Technology and Communication
University of the Aegean



«To MpéBAnpua tou Meydlou Xpoévoux:

H Aialoyikr} Aidotaon g Nekprigc ®uong
oto ‘Epyo tn¢ Kupilaknig Keoota

Xmoudn otn vekpn @uor.
Avukeipeva, uNikd kai dppeg oe aiobnukr Siddpaor). ‘Eva ka®’6ha pe-
TAHOVTEPVO pavipéoTo, pia ouveldntr mpoomdbeia avadeigng g véag
Ta&NG mpaypdtwy oty KaAtexvik} Snuioupyia pe cageic avapopés
otnv acupPatdta Kai TV acuvéxeia, To UPPISIKS Kal TO ETEPOYEVES,
o MoAUTAoKo Kai T Aemrtopépeia. ‘Epya mou avadeikviouv tyv avtibe-
on, avdpeoa oto «maNidy Kal To «vEoy, avdpeoda oto «ooBapdy Kal To
EIPWVIKOY, AVAPECA OTN «OTACN» Kal TNV «Kivnony, TV «amouciay Kai
™V «TTapouciay, Tn «oIwmi» Kkai to «Adyoy. H vekpr| puon wg «yiyve-
obam, wg SidAoyog petadl Twv UNIKGV Kal Twv poTifwy mou tnv anap-
TiCouv, wg Sidhoyog peta&u tou Snuioupyou Kkai tou ekdotote Beaty, wg
SIGAOYOG TOU UTTOKEIUEVOU PE Ta aVTIKEIPEVa Kal Tn Ploypagia Toug.
>t Snpioupyikry katavonon twv €pywv tng Kupiakrg Koota dev
urtdpxel «téAogy (pe GAa Adyia, oUTe KOTOXOGY, OUTE KONOKAPWONY).
Aev unidpxel oUte MPWTo oUte teheutaio BEpa, oUte MPWTO oUTe TeAeu-
taio vénpa. Agia éxel pévo n Siadikaaia. Xto aicbntkd mhaioio mou Sia-
popwvel Sev umdpxouv Opia, avtibeta @aivetalr va otoxelel o€
Sialoyikd cupgppaldpeva Tou ekteivovtal oTo amepIdpIoTto TapeAddv kal
oo amnepidpioto péNov. Xty mopeia tng Siadoyikrig Siadikaoiag, n Kd-
B¢ emacpr] e ta €pya g, pag odnyei oty avakduyn piag tepdotiag mo-
odTNTAG CUPPPACTIKWY Vonudtwy, KdBe otiypr, o SidAoyog mpoxwps,
avakaA®vTag Kal avadwoyovwvtag ta oupgpaldpeva O avavewpévn
Hop@r Kal ev TéAel, o€ VEa oupppaldpeva.

Autr eival n oucia tou open text oto €pyo G Kuplakrig Kwota:

Suvdpel vorjpata, onpacioloyikoi emavampocSIopIGHOi, VONUaTIKoi pe-
TACXNPATICHOI, KAIVOUPYIEG AMavtioEIG, avOIXTEG OAGTNTEG. To amoté-
Aeopa: pia poper téxvng pe Sialoyikd Babog, pia téxvn Broypagikr, pia
éxvn mou egehicoetal, pia téxvn mou Sev «eivam al\d «yivetam.

«Timota Sev ival amoAitwg vekpo.
Kdbe vonua Ba yioptdoel to véoto tou.
To mpdPAnpa tou peydlou xpdvouy.
Michael Bakhtin, Speech Gengres.

Ap Aéomoiva Katanétn
Turpa MoAmiopikrg Texvoloyiag kar Emkoiveviag
Mavemotripio Alyaiou
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>TO ZEXTO tomio twv patv, otn {eoth Xdpa,
maiSid pe TPOTOPEG OTa yovata Kpatouv To
XWUA TOUG.
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Aivog lwavvidng
«O xpJSvog Tou ampdouevoU Kaipouy»
ekddoeig Alyaiov « Koukida



MEFAAQNAN otov katrigopo ta povordtia,
dvolyav ki euwdialav ta @UAAa, éotalav oto
MAeupd pag ta Spooepd Aoutpd TwV KOPITOIWV.

To kuopévo yepupl O’ aveBolpe mdAl Ta
okalomdtia Tou akolouBouUv Tnv Koitn Tou
peucToy motapou Kal ta cupmayr pag Bripata
0’ apyomopricouyv.

Aivog lwavvidng
«O xpdvog Tou anmpdoevou Kalpou»
exdooeig Ayaiov « Koukida
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MY PRESENCE IN ABSENCE

Introduction

Artistic expression should not be viewed as an atomistic enterprise
but instead, as a process or borrowing and reworking elements of the
world that the artist inhabits. In this respect, we could argue that a
piece of art constitutes an amalgam of diverse influences but also a
new understanding, a new thesis as regards those influences. The
purpose of this essay is to offer a brief overview of the influences that
can be traced in my own artwork. Three themes form the core of this
work and it is on the basis of these themes that | have also structured
this paper: (a) Boundaries and the “Bounded” (b) Monuments and
Memory and finally, (c) “Beauty” and Aesthetics. Each section begins
with an outline of its general problematique, and proceeds with a brief
description of my related artworks. Influences from the field of art
theory and the broader field of humanities and the social sciences are
also explored in detail, along with the work of certain artists that had
a large impact in the way | conceptualize and materialize my own ergon.

Boundaries and the “bounded”

In recent years, the “boundary” concept has been placed at the centre
of influential research agendas in anthropology, history, political science,
social psychology and sociology (Lamont & Molnar 2002). The
“boundary” has been discussed with reference to a variety of issues such
as social and collective identity, class, ethnic/racial and gender inequality,
knowledge and science, communities, national identities and spatial
boundaries. In my own work, the intention has been to examine the
concept in conjunction with the “bounded”: On the one hand, | wish to
demonstrate that all “bounded” entities are perceived and appreciated
only in relation to the dividing line, the boundary. On the other hand,
since boundaries are never fixed, “bounded” entities cannot be treated
as constant and/or given but instead as identities in negotiation.

For instance, my work “My House” (Plate |) is a photo of the
interior of a house and in particular, my own house in Nicosia,
Cyprus. The house walls form the dominant element of this photo; the
walls are essentially a material and symbolic boundary, drawing a
distinction between “inside” and “outside” and also contributing to



H EN TH AIMNMOYZXIA MAPOYZXIA MOY

Eicaywyn

H kaMitexvikr| éxgpaon Sev mpénel va Bewpeital wg aTopIKIOTIKS gy-
xeipnpa, ald avtibeta wg pia Siadikacia daveicpou 1 emavanpoacdio-
pIopoU otoixeiwv amnd to mepIBAaAov Tou KaAItéxvr). Zto mAaioio autd,
6a propoucape va IoxupioToUpe ST éva €pyo TEXVNG amotelel éva
apdAyapa Siapopetikwy emdpdoewv ald Kai pia véa avtAnyn, pia véa
TOMoB£TNON g OXEON PE AUTEG TIG EMPPOES. TGXOG TOU TIapdvTog So-
Kigiou gival va mapouaidoel pia oUvVTopn €MoKONMon twv emdpdoewv
TTOU PTTOPOUYV VA AVIXVEUTOUV OTNV EIKACTIKH Jou pdtaon. Tpia 6€pa-
Ta amoteloUv ToV TIUPIVa TOU €IKACTIKOU PoU €pyou OmMwg Kal autou
Tou Sokipiou: (a) Opia kar «oploBetrioeig» (B) Mvnueia kai pvipn, kai
(y) «Qpaio» kar aiobnukr. Kabe turjpa apxiler pe éva mepiypappa g
YevIKiiG TPOBANUATIKIG TOU Kal OUVEXiCel PE I GUVOTTTIKY TIEPIYPAPN
TWV OXETIKWV €pywv pou. EmSpdaeig amd tov topéa tn Bewpiag g té-
XVNG Kal Tou eupUTEPOU TIESIOU TwV avOPWIICTIKWY EMOTNHOY, EPEU-
VQVTal AeTTtopEPEIaKd, TapdAANAa PE £pYa CUYKEKPIPEVWY KAANITEXVWV
Ta oroia gixav onuavukn emidpacn otov TPdmo cUANYNG Kal EKTEAE-
ong tou Sikou pou £pyou.

‘Opia kai oploBetroeig

H £vvoia tou opiou, éxel amoteAéoel KEVIPIKG ONUEIO TOU MPGo@PAToU
gpeuvnTIKOU evdiagpépovtog atnv avBpwmoloyia, Tnv IoTopia, TV mo-
NITIKT) EMOTAPN, TV KOIVWVIKY Puxoloyia Kkal Tv koivwvioloyia (La-
mont & Molnar 2002). To «dpio», éxel avalubei pe avagopd oe pia
oelpd and B€pata Onwg n KOIVWVIK Kal CUANOYIKK Tautdtntd, N Kol-
vwVIKr Td&n, n eBvotikn / puAetiki avicdtnTa Kai n avicdtnta Twv @u-
Awv, N yvoon Kai n emotiyn, n €0VIKr Kal KoIVOTIK Tautdtnta Kai Td
xwpota&ikd opia. Mpdbeon otn dikr pou Souleid unmpe n e&€taon
™G €vvolag ToU Opiou OE CUVAPTNON HE TV £vvold NG «oploBEtnong»:
and ) pia emMSIVKW va Mapoucidow To TPATO PE TOV Omoio OAEG ol
«OPIOBETNUEVEGY OVIOTNTEG YivoVTal AVTIANTTEG KAl EKTIH@VTAl HOVO OF
OXE0N MPE TO OpIS TOoug, TN Siaxwplotikr ypappr. Ané v dMn, ¢’
Sdoov ta 6pia Sev eival MéTe oTabepd, Ol KTTEPIOPICPEVES) OVIOTNTEG
Sev pmopouv va avupetwmidovial wg dedopévo | apetdfAntn otabe-
pd, ala avtiBeta wg tautdtnteg oe Siapkry Siampaypdteuor).
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the definition of a bounded unit, the residents of the house, the family.
And yet, on these walls, one can discern an image of the world
outside, in particular a certain part of the Green Line, the line dividing
the island of Cyprus in two distinct spatial units (i.e. North and South),
the line dividing the history of the island into two distinct temporal
units (before and after the Turkish military invasion in 1974). The
walls therefore become transparent, the boundary falls apart, the
outside, the exterior is invited-in, it becomes internalized.

In “Family” (Plate 2), the notion of boundary figures once again quite
prominently. At the centre of the scene | have placed my family (i.e. my
husband, our two daughters and myself) in such a way as to represent an
entity. However, a closer look upon this entity, this bounded unit unveils
a series of divisions, natural, political, symbolic and social. The setting of
the photo is the wider landscape of the village of Akanthou. This village
is located in the northern (and currently occupied) part of Cyprus.
Akanthou is also my husband’s birthplace, a place he had to leave behind
quite abruptly in 1974. The mountain at the back is Pentadactylos, a
physical boundary symbolising the divided island. Initially, one gains the
impression that the family is not affected by what is happening around
them, but is this really the case? In fact, the boundary of the unit falls
apart, for each of its members develops different feelings and carries
different experiences, as for example the grief of a refugee (my husband),
the memories of the elders (my husband and myself) as opposed to the
lack of memory from the side of our two young daughters etc.

How the workings and consequences of wider boundaries affect
social entities is one aspect of the art project. Another, equally
important aspect is the boundary that can be drawn between the
cultural and socio-political perception of this work by a “detached”
observer and the wounding, personally touching detail that this work
potentially encapsulates for an observer that is one way or another
“engaged” with the theme of the art piece (as for instance Cypriot
people, or other refugee populations of the world). This distinction
(this time from the perspective of observation) largely draws upon
Roland Bathes’ famous distinction between studium and punctum in
his book Camera Lucida: Reflections on Photography (1981).



lNa mapaderypa, to €pyo pou pe titho «To Xmit pouy (mivakag 1),
gival pia pwtoypagia Tou ECWTEPIKOU EVOG OTITIOU, CUYKEKPIJEVA
Tou dikoU pou omtioly otrn Agukwaoia. Or Toixol Tou omitioy amote-
AoUv to kupiapxo otoixeio NG eikévag. O1 Toixol, amotelouv éva
UNIkS kal oupBolikd Spio Tou Siakpivel To «pEoay amd to «E§wy
oupBdAovtag mapdAnia oto kabopioud piag oploBetnuévng / me-
plopicpévng ouddag, mou amoteleital amd Toug KATOIKOG TOU OTIITI-
ou, tnv oikoyévela. Kar dpwg, o autolq Ttoug toixoug, Siaypdpetal
pia eikéva amd tov «€§wy» kéopo, pia ikdva tng Mpdoivng MNpapprig,
™G YPAPHAG TTOU Xwpilel TNV 1I0Topia Tou vnoloU og SUo eudidkpiteg
XPOVIKEG ovTOTNTES (MPIv Kal peTd TNV ToupKIKr oTPATIWTIKY elofo-
Arj Ttou 1974). O1 toixol yivovtal étol Siamepatoi, To épio Sialvetal
Kal To e§WTePIKS Kaleital péoa, EcwTePIKEUETAL.

210 €pyo «Oikoyéveia» (Tvdkag 2), ) évvolia tou opiou, MPoBdMiel
Eavd wg KevIpIkr. XTO EMKEVTPO TG eIKSvVAg Tomob£tnoa ta péhn g
oIKoYEvelag pou (to oUduyo pou, Tig SUo pag KOPEG Kal TOV £UTO Hou)
pE TETolo TPATO ToU va avarapiotolv pia ovtdtnta. Qotéoo, pia mo
TIPOCEKTIK HaTId armoKaAUTTTel pia oglpd amd SIaxwpICHoUG, QUCIKOUG,
TTOAITIKOUG, GUHPBOAIKOUG Kal KOIVWVIKOUG TTou Opi{ouv autr| TV ovio-
mta. H pwtoypagpia tomobeteital oto eupUtepo tomio g AkavBoug,
Tou xwpIlou Tou Ppioketal oto Bépeio (kal katexdpevo) pépog g Ku-
mpou. H AkavBou eivai n yevéteipa tou ouliyou pou, évag Térmog TTou
avaykdotnke va eykataheiper Eapvika to 1974. To Bouvd oto pdvo &i-
val o Mevtaddktulog, mou wg Puoikd dpio cupPoAilel To pHoipacpévo
vnoi. Apxikd, otov Beatr| Sivetal n eviinwon ot n oikoyéveia Sev emn-
pedletal andé autd mou cupPaivel yUpw TG, £T0l S gival ta Tpdy-
pata; ItV mpaypatkoTTa To OpIo TG OIKOYEVEIAG KATAppPEEl, apou
kaBe €va amd ta pén g avarrtiooel SiapopeTikd ouvaicOriuata Kai
petagpépel SIaQopeTIKEG ePMeIpieg OMwG givar yia mapdderypa n OAiYn
TOU eKTOMOPEVOU (0 OULUYSG HOU) KAl Ol aVANVHOEIG TwV PEYAAUTEPWY
(o oUCuydg pou Kkai eyw) oe avtiBeon pe TV ENeIPn avtioToIXwy ava-
pvricewy amd v MAeUPd TwV SUO KOPITOIWV PAG KATT.

O1 Siadikacieg, oI cuvéneieg kal n eMidpach Twv eUPUTEPWY OPIwV
OTIG KOIVWVIKEG OVIOTNTES gival pia MAeupd Tou mpdtlekt. Avaloyng
onpaociag eivai to éplo mou propei Kaveig va Siakpivel petagu g mo-
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One more project that | wish to discuss here is the “girl with the
rope” (Plate 3). A girl is playing a rope in front of the Green Line. The
Line divides physical space but at the same time, it divides the past (i.e.
unified Cyprus) and the future (i.e. the child that wants to play without
worries). Interestingly, by establishing this division, the Line also shapes
the present, the present being divided Cyprus, a division with spatial,
symbolic, political, economic and social effects and consequences.

In another project of mine, “Absence solo one” (Plate 4) the
central topic is once again the boundary. The group of girls brings to
mind the chorus in ancient Greek tragedies. In Greek tragedy, the
women chorus usually consists of mourners and in a way, how | have
structured the scene here makes reference to mothers, wives, sisters,
daughters that have some sort of experience of death and loss, a
feeling also underlined by the black birds flying. And yet in this very
“serious” ambience, you can hear the sound of a very nostalgic music,
a music from the other “side” of life, a music of happiness, a music of
careless years; at the same time, | appear along with those very same
girls in my atelier, where | dress them up and prepare them for the
shooting. Everyone is smiling, we all seem to have emptied ourselves
from problems and concerns. But at the end of the day, which of the
two versions is the reality of Cyprus today? The first, the second,
both! The project allows the simultaneous presentation of two
temporalities, two parallel worlds. It is up to the observer to decide
which temporality suits him/her best...

Monuments and memory

Memory is activated through a variety of mechanisms ranging from
bodily senses to built features commonly referred to as monuments.
In several of my works, | have tried to focus on the relations
established between monuments and memory, ranging from
memories which are personal to memories that could broadly be
described as collective. What | am particularly interested in is the
juxtaposition of absence and presence, something also inferred from
Kreuger’s work (particularly her juxtaposition of text and imagery)
as well as from the book “the stolen Mona Lisa” by Darien Leader.



NITICTIKAG KAl TG KOIVWVIKO-TIONITIKAG TTPSGoANYNG Tou €pyou amd €va
«arootacionoinuévo» Tapatnpnty oe aviibeon pe v Tpaupati,
OUYKIVITIKI AETTTOPEPEIA TTOU TO £pY0 evOEXOpEVWG va KPUPBer yia Kd-
molov dMo Tou tautietal Pe tov €va 1} dAo tpomo pe to Bpa tou
€pyou (6mwg Kumpiol rj dMoi extomaopévol). H Siagoporoinon auth
Bacietal o peydho Babpd otn yvwotr didkpion Tou emonuaivel o
Roland Bathes avdpeca oto studium kai to punctum, oto BiBAio tou
Camera Lucida: Reflections on Photography (1981).

‘Eva dMo €pyo oto omoio emOupw va avagpepdw gival «to Kopi-
ToI pe to oxoivdkiy (mivakag 3). ‘Eva kopitol maiel oxoivdki pe gov-
to v Mpdoivn Mpappr. H Mpappri opioBetei to @uoikd xkpo aAld
v idia ouypn Siaxwpiler to mapeAdSv (mx. v evwpévn Kumpo)
amd to péNov (m.x. To maidi mou B€Aer va maidel avépeho). Eivar ev-
Slagpépov ST ev téAel N SiIaxwpIoTIKY Ypappn Teplypd@el To mapdy,
o Siaxwpiopd g Kumpou, éva Siaxwpiopd pe xwpoTaIkEg, cup-
BoAikég, TONITIKEG KAl OIKOVOMIKEG TIPOEKTACEIG KAl GUVETTEIEG.

H kevrpixr] Ogpatkr Tou opiou, Siatpéxel kai TdM €va dAo £pyo pou
pe titho “Absence solo one” (mivakag 4). ESw, n opdda twv koprtoidv
pépvel oto vou to Xopd oug Apxaieg Tpaywdieg. Xtnv Tpaywdia o yu-
vaikeiog Xopdg ouviifwg amoteleital and PoipoAoyioTPES Kal e KAToIo
TPATTO TO CTOIHO TNG OKNVIG OTO €PYO Hou KAvel VUEN oG UNTEPES, ou-
Quyoug, Buyatépeg mou fjipBav avupétwrreg pe to Bdvato kal Ty anwAeia
OIKEIWV TIPOCWNWY, €va aiocdnua mou uroypappidetal and ta pavpa
TouNid TTou TreTolv ot oknvry. Kal dpwg og autd to Mol «Bapuy Te-
pIBdMov akoUyetal pia Houoikr] amd v dAn mAeupd g {wiig, pia
pouoikr Xapdg, nxw amnd avéueha xpdvia. Tny idia oty epgavifopar pe
Ta iS1a Kopitola oto ateNi€ pou, OTou Ta VIUVw Kal Ta ETOINAdwW yia T
puwtoypdgion. ‘OMlol xapoyeloly, ameeuBepwpévor amd mpofAuata
Kkal éyvoieg. AN, oto Téhog ™G pépag mola and TG SUo ekSoxEG eival
MO AVUMPOCWITEUTIKY TNG Mpaypatkdtntag otnv Kumpo ofjuepa; H
mpwtn, n deltepn 1y kai o1 duo; To €pyo, emtpénel v TapdAnAn ma-
pouaiaon 8Uo xpovikoTtwy, SUo MapdMnAwy kéopwv. Evardkertal oto
Beatr, va amogacicel Tola XpovIKGTNTd, Tou TalpIddel KaAUTepa...
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Above all however, my work on memory draws upon the Lacanian
notion of the “void”: the void, an empty set, a negative entity, the
lack-in-being, the negative of being, a nothing, yet a nothing that is
precisely NOT nothing but instead, a kind of call to being.

In the piece “The many possibilities of presence” (Plate 6), what
| am trying to demonstrate is that the loss of people we love
sometimes gives us the opportunity to re-present them, to make
them present again, to raise alternative possibilities for presence. The
piece “Water” (Plate 7) on the other hand, provides a different
version of the relation between monuments and memory. This is a
monument in Nicosia, Cyprus, an artistic device for representing
national identity and pride. And then, from the heart of the
monument, water comes out aggressively... This juxtaposition
between the “static” and the “fluid” wants to stress the distinction
that can be drawn between history as (usually) represented and
history as lived and experienced.

Rethinking “beauty” and aesthetics

A final major theme in my work is how we define and perceive
“beauty”, what our values are as regards aesthetics. This has driven
my work to two main directions: to explore what is perceived as
objectively beautiful, namely classical Greek art and also to explore
the beauty of the ordinary object and/or material.

A Greek poet George Seferis has written: “| work with this marble
head in my hands; it exhausts my elbows and | don’t know where to
put it down” (G. Seferis, Part lll, “Remember the paths where you
were murdered” from Mythistorema).What the poet seeks to
elucidate is how the glorious Greek past (and its art and aesthetic
norms) have become a burden for modern Greece, its identity as well
as its forms of artistic expression. With this thought in mind, I
approach ancient statues (Plates 8-10) with a sense of humour and a
“light” feeling, in an attempt to deconstruct and then reconstruct them,
in an attempt to make them more approachable and less distant, in an
attempt to imbue them with life and more energy.



Mvnpeia kar Mvijun

H pvriun evepyoroieital yéoa amd pia oeipd pnxaviopwv, mou dia-
Kupaivovtal and TG CwpPatikéG aloBoeIg HEXPI TA OTOIXEIa TOU KTI-
otou mepifdAovtog, ota omoia avagepduacte cuviiBwg wg Pvnpeia.
Y& apketd amnd ta €pya pou enediw&a va eotidow ot ox£or mou dn-
HIoupyeital avapeca oTa PvnUEia Kal T Pvrpn, HE avapopEg Tco
O€ avVapviOEI§ TIPOCWTTIKEG GO0 KAl O avapvioelg mou Ba pmopou-
oav va XapaktnpeioTouv wG ouANoyikéG. Auto mou evdiagpépel 181ai-
tepa 8w eival n avumapdbeon amouciag kal mapouciag, KAt TTou
mpokurtel oto €pyo g Kreuger (18iaitepa péoa and v avumapa-
BoAn keipévou kar gikévag) onwg kai oto to PifAio «KAeppévn Mo-
va Aida» tou Darien Leader. Kupiwg épwg n epyacia pou mavw ot
pvripn BaciCetal ot Aakavikr] avtiAnn Tou «Kevouy: TO Kevo, éva
ddel0 oknvikd, pia apvnukr ovtétnta, n anoucia Unapgng, to ap-
VITKS TG Umap&ng, To Timota -ald éva timota mou akpifadg AEN ei-
val timota aA\d avtiBeta gival pia mpdokAnon otnv mapouoia.

210 €pyo «O1 moAamAég mBavdtnteg tng mapouaoiagy (mivakag 6)
emSIVKW Va TTAPoUcIdow TO TPOTIO HE TOV OToio N amAEla ayarn-
HéVwY TTPOoWTWY pag mapéxel T Suvatdtnta va Toug ava-rmapactri-
ooupg, va Toug Kkdvoupe &avd mapdvieg va avakaAUyoupe
evalakTikég mBavdtnteg g Umap&rig toug. To €pyo «Nepdy (miva-
Kag 7) amd tnv dAAn mapouciddel pia SiagopeTikr) ekSoXH TG OXEoNG
pvrApnG / pvnpueiou. Auto eival éva pvnpeio otn Agukwaoia, éva KaANi-
TEXVIKS EMVONUA yia TV avamapdotaon tng €0vikiig tautdtntag Kkai
niepneaviag. Kai §agvikd, and tyv kapdid tou pvnpeiou, avarndd ve-
PO emOBeTIKA. .. Autr n avumapdbeon avdpeca oTo «oTatikdy Kal To
«PEUCTOY, uloypappiel tn Sidkpion peta&u tng IoTopiag OMwe autr
(ouvriBwg) ekmpoowreital kal ™G Iotopiag Onwe autr Pikvetal.

Emave§etdlovtag to «wpaio» kai tnv aicdntkn

‘Eva teleutaio onpavtiké B€pa ot Souleld pou eival o Tpdmog pe
Tov omoio opifoupe kal avulapBavopacte Ty KoHoP@IAy» Kal TG dl-
obnukég pag agieg. Autd, odrynoe tn Souleld pou mpog o Ka-
teubuvoelg: and Tn pia otnv digpelvnon g avtiAnyng pag yia to
AVTIKEIPEVIKA OHOP@O, JE avapopd Kupiwg otnv eANNVICTIKY] TEXVN
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From a slightly different angle, | examine the idea of “beauty”
through ordinary objects and materials. In Plate | 1, we see a sink which
is old and worn-out, almost destroyed, almost out-of-use and yet what
| wish to stress is that instead of all foregoing characterizations we could
view this sink as a multi-layered canvas of history and experience. Finally,
the objects made out of recycled material (paper or wool) —and in fact,
also “recycled” techniques such as weaving and bread making- (Plates
12-13) are essentially objects/materials dealing with the recycling of
meaning and value; as such, they make reference to the problematique
established by Rachel Whiteread in her own work.
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kar and v dMn ot Sigpelivnon g oHop@Idg Tou KpuPetal oto
kaBnuepivé avukelpévo 1y / kar UNIKS.

O moinuig Nwpyog Zepépng, éypaye: «=Umvnoa pe To Happdpl-
vo ToUTo Ke@dAl ota xEpla, Tou Hou e§avTAel Toug aykwveg kar dev
E€pw mou va T akoupriowy (I. Zepgpng, Mépog I, Mubiotépnpa,
1935). Auté mou o mointrig emdiwKel va peta@épel pe g AEEeig ival
To GxBog Tou €xel yivel yia ) olyxpovn EAGSa, to évéogo apxaio
mapeABv (kal ta KaAAItexvikd kal aiobntikd tou mpdtuma), opidovtag
™V oUyXPOovVn TautoTnTa Kai TV KAAITEXVIKIG €k@pacn. Me autr T
okéYn mpooeyyi{w ta apxaia aydhpata (mivakeg 8- 10) pe xiovpop
Kar ehappdtnta emdidKovtag va ta anodourjow Kal va Td ava-ou-
vappoloyriow, emMSIOKOVTAG va Tta KAvw 1Mo mpoaoitd kal Aiydtepo
andépakpa, eMSIVKOVTAG Va Toug epuoriow {wr Kal evépyeia.

Ané pia ehagpd diagpopetiki orrukh ywvia, e§etddw tnv 15€a Tou
«wpaiou» péoa amd kabnuepivd avukeipeva kal UNikG. Xtov lMivaka
I'l, BAéroupe éva mahid, @Bappévo, oxeddv kateotpappévo, oxedov
dxpnoTo vePOXUTN Kal SPwG Mapd GAoUG TouG TIPONYOUNEVOUG Xa-
paktnpicpoug, 8a prmopoucape va Solpe autd Tov VEPOXUTN Kal G
Tov moAueminedo kapPd tng Iotopiag kai TG epmeipiag. Ev téhel, ta
avTikeigeva Tou gival guiaypéva amd avakukAwpéva UNIKG (XapTi i
HaAN) —kai kaT akpiPela «avakuKAWPEVEGY) TEXVIKEG OTIwG N Ugpavon
1} To {Upwpa tou YPwpiou (mivakes 12 -13), eival otnv oucia avtikei-
peva / uNikd Trou avakukA@vouyv €vvoieg Kai agieg. Qg tétola avagé-
povtal otnv mpofAnuatikr mou otoixeiobetei n Rachel Whiteread
otn Sikr TG Souleld.
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The power of memory

Outside the Pallouriotissa Lyceum, on the way to Kyriaki’s house,
there is a statue of Pallas Athena. It is most archaic, with all the
accessories the goddess usually carries (helmet and spear), and |
presume it was set up there to remind the children of the Hellenic
nature of our education and identity. Naturally, the statue suffers the
same fate as that of most monuments in public spaces, and especially
those that grace school buildings. The students poke fun at it. They get
it to hold and do various things: Drink Coca-Cola, smoke a cigarette,
‘pose’ with a Prada bag or a dried-out bouquet. They do it out of
boredom, full-blooded adolescent reaction to the system and
everything that represents it, who knows. In any case, the goddess
enjoys special treatment from the students. Kyriaki has been
observing and recording this kind of ‘performance’ in photographs.
She sees in it a comment about the particular weight with which our
ancient Greek past rests on today and the formation of our identity.
She also views with interest the way in which a static statue acquires
life, energy and a different meaning through a simple gesture. This is
precisely the central idea behind her piece bearing the title ‘Water’,
a short video showing water gushing violently and forcefully out of
the gates of the familiar monument to Freedom. Here, a public and
static piece of art, symbol of the fighters’ sacrifice and therefore of the
loss/absence of human life, is transformed through the violent
eruption of a liquid element into a source of energy and life, into an
evidence of presence. “In several of my works | have attempted to
focus on the relationship between monument and memory,” writes
the artist in a note. What interests her in particular is the way in
which, within this relationship, two contradictory meanings — that of
absence and presence — come into conflict in order to become, in the
end, the two sides of the same coin. “Above all, my work in relation
to memory draws its inspiration from the way in which Lacan

understands the ‘void’,” she continues, adding that the void, this



H &0vapn tng pvApng

‘E&w arr’ to Aukeio MNaMoupidtiooag, kaBodsév mpog to omit tng Ku-
pIaKrg, urdpxel éva dyaiua g ABnvdg Malddog. Apxaiomperé-
otato, pe OAa ta afeocoudp mou kouPaldel cuviiBwg n Oed
(mepikegalaia kail kovtdpl), otriOnke umoB<tw ekei yia va Bupilel ota
maidid v eMnvikétnta ¢ naideiag kar g TautdtNTdg pag. To
dyalpa €xel QuOoIkd v TUXn mou €xouv cuviBwg Ta pvnpeia os dn-
pdoioug xwpoug Kkal 8n autd mou koopoUv oxoleia. O1 pabntég ka-
vouv Adka padi tou. To Bdalouv va kpatdel kal va kdavel Sidgopa. Na
Tivel Koka-koAa, va kamvidel tolydpo, va «moldpe» e pia todvta Pra-
da 1} pe pia Eepapévn avBodéopn. And Bapepdpa, and kabapdaipn
epnPikr avudpactikdtnta oto oUoTNa Ki 6,TI TO avTTTPOCWTEVEI
molog &€pel, maviwg n Oed amolapPdver am’ toug pabntég eidIkiig pe-
taxeipiong. H Kupiakrj éxel kaipd mou mapakolouBei kai kataypdeel
PWTOYPAPIKG autd To «Spwpevoy. BAémel o’ autd éva oxdhio mavw
oto &181ké Bdpog pe To omoio akouptdel To €voo&o apxalo-eAnvi-
k6 pag mapeAfov oto TWpa Kal otn SIagdépPwon TG TAUTOTNTAG
pag. BAémer emiong p’ eviagépov Tov TpdTmo mou €va otatikd dyai-
pa armoktder {wrj, evépyela kai SiapopeTikd vonua péoa amnd pia amii
xelpovopia. Autr| gival Ki n Kevtpiki 1I8€a Tiow amé to €pyo g Je Tit-
Ao «Watery, éva ohiyéAerrto Bivieo oto omoio mapakoAouBoupe va
Eexuvetal Biaia kar pe SUvapn vepd arm’ tnv mMUAN Tou yvwoTtou pvn-
peiou agiepwuévo otnv Eheubepia. ES®, éva dnpdoio €pyo otatiko,
oupBolo g Buoiag aywviotwy, dpa kal NG anwAelag/amouaciag g
avBpwrmivng {wrg, petatpénetal péoa am’ to Biaio §€omacua tou
uypoU oToIXeiou Og TNyr| evEPyelag Kail {wrG, o€ amodeIKTIKS OTOIXEI0
piag mapouaiag. «Xe apKeTd amnod ta €pya pou mpoomdbnoa va ectd-
Ow OTn oX€0n PeTagu Pvnueiou Kal PviunG», YPdgel n KAANITEXVIG o
onueinopd tng. Auté mou v evdiagépel 18iaitepa gival o TPAog
mou ¢’ autr Tt oxéon Suo €vvoleg avtiBeteg, autr Tng amouciag Kai
™G Mapouaciag, €pxovtal og avumapddeon yia va yivouv teAikd or Suo

SyYeig tou idlou vopiopatog. «Mdvw am’ dAa n Souleid pou oe oxéaon
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negative entity, this absence from existence, could finally constitute a
kind of call for existence, and therefore for presence.

‘Water’ is one of the central pieces on display at Kyriaki’s solo
exhibition at Diatopos Contemporary Art Centre, and it comprises
those issues that have recently defined her visual work: Her
preoccupation with the concept of memory, with how collective, as
well as individual, identity is ultimately determined, but also her
questioning of the concept of boundary, both spiritual and physical -
and all this clusters under the general roof of two opposites,
presence-absence. It is from this, for that matter, that the title of the
exhibition, “Presence in Absence”, arises.

Kyriaki may well be more established in our conscience as a
fashion designer. However, in the last few years, along with her
collections, the artist has been tracing and researching the relationship
between visual arts and design. More recently, in fact, two more
disciplines, that of dance and music, have been added to the equation,
and that is why a dance-theatre performance of Alexandra Waierstall,
as well as music specially composed by Marios Takoushis, Vakia
Stavrou and Giorgos Hadijipieris, are acting as a framework for her
exhibition. The works she presents at Diatopos mobilise elements of
traditional Cypriot handicraft as their basic visual techniques.
Crocheting with yarn and needle for example, becomes the means
though which the artist creates these compositions, whereby thread
becomes the opportunity for a plot to be ‘woven’ and a story to
unfold. And usually this happens on the surface of objects that Kyriaki
has gathered over the years, as, for example, on the canvas of a
tapestry (‘loot’ from one of her trips abroad), where the already
existing scenery of lakes and trees becomes the background for a new
narration. The artist places characters, animals, spiders and flowers
there in order to compose a dreamy, fairytale world, which at the

same time is quite familiar.



M€ TN pvrpn epmivéetal and tov tpdmo mou o Aakdv avuhapfdvetal
TO ‘KEVA'M, CUVEXI(El YIa va TTPOCHETE TWG TO KEVOS, auTH N apvNTKH
ovtdétnta, auty n amoucia ar’ tnv Urmap&n, 6a pmopoloe teAikd va
amoteAéoel éva €idog kaléopatog yia Urap&n, dpa yia mapoucia.

To «Watery eival éva amm’ ta Kevipikd €pya Tou mapouacid{ovtal
oty atopikr €ékBeon tng Kuplakrig oto Kévtpo Xuyxpovng Téxvng
Aidromiog, to omoio epmepiéxel ta Bépata ekeiva mou kabopilouv te-
Aeutaiwg tnv eikaotkr TG Souleid: Tnv evacxdonor tng e v €évvola
™G MVHNG, e To Mwg poadiopiletal TeAIKA n SUANOYIKH, OTTwG Kal N
TIPOCWTTIKY) TAUTSTNTA, AAAG Kal ToV TTPOBANPATIONO TG OXETIKA HE TV
£vvold Tou opiou, TIVEUPATIKOU KAl CWHATIKOU, KI GAd autd KATw arr’ T
Yevikr) okerr| Suo avtiBétwy, g mapouciag-amousiag. Amd’ Sw mpo-
KUTTTel AAMwoTe Ki 0 TitAog TG €kBeong, «Presence in Absence».

H Kupiakr, wg yvwotdyv, eival mepiocdtepo kabiepwpévn otn
ouveidnon pag ocav oxedidotpia pédag. Qotéoo, n dnuioupyds ta
teleutaia xpdvia mapdMnAa pe tig KoAeEI6v TG Wnhapd Siepeuvn-
TIKG TN oXxéon PeTa&u €IKACTIKWY TEXVWV Kal design —ipdo@ata pd-
Mota oty efiocwon éxouv mpootebei dAeg Suo Téxveg, autr tou
xopoU Kal TNG HOUGCIKIG, yia autd kal n ékBeor] tng mAaicidBnke amnd
v xopobeatpikr mapdotaon tng ANe§avdpag Bdyiepotal, dmwg kai
armd Ta poucikd koppdtia ou €xouv cuvBéaoel e181kd ol Mdpiog Tak-
kouoing, Bdkia Ztavpou kai Napyog Xatdnmeprig. Xto Aidtoro, ta
£pya mou mapouoiddel emotpatelouy wG PACIKEG EIKACTIKEG TEXVI-
KEG oToixeia and tnv mapadooiakr] KUTPIakr xelpotexvia. To pmAé-
Eipo pe vijpa pe Belovdki yia mapddelypa yivetar to péco pe To
oroio n dnuiIoupydG QTIAXVEI AUTEG TIG oUVBETelg STTou N KAWOTH Yi-
vetal agoppr yia va «ugavBei» pia mlokr kar va eSimAwOei pia
1otopia. Kar ouviibwg autd cupPaivel otnv em@dveia avuikeIpEvwY
mou n Kupiakr éxer paléypel péoa ota xpdvia, Snwg oty meAaveia
evog tamoepi, «khdpupoy amd éva ta&idi g, émou n dn undpxou-

oa mapdotaocn pe TG Aigveg kal ta S€vtpa yivetal to @évto yia pia
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Kyriaki also experiments with the familiar and the images that
define our collective memory in a series of furniture, which she
reupholsters with monuments-symbols, such as the colossus of
Makarios, combined with photographs from her own life, photographs
of her family, with Akanthou, her husband’s occupied village, as a
backdrop. Looking at her work in its entirety, therefore, one has the
feeling that what Kyriaki is creating are monuments. Monuments that
can be accommodated within the dimensions of the personal, but
which have the strength to speak out for all those things that compose
and define this sense of ‘Cypriotness’: the crocheting technique, the
black velvet cloth once used for silk cocoon embroideries, the old
furniture that conjures up a grandmother’s living room. And you realise
that all those things that the artist is ‘carrying’ from the past with a
dose of nostalgia are still very deeply rooted inside all of us, inside our
present, perhaps because we grew up with them. Their absence from
our lives, therefore, could affirm nothing but their blatant presence.
All that is required is the intervention of memory, that yarn, in other
words, of narration that has the power to bring it all together,
furniture, tapestries, kitchen utensils, as well as the notion of presence
together with that of absence.

Elena Parpa
Arts Editor, Ysterografo magazine/ Art Historian



véa agriynon. H kalitéxvig tomobetei ekei xapaktripes, {wa, apd-
XVeG, AouhoUdia yia va cuvBéoel évav kdopo ovelpikd, mapapubévio,
alAd Ttautéxpova 181aitepa oIkeio.

Me To oikeio Kal TIG €IKGVEG TToU opifouV T CUAOYIKY Hag Pvr-
pn meipapatietal kar oty oglpd and £mmAag, Ta ormoia avakata-
OKeUALEl, XPNOIPOTIOINVTAG YIa Tarmetoapia pvnpeia-oupBola, Snwg o
Kohooodg tou Makapiou, ta omoia cuvdéel pe pwtoypagieg am tn Si-
Kr ™G {wr), HE PWTOYPAPIEG TNG OIKOYEVEIAG TNG PE POVIO TO KATE-
XOHevO Xwplé Tou ouliyou Tng, tnv Akavlou. lNa autd kai
kortddovtag Tt Souleid TG cuVoAIKd €xel Kaveig Tty aiocbnon 6t au-
T6 mou @udxvel teAikd n Kupiakr givar pvnpeia. Mvnpueia mou xwpd-
ve oTIG S100TACEIG TOU TTPOCWITIKOU, Td OToid WOTOCO £XOUV TN
Suvapn va piddve yia dAa exeiva mou cuykpotouv kai kaBopifouv au-
™ v aioBbnon g «kumplakdtntagy: H texvikr pe Belovdki, To pau-
po Beloudo mou xpnoipomoloUvtay yid Td KEVIHATA PE KOUKOUAI
peta&ookwAnka, ta maAid émmha mou Ba propoucav va Bupicouv to
oaldvi piag yiayidg. Kar avulapfdveoar mwg 6Aa autd mou n dnpi-
oupydg «kouParder» am’ to mapeAbdv pe pia Séon vootayiag givai
akoépa oAU Babid pi{wpéva péoa pag, oto mapdv pag, iowg emeidr
peyalwoape padi toug. H amouaia toug, Aoimdy, ar’ tn {wr| pag dev
Ba propouoce va dnhwoel timote dAo am’ tnv Kpauyahéa mapouaia
Toug. To pévo mou xpeiddetal ivai n SiapecoAdpnon g pviipng, To
vijpa dnhadrj ekeivo tng agriynong mou €xel T duvapn va ta QEpel
S6Aa padi, émmAa, tamoepi, KoudIvikd oKkeln, OTTwG Kal TV €vvola TG

rapouaiag pe auty tng amouaciag.

‘EAeva Mapma
YneuOuvn ExSoong mepiodiko «Yotepdypapoy/lotopikds Texvng
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Apdxvn oto ctépa

Dopdw TIG XOVTPEG AACTIXEVIEG UTTOTEG
Kal praive oty a@iAdgevn

Kdpapa amd cUppa Aemté @uaypévn
Kal ma\id avayAuga ypdppata

-Sev éxw TiMota va xdow-

Mdvw o€ mMATa Pe TOUNITIEG

TomofeT® To YUPVS cou

KEPAAI Kal KEVTA®W

oe akivnto Aaiyéd

paKpId @UAAa

pe pia apdxvn and Ppeypévo vipa

oou KAgivw To otépa

Kal oou Seixvw pe to ddktuho

6pBio avoiktd Yahidi

va 1oopporiei og YEPIKOUG pSfoug

ané Belovdo

-TTEPTATNoe AOIMOV TTPOG ToV KATo pe ta péda-
ypdgel To Kamélo Tou matépa

TO aPrivw oTo TMAdI Gou

amé to cwpa pou Byaivouv

yuvaikeg, avopeg kar {wa amd parli

-8ev oe PAénw ma-

avoiyw pe to x€pi to EUAIvo cuptdpl

maipvw paxaipi Kai mpouvi

xwpi{w ota dUo ta avdkata ypdpyata

™G aonpéviag matéag

Kal ypdew otn péon

-T1 kKdvouv SAol autoi ol §€vol oTo omitl Jou;-

Adpvn Nikrjta
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Being and place

It is inconceivable and, consequently, impossible for anyone to be able
to think of the existence of any kind of being separately or
independently of a place. We always think of beings, of things, as
situated somewhere, as occupying a space. Beings and their places, just
like, of course, beings and their moments in time, always go together.
Any presence presupposes a space, a framework within which this can
emerge, manifest itself, develop, disappear and appear again.

The necessity of this prerequisite is stated most categorically in
extract 52b of Plato’s Timaeus. According to this extract: “it is
necessary that every being [-everything that exists-] is somewhere, in
a certain place and occupies a certain space, and that, that thing which
is neither on the earth nor anywhere in the sky, is nothing”. This is a
truth which renders evident the absolute connection that exists
between the concept of place and the concept of Being itself. Nothing
which has an ontological substance, nothing which may be conceived as
an existing thing and to which the concept of existence may be
attributed, can really exist, without this necessarily having to be in a
certain place.

What, though, exactly is this place, this field of every presence!
Is it perhaps necessarily and solely a place of appearance —
disappearance, of birth and death, as is exactly the physical space that
surrounds us and which we perceive with the senses?

According to Plato, there is not only one kind of place. In the
aforementioned extract from the Timeaus, where the necessity of the
existence of a place for each thing is categorically concluded, the specific
reference that is made concerns the cosmological place, the
topographical points of the earth and the sky. In its overall extent,
however, the concept of place for Plato holds in reality a wider
dimension and importance. Platonic place is not necessarily and
exclusively only visible. There is also another place which, according to
the particularity of the Platonic language, lies “outside the sky” (Phaedrus,
247c): It is the “outer place” (Phaedrus, 248). This other place possesses
none of the ontological characteristics of the visible place. This one is
invisible and generally not perceivable by the senses. It is, therefore, not
cosmological. It has no form of geographical or of geometrical nature,
such as the one we know in our external environment. It is not a second



To sival kai o Témog

Eivar adiavénto, kal, cuvenag, aduvato, To va Propei va oKePTei ka-
veig v Unap&n evog omoloudijnote idoug dvtog, Eexwplotd, ave-
Edptnta and éva toémo. MNdvrote okeptdpaote ta évia, ta mpdypata,
wg Tomofetnpéva kdmou, wg Katéxovta £va xwpo. Ta évta kai ol Té-
ol Toug, onwg Pefaiwg Kar oI Xpdvol Toug, mdve mdvtote padi. H
omoladimnote mapouvoia mpoinoBétel éva xwpo, éva miaiclio péoa
OTO oTIoio auTi va Prmopei va eugavidetal, va ekdnAwvetal, va ava-
mtuooetal, va e§agaviletal, va emavépxetal.

H avaykaiétnta g mpoinéBeong autrig SnAdvetal, pe Tov TIAE-
oV KatnyopnHatiké Tpdro, oto anéomnacpa 52b tou mhatwvikou Ti-
paiou. ZUP@wva e To améomacpa autd, “sival avaykaio dnwg kabe
ov [-kdBe T mou undpxel-] Bpioketal kdmou, og KATOIO TOTO Kal Ka-
TéXEI KATIoI0 XWPO, Kal OTwG, ekeivo ou Sev Bpioketal olte ot yn
oUTte o€ KAmolo Y€POg aTov oupavo, Sev eival timota”. MNMpdkertal yia
pia aAjBeia n omoia kabiotd @avepr] Tnv anmdAutn cluvdeon mou
undpxel ueta&u tng €vvolag Tou TTou Kai TG €vvolag Tou iSiou Tou
Eival. Timota mou éxel ovtoAoyikr umdotacn, Timota To ormoio pro-
pei va vonBei wg urapkTd Kal oTo omoio Prmopei va mpoodobei n év-
vola g unap&ng, Sev pmopei mpdypati va umdpxel, Xwpig autd va
Bpioketal avaykaotikd og kdmolo Témo.

Ti eival Spwg akpIfwg autdg o témog, to medio tng Kabe mapou-
oiag; Eival pfinmwg avaykaotikd kai pévo €vag témnog epgdviong — e&a-
@aviong, yéveong kal @Bopdg, Omwg €ival CUYKEKPIPEVA O PUOIKOG
X®WPOG Tou pag mepIfdAAer kai Tov omoiov avtAaufavopacte pe TG
aicOroeig;

2Uppwva pe tov MNMAdtwva, Sev undpxel pdévo éva gidog témou. Xto
mpoavagepBév andomacpa tou Tipaiou, drou edyetal Katnyopnua-
TIKd TO CUPTEPACaA TG avaykaidtntag unap&ng evog Tormou yia kdbe
TPdypa, N CUYKEKPIPEVN avagopd, TIou Yivetal, apopd TovV KOOHOAOYI-
KO TOTTO, Ta TOTTOYPAPIKA CNHEia TG YNG KAl Tou oupavou. 2Ty Cuvo-
NIk} TG €ktaon, n évvola tou Térov, yia Tov [NAdtwva, €xel Spwg otnv
mpaypatikétnta eupUtepn Sidotaon kai onpacia. O MAATWVIKGG TAmog
Sev eival katT avdyknv Kkai amokAEIoTIKA pévo opatdg. YTdpXxel Kal
€vag Tormog AANOG, TTou CUP@WVA PE TV IS1aItePOTNTA TG TAATWVIKIG
yAdooag, Bpioketal “E§w 100 oUpavol” (Paidpog, 247c): Eivar o “E§w
101T10G” (Paibpog, 248). Autdg o dMog témog Sev éxel kavéva amd ta
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world. The view that had traditionally prevailed about the existence of
two worlds in Plato does not echo the authenticity of Platonic thought.
The other place is simply other, of another kind than the visible one. It
is invisibility itself, it is absence itself as such.

This absence, however, is at the same time full of presence. It is
“inhabited” by the beings par excellence, the beings which always
remain identical to themselves and unalterable, because they are not
bodies that come into existence, that occur, that are born and that die
in a certain place and at a certain time, as happens with physical beings.
The kind of beings in question here is that distinctive kind of beings
among beings, which Plato calls “Ideas”. As incorporeal and, therefore,
invisible, the Platonic Ideas are not in need of a place of birth and death,
and, by extension, they should not have any place at all. Nevertheless,
Plato places them somewhere. Not, of course, somewhere random.
He places them in what he defines precisely as their own “invisible
place” (“tomov ... &idR”, Phaedo, 80d). And so these are, therefore,
present in a field which is absent for sensory perception. They are,
without appearing to be. They are presence in absence.

Why, however, does Plato deem it necessary to make this placing?
Why does he not avoid it? Precisely because, as has been emphasised
above, the Ideas are, according to his own conception, beings,
realities, that have an ontological substance. As such, they must be
somewhere. Nothing which is nowhere can be. It is this which the
absolute correlation between Being and place precisely imposes. In
other words, since, according to Platonic perception, the Ideas are
not only logical abstract concepts of the human mind, mental
constructions or inventions, logical abstractions, but, primarily, self-
existing beings, as such, they should by necessity be situated
somewhere. Somewhere outside the human mind, but at the same
time somewhere outside the world, since, as incorporeal and invisible,
the Ideas cannot be identified with visible/sensible things either. Placing
them in a distinctive, invisible place of their own, placing them in
absence itself, was therefore, for Plato, an inescapable necessity.

The correlation of presence and absence can also be traced in
Plato at another level. It can also be traced in the relationship itself
which, according to Platonic conception, exists between the two kinds



OVTOAOYIKd XapaKTNPIOTIKG Tou opatou témou. Autdg eival adpatog
Kal YevIKA pn avuAnmég and g aiodrjoeig. Katd ouvéneia, Sev eivai
KOOHOAOYIKOG. Agv €xel omolavOmoTe PHOPPr| YEWYPAPIKIG KAl YEW-
HETPIKIG PUONG, OTIWG gival autr TTou YVwPI{oUPE OTO EEWTEPIKG Pag
niepiBdMov. Aev eival évag Seltepog kdopog. H avtiAnyn mou emkpd-
oe mapadooiakd yia Unapén duo kéopwy otov MNMAdtwva Sev ammnxei
v aubevuikdtnta tng mMAatwvikig okéYng. O dMog témog eival amid
dMog, dMou €idoug amnd tov opatd. Eivar n idia n aopatdtnta, n idia
n arrouoia aut ka®’ autr.

Auti n arrouoia dpwg eival tautdxpova peotr and rapouvoia. “Ka-
Toikeital” amd ta kat e§oxrv 4vta, Ta GvId Mou TIAPApEVouV TTAVTOTE
TAUTOoN A PE TOV £AUTO Toug Kal avalloiwta, yiati Sev eival oopata
TTou €pxovtal oty Urapgn, TTou yivovtal, TTou yevvavtal kai rebaivouv
o€ Kdrolov ToTo Kal o€ Kdmolov Xpdévo, onwg cupBaivel pe ta Quoikd
Svta. Mpdkertai yia ekeivo To EexwpIoTo €idog dvtwy, avdpeoa ota Gv-
Ta, mou o MAdtwv amokalei “I1&éeg”. Q¢ aowpateg, Kal CUVETKG, ad-
pateg, ol MAaTwVIKES 18€eg Sev xpeidlovtal Témo yéveong kal pBopdg,
Kal kat eméktaon, Sev Ba €mpere va €xouv omolovdrmnote témo. [la-
PON autd, o MNAdtwv tig Tomobetei kdmou. ‘'Oxi BEPala kdmou Tuxaia.
Tig TomoBetei ¢’ autd mou ovopddel wg Tov Sikd Toug akpIfwg “adpa-
To tomo” (“1émoV ... AIdA”, Paidwy, 80d). Kai €tor autég eival, emopé-
VWG, mapouoeg o’ éva amdv yia v aiednmpiakr avtiAnyn medio. Eival,
Xxwpig va gaivovtal éu eival. Eival n mapoucia oty amnouaia.

lMNati Bewpeital dpwg ek pépoug tou MNMAdtwva amapaitnto va
Kdvel auth v toroBétnon; MNati Sev v anogevyer; Emeidn akpifag,
SMwG TovioTtnKe Mo Tdvw, ol 18€eg gival, oUpgwva pe tnv Sikr Tou
Bewpnon, évta, MPAyPaTIKOTNTEG Ue ovtoloyikn unmdotaon. Qg té-
TolEG, MpéEnel va eival kdrrou. Timota mou Sev eivar kdmou, Sev uro-
pei va gival. Auté eival mou emBdlel akpifwg n andhutn cuvdeon
peta&u tou Eivar kal tou témou. Me dM\a Adyia, epdoov, cUppwva pe
v mAatwvikr avtiAnygn, ol 18€eg Sev gival pévo Aoyikég apnpnpéves
£vvolgg Tou avBpwTivou vou, vontd KataoKeudopata fj emvorpata,
Moyikég apaipéoelg, ald, mpwta am’ dAa, aubumapkta évta, wg Té-
Tola, Oa €npeme avaykaotikd va eival tormoBetnuéva kdamou. Kdmou
&w amd tov avBpwmivo vou, al\d kal Ttautéxpova kdrou E€w amo
Tov KGouo, apou, WG acwpateg kalr adpateg, ol [6éeg Sev givar Su-
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of beings themselves: between the Ideas and the sensible things. In
line with this conception, sensible things imitate the Ideas, participating
in their essence. This participation, which results in imitation, is
accomplished through the presence itself of the Ideas in sensible
things. According to Plato, without this presence of the Ideas in
sensible things, the sensible things would not exist. This presence is
the cause itself of the existence of sensible things. However, on no
occasion does this presence imply the identification of the Ideas with
the sensible things themselves. The ldeas, despite and beyond their
presence in sensible things, always remain different from them. They
remain as the other, invisible, incorporeal and unalterable kind of
beings. The ldeas, which are present in the sensible things, at the same
time always retain their self-existing ontological status as well, and it
is therefore as if they remain, in reality, always simultaneously absent
from them. They are in them, without ever becoming identical to
them. They are and are not, present-absent.

This correlation of presence and absence that dominates Platonic
thought can easily refer to other perceptions, such as, first of all, the
very religious perception itself of the existence of God as an invisible
being, an invisible spirit, which, however, cannot escape itself from
the obligatory placing in a certain place either, as if it was a material
being, which it is not. God, therefore, according to the language of the
ecclesiastical texts, is considered to be somewhere in Heaven,
somewhere in his heavenly kingdom, somewhere in Paradise. He is, in
any case, considered to be present. And even, more generally, to be
“omnipresent”, without ever being identified with any of all those
worldly things on which he deposits his presence. For the faithful, he
is present, but he always remains absent for sensory perception.

There are many examples of the correlation between presence
and absence that one could identify in different places and areas of
life, even in the simple, everyday field. Graveyards, for instance, are
one of those places where the correlation between presence and
absence is particularly evident. This is a place where absence
dominates, where absence crushes the soul, while at the same time,
and in reality, it is a place which is replete, permanently replete with
mortal, human presence. The visual perception of Kyriaki Costa,



vatoév va tautidovtal oUte pe ta opatd/aicdntd mpdypata. H tomo-
0£tnor] toug o’ évav EexwploTtd, Sikd Toug, adpato Témo, n TomobE-
tnoi toug otny idia tnv amouoia, fitav emopévag yia tov MNAdtwva
pia avamdgeuktn avaykaidtnta.

H aMnAocuvSeon napousiag kai anousiag evtomidetal otov MAd-
Twva kal og éva dMo emimedo. Evtomiletal emiong kai oty idia v
ox€ar Tou, Katd v MAatwvikr Bewpnon, umdpxel peta&u twv iSiwv
TV SUo 18wV Sviwy : peta&u twv I8ewv kal Twv aiIobntov mpaypd-
TwV. ZUp@wva pe v Bedpnon autr, Ta aiobntd mpdypata pigouval
TG 16€eg, petéxovtag oty ouocia toug. Autr n p€Begn, mou €xel wg
anotéAecpa v pipnon, emteleital péow NG idiag tng mapouvoiag
TV I8ewv ota aiobntd mpdypata. Xwpig autr v mapoucia twv 18-
®v ota aiodntd mpdyuata, Ta aicdntd mpdypata, katd tov MNAdtwva,
Sev Ba ummjpxav. Autr| n mapoucia givai n idia n artia Umap&ng Twv ai-
oOntv mMpaypdtwy. e Kapia wotdoo MePITTtwaon N mapousia autr
Sev g&umakovel v tavton twv Idewv pe ta idia ta aiobntd mpay-
pata. O1 18€eg, mapd kar mépav amé v mapoucia Toug ota aiobntd
mpdypata, mapapévouy mdvta dAeg and autd. Mapapévouv to dAo,
To adpato, acwpato kai avaloiwto eidog dviwv. O 1&g, mou ei-
val mapouoeg ota aiodntd mpdypata, Siatnpoulv mdvta Tautdxpova
Kal To auBUTIapKTo ovToAoyIKS TOUG status, Kal gival oodv va Hévouv
EMOPEVG, OTNY TPAYHaTIKOTNTa, Tdvta mapdAAnAa armrouvoeg ané au-
td. Eival péoa oe autd, xwpig Mot va yivovtai to idio pe autd. Eivar
kai Sev eivai, mapoUoeg — amoUoEg.

Autr| n aMnloouvdeon mapouaiag — amouciag, Tou deomdlel
otnV TAQTWVIKY OKEYN, EUKOAa TTapamépmel kal o AAeG avuljyelg,
Sénwg eival katapxnyv n idia n Opnokeutiki avtiAnygn tng umapgng tou
O¢toU, wg adpatou GVToG, wG adpatou MVEUPATOG, TO OTOI0 OHWG
wotéoo Sev pPropei, oUte auts, va Eegelyel amod Tnv avaykaoTik To-
moB£tnon oe évav témo, oodv va rfjtav UAIKS ov, Tou Sev eival. ‘Etol
0 ©edg, oupPwva Pe TNV YADoOod TV EKKANCIACTIK®V KEINEVWY, Oe-
wpeital 6t Bpioketal kdmou otov oupavd, kdmou oto oupdveio Ba-
oileld tou, kdmrou otov MNapddeico. Oewpeital ev Ao MEPIMTWOEI,
mapwv. Kai pdhiota, yevikétepa, “mavtaxo mapwv”’, xwpig Mot va
Tautietal pe kavéva amé OAa ekeiva Ta MPdypata Tou KGoHoU oTd
ormoia evarofétel v mapoucia tou. Na tov motd, gival mapwyv, ak-
A\d mapapével mavta anwv yia Tnv aicdntnpeiakr avuinyn.
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which concentrates on the game of presence-absence, illustrates the
correlation between these two opposites through target choices of
themes, such as that of the graveyards.

More generally, Kyriaki Costa succeeds in demonstrating this
correlation through shapes-frameworks which, while on video are
presented as empty of content, suddenly start releasing material from
within: trees, plants, objects, people. We watch them developing
other shapes or extensions, growing offshoots and expanding; a fact
which proves that in reality they are not empty of content. On the
contrary, they are full of things which are not visible and which, one
by one, rise gradually and rhythmically from deep inside them to the
surface. They are full of presence in absence. One such shape is that
of Cyprus, which appears to be tossed about, to be rocked by
external forces, being vacant on its inside. Suddenly, however, out of
its Turkish-occupied part, it begins to bring up elements of nature,
people and objects. This is clearly a reference about the part we have
lost, which always remains, however, replete with us: replete with
our past, our history, our life. It is full of our presence, even though
we are now absent from it. In the exact same way, of course, that, in
reverse, this is absent for us, since we have lost it, but simultaneously
always present for us, since it continues to constitute part of our
history and we continue to feel it as ours.

Eleni Papamichael
Doctor of Philosophy



MoAAG eival ta mapadeiypata cuox€tiong Tng mapouasiag Kai g
arouoiag, mou Ba pmopouoe va evtomioel kaveig, o SiIdpopoug Xw-
poug kai media tng {wr\g, akdéun kai oto anmié kabnuepivé nedio. Ta
KolunTpla, yia mapddelypa, gival évag and autoug Toug XwPoug OTTou
N CUCXETION Tapouaciag — arnouaiag ival 1Idiaitepa aiodnt. Mpdkel-
Tal yia éva xopo émou deomdlel N anouacia, Omou 1 anmoucia cuvoAi-
Ber tnv Yuxr}, eve Tautéxpova, Kal oTnV MPAYHATIKSTNTA, gival évag
XWPOG MAPNG, Hovipa mAfjeng and Bvntr avBpwmvn mapoucia. H eI-
kaotkh avtiingn tng Kupiakrig Kwota, n omoia emkevtpwvetal oto
malyvidl mapouciag — amouciag, avadeikvUel T CUOXETION TwV avTi-
Bétwv autwv péoa amd otoxeupéveg Oepatoloyikég emAoyEg, OTwG
gival ekeivn akpIBWG Twv KolunTnpiwy.

levikétepa, n Kupiakr Kdota emtuyxdver ty avddei§n g cuoxé-
Tong autrg péoa amd oxrpata — mAaiola, ta oroia, og video, Tapou-
olddovtal wg Kevd Trepiexopévou, eva §agvikd apxi¢ouv va PBydlouv amnéd
péoa toug UAIKS: Sévtpa, @utd, avukeipeva, avBpwroug. Ta mapako-
AouBoupe va avarrtiooouv GAAa oxrjpata rj IPOEKTACEIG, va KAvouV Tia-
parkAddia Kal va emeKteivovTalr Yeyovog To omoio anodeikviel ot otnv
mpaypatikéta Sev eival kevd mepiexopévou. Avtibeta, eival yepdta
amé mpdypata mou Sev gaivovtal kai ta oroia éva éva avefaivouv ota-
Siakd kal pubpikd amd to ecwtepikd Toug otnv emedvela. Eivar peotd
ané rapouoia otnv arouoia. Eva tétolo oxrjpa givar kai ekeivo g Ku-
POV, N omoia apouciadetal va kh\udwvidetal, va talavtevetal and e§w-
TePIKEG SUVAPEIG, OVTAG KEVI] OTO E0WTEPIKSG TNG. =d@VIKA GG, OTO
TOUPKOKPATOUHEVO KOUPATI TG, apxiCel va Eemetdyel otoixeia g @u-
ong, avlpwrioug Kkai avtikeipeva. MNpdkertal egeavig yia To KOPUGT TTou
XAOAYE, TO OTTOI0 TTAPAUEVEI WOTACO TTIAVTOTE YEUATO amd EPAG: YEPATO
amnd to mapeAdév pag, and v iotopia pag, and myv {wrj pag. Eivar ye-
pdto amod v rmapoucia pag, Tapdlo Tou gipacte AoV arrdvteg and au-
6. Katd tov iS1o Befaiwg Tpdmmo mou Kal, avtiotpdgwg, ekeivo ival amév
YIa Hag, agou To Xdodpe, aAd Tautdxpova TIAVIOTE Kal mapdV yid Hag,
agou cuvexiCel va amotelei P€POG TG IoTopiag pag Kal cuvexi(oupe va
to aioBavdpaote Sikd pag.

EAévn ManapixanA
Aibdktwp Pirocopiag
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The Dark side of the Moon:
Local Responses to Global Issues

In an era which is becoming increasingly more turbulent and less
predictable, where paradox, ambiguity, and uncertainty are becoming
the norm, the making of a world economy, the absence of a different
socio-politico-cultural content and the ever increasing power of multi-
national corporations have, as a result, contributed to the diminution
of the individual as an educational agent.

National educational policies are gradually losing some of their
sovereignty, power, and autonomy and they are being replaced by supra-
national entities which have mostly to do with economic and political
exchanges and less so with regards to educational exchanges, therefore,
creating social and economic inequalities as well as feelings of absence of
the individual desire and knowledge from the present educational realities.

At the same time, nation-states, create alliances, form regional
and international networks in order to be internationally present (and
not absent), to survive, to underscore their presence because they
want to avoid marginalization. These new international interests are
the main factors which create international educational policy, but,
whose international educational policy is it and whose goals do we
have in mind? Is it the individual and its presence on earth or the
national and its absence from the internationally globalized world?

It is within this context that educationists need to think globally, but,
at the same time, they need to act locally in an ever increasing tension
between these two tendencies which exist in the continuum of presence
and absence. Within the aforementioned context, which is increasingly
becoming situational, Kyriaki Kosta, through her work proceeds to
examine the move from the individual (local) to the collective (global)
and tries to find out what is the real meaning of life during our era through
the examination of two main concepts, that is: presence in absence. These
are the milestones in our road towards the Bright side of the moon.

Petros Pasiardis, Ph.D.
Professor of Educational Leadership, Open University of Cyprus

Dr Georgia Pasiardis
Assistant Principal of Elementary Schools
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Absent others, anthropologists, poets

In airports, where | spend long periods of my life travelling from the
place | live to the place | work, the mind itself becomes an open
runway for the taxiing of ideas and thoughts. (Everything, both what
lies within and that which is without, is in motion; some of it already
has a destination, the rest is seeking one).

In these “hypermodern” environments, the voice of social
anthropologist Marc Augé often rings in my ears and directs my gaze:
Look at how history is speeding up, how the planet is shrinking, how
destinies are individualised. So make haste and find the absent
“Others” from your life and give them presence and synchrony.

When | insist for more theoretical assistance on this pressing
matter, it is the poet who finally answers: ““...The purpose of our life
is love. The purpose of our life is our eternal mass. The purpose of
our life is the total acceptance of our life and of each wish in every
place at every moment in every fervent stirring of existence. The
purpose of our life is the branded fleece of our being.”!

In airports, absent “Others”, travellers, anthropologists, poets...

Dr Despoina Nazou
Social Anthropologist

! Extract from ‘Roses at the window’, a poem by Andreas Empeirikos,
Ypsikaminos, PLEIAS editions, 1974.



Arnévteg dAol, avBpwmoldyol, mointég

Méoa ota agpodpdpia, dmou Tepv® peydia Siaotrjpata g {wrig pou
ta&iSevovtag amd tov Témo G SIapoviig HouU GTOV TOTIO TG EPYAciag
Hou, To puaAd yivetal Kal autd pIa avoixtr Tota Tpoxodpdunong
16e0v kal okéPewv. (OAa, kal Ta evidg Kal Ta KTOG o€ Kivon: d\a
€xouv Kal dMa avadntolv mPoopIoHO).

Ye autd ta «UTTEPVEWTEPIKA» TepIBdAlovta, ouxvd- Tukvd n
PwVI| Tou KolvwvikoU avBpwmoAdyou Mapk QL nxei ota autid pou
Kal pou kateubuvel to PBAéppa: Koita mog n 1otopia emtaxuvvetal,
TG O TTAAVI{TNG CUPPIKVWVETAl, TTWG Ta mempwyéva e§atopikevovral!
lNa autd Bpeg ypriyopa toug amdvieg «ANoug» amd ) {wrj cou Kal
Swoe Toug mapouasia kal cuyxpovia.

‘Otav {ntd pe empovi mepioodtepn Bewpntik PorBeia yia
auto Tto Katemeiyov, Jou amavid TeAikd o ToINTAG: «...ZKOTOG TG
Cwrig pag gival n aydrn. Zkomdg g {wrig pag gival n ateAevtntn pada
pag. Zkomdg g (wng pag eivar n AuoiteArig mapadoxn tng {wrg Hag
Kal TG KABe pag guxiig ev mavti toNw €I mMdoav oy €1 KABe
£€vBep OV avapOXAEUCIV TWV UMTAPXOVIWY. XKOTOG TG {wiig Hag gival
1o oeonpacpévo S€pag g undp&ems pagy'.

Méoa ota agpodpdpia, andvieg «ANoi, tagidinteg, avbpw-
moAdyol, TToINTES. ..

Ap Aéomoiva Ndlou
Koivwvikrj AvBpwrmoAdyog

! Anéomaopa and to noijua tou Avdpéa Epmeipikou «Tpiavtdgula oto
mapdBupoy, Yyikduivos, ekd. MAEIAL 1974
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E-motions in motion:
Some further thoughts on lines, stories, threads and contrasts

* An animated story of text-iles and text-s'...
* An animated story of lines making up my own understanding of “home”

* Many interwoven themes & contrasts:

Life / Death

Presence / Absence
Nature / Technology
Above / Below
Tradition / Innovation
Reality / Imagination
“Good” / “Evil”
Familiar / Alien

A bittersweet journey between
lines | crossed, stories | imagined, threads | created
and contrasts | experienced

The art of weaving, the Craft of being

Weaving is a human speciality, depending as it does on dextrous
movements of the hands, sometimes working in conjunction with the
teeth — as in the preparation of sinews for sewing. In most of its uses,
weaving depends on the human hand’s distinctive precision grip, which
allows it to be held and manipulated between the thumb and
forefinger. In a sense, weaving and the use of woven things could be
a good index of the emergence of characteristically human forms of
life, which would have brought such critical innovations in their wake
as the garment, the net and the tent. On the basis of the above, | am
tempted to bring forward the conclusion that weaving is an
inextricable —and universal- element of human culture.

! The verb ‘to weave’, in Latin, was texere, from which —interestingly- are
derived our words ‘textile’ and “text”.



The dreaming: weaving as cultural experience & being
Weaving is a form of craft but also a means for telling stories. The
trace left by the work of weaving hands is additive with a steadily
growing number of material/layers being superimposed upon the
substrate. This is precisely how our story is created: through the traces
left by the movement and interplay of the working hands as well as
the material those hands use. Weaving in that respect, may also be
seen as a choreography between hands and material, between the
thinking mind and the performing body, between things we have
experienced and imagined, between things that can be told and things
that can only be felt... This interplay of elements brings to mind the
so-called songlines that, in Aboriginal cosmology, criss-cross the entire
continent of Australia and are said to be the enduring traces of the
journeys of ancestral creator beings as they roamed the country during
the formative era known as the Dreaming, leaving their mark in such
landscape features as hills, rocky outcrops, waterholes and gullies.
Dreaming is the kind of story | wish to create as regards my own
cultural surroundings and experiences in Cyprus. | have decided to
do so not through words but through the use of materials. | have
chosen to follow a path into the past and tradition not by following
physically routes and paths but by letting my art “move”. Weaving in
motion... this is my version of Dreaming?.

The real and the imagined: rethinking the “Boundary”

between the two

The traces, which for Aboriginal people are intrinsic to the
constitution of the landscape itself, are for western observers but part
of an imaginary construction that is ‘pinned on’ to it. Likewise, so far
as the western doctor is concerned, the meridian lines that according
to the principles of acupuncture run through the body, conducting its
vital forces and emerging at its surfaces, are entirely imaginary. But for
the practitioner of traditional Chinese medicine, they are real threads.

2 My own understanding of Dreaming is closer to the idea (and experience) of
residing permanently in a certain place (i.e. Cyprus) instead of travelling (i.e.
Aboriginals)
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In a similar vein, in my own work, the boundary between the real
and the imagined becomes an issue not too easy to tackle. Each
theme, that | work with, stands as a transformation of the other. It is
through these transformations that surfaces and narratives are
brought into being. So for instance, the spider is a real creature but
also in certain cases, a metaphor of death or evil. The animals | have
selected to portray do indeed exist in (or have once been part of)
the Cypriot ecosystem and yet, in certain cases, they just represent
more abstract notions such as life, nature or even tradition.

Open Work?
Brigitta Hauser-Schiublin has studied the decorative art of the
Abelam, a people of East Sepik Province in Papua New Guinea and has
drawn some important conclusions that have also inspired my own
work. Abelam decorations are assembled from strings, strips and
fronds, mainly of plant material, so as to form an open mesh of flowing
or intersecting lines. This approach to decoration, which the Abelam
share in common with most other Melanesian peoples, is very
interesting for the following reason: The aesthetic focus of the Abelam
is not on the surface but on the line. ‘All patterns’, according to
Hauser-Schiublin, ‘are perceived from the perspective of the line, or
“visual open-work”.

My work also aims to be seen as a visual open work, with no
apparent beginning or end:

* Weaving is an open-ended work

* Experience and being is an open-ended work

 History, stories and cultures are open-ended works
All we are is an amalgam of emotions in motion....
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Absence

At the Green Line, our mind and body experience everyday life as a
duality, a distinction, as fractured time and space. For decades now,
we live and perceive things through distinct boundaries and strict
frameworks. How easy is it to free oneself from such an asphyxiating
noose, such a stifling reality?

The work ABSENCE constitutes a positive account of non-
presence, and a fundamental solution to the Green Line’s dead end.
Every day, we may move around the Line without having to participate
or to pay any particular attention. This way, we associate with this
reality without necessarily focusing on it. Through this process, it is
our body that is transformed into a boundary, it is our body that
becomes sidelined, that contributes to the distinction between inner
and outer, between selfand others, between that which is expressed
physically and what our mind is hiding. There may well be a divided
world beyond our personal boundary, however inside us there is
another world, our own world, an individualised centre of Being,
imbued with memories, people, images, sounds and emotions.

ABSENCE captures this crucial individual duality, allows the
simultaneous experience of different temporalities, and gives us the
possibility to choose which of the two areas of existence to give priority
to. The nature of Being becomes a matter of choice, and ABSENCE is
concerned with the multiple possibilities of PRESENCE. Under these
circumstances, the experience of the Green Line —and that of boundary

in general — completely changes in significance and meaning.



Armoucia

>tnv Mpdoivn Mpappr, To owpa kai o voug pag Pidvouv tyv kabn-
pepIvéotnTa wg Suadikdtta, wg SIAKPIOH, WG SIXAOPEVO XWPOXPO-
vo. E&w kai &ekaetieg, {oupe kar avulapfavépacte ta mpdypata
péoa amd caen épia kai auotnpd mAaioia. MNéco eldkolo eival va
ameykAwfiotei kaveig amd évav T6oo ao@UKTIKG KAoIS, pia Téoo
QTTOTIVIKTIKY TTPAypaTIKOTNTa;

To €pyo AMNMOYZIA cuviotd ouciactikd pia Otk ekdoxr TG pn
mapouaciag, pia pidiki Avon oto adié§odo tng Mpdoivng Mpapprc.
Mrmopoupe kGO pépa va Kivoupaote yipw amd T pappr, Xwpig va
XPEIAeTal va CUPPETEXOUE, XwpiG va Sivoupe mpaypatikd mpoco-
xnj. 'Etol, ouvavaotpepdpacte pe v ev Adyw mpaypatikdTnTta Xw-
piG va €MKeVTIPWVOUNE KAt avdyknv TNV MPOCOXH HaG Ot auThv.
Méoa amé autq t Siadikacia, To owpa pag ivar autd mou peta-
Hop@wveTal o€ OpIO, TO CWHUA Pag €ival autd TTOU TIEPIPEPEIOTIOIE!-
Tal, mou ouvtelei otn Sidkpion peta&l Tou eowtepiKoU KAl TOU
g&wtepikou, petadl tou gautoU pag Kai Twv dAwv, peta&u autou
TTou ek@PAdeTal cwPaTikG Kar autou mou KpUPel To puaid pag. Mmo-
pei va urtdpxel évag SIXaou€vog KOOHOG TEPa amod To CWHPATIKG pag
Spl1o, SpwG péoa pag umdpxel évag dANoG KOOPOG, o SIKGG pag Ko-
opog, pia e§atopikeupévn eotia "Yrapgng, Siarmotiopévn e PVipES,
TPOoWTIA, EIKOVEG, (XOUG Kal cuvaicOripata.

H AMNOYZIA cuMapBdver aut tn kpioipn atopiky Suadikdtnta,
EMTPETEI TNV TAUTOXPOVN EPTEIPIA SIAPOPWV XPOVIKOTHTWY, pag Si-
VeI TV gukaipia va Skooupe mpotepaldtnta otny onola and tg duo
TiepIpEépeleg TnG Umapng epeig emBupoupe. H @Uon kar o xapakti-
pag g Yrapgng yivovtar 8€épa emhoyrig, kai n AMOYZIA agopd
ot moMamAég Suvatdtnrteg tng NMAPOYZIAY. Yné autég tig ouv-
Orjkeg, n epmeipia tng Mpdoivng Mpappng -kai Tou opiou &v yével- al-

Adder teleing onpacia kar vénua.
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Y UV-TTAOKEG

A boundary is not that at which something stops but, as the Greeks
recognized, the boundary is that from which something begins its
presencing.

Martin Heidegger, ‘Building, dwelling, thinking’

Kevtpiké onueio otnv €IKacTiK) oou €peuva €xel To «Oplo» cav
£vvoia xwpotadikn, xpovikr, koivaviki. Ta £épya cou tomoBstouvtal
oo petaixpio Twv opiwv. Mwg opiovral amé autd kai mwe ta opifouv;

Empévw otnv e&epelvnon tng oxéong Tou «rmpivy Kal Tou
«TWPEAY, TOU «TTAAaioU» Kal TOU «KAIvoUpylouy, Tou Keival» Kal Tou
«yiyveoBai». Eviote ouv-mAékw Ttéxveg Tou dvtegav oto Xpovo, e
avopB68o&eg avuryelg epi @éppag Kai mpwtng UANG: OKOTOG pou,
VA PETAHOPPROW TNV «mapddoony o «kaivotopia» diatnpwvtag
pev mpaktikég Siadikacieg/otepedtuna, mpokaAwvtag S To TeAIKS
anoté\eopal/mpoidv. Xe AAEG TEPIMTIWOEIG EMKEVIPWVOUAl OTO
UANIKS: «dxpnotay Kal «adpiotay xaptd kabictavtar kai mdAi
KXPNOIUa», KOpICHEVa» PECA amod TNV CUV-TIAOKH TOUG.

MrmopoUv ta €pya T€xviG va AEITOUPYOOUV Gav CUVSETIKOI Kpikol
HeTadl TV MOAAATMAKV SIGXWPICH®V Kal opiwv;

H téxvn &g «yepupwve»y xdopata, TexVIKEG, UNIKE, avBpwTioug,
Sev amokpuotalvel, Sev Eediahivelr ald avtibeta BoAwver to
XWPOXPOVIKS Sidotnpa PeTagU TwV AVTIKEINEVWV KAl UTTOKEIPEVWY
™G. Téoo n téxvn wg moinon (amd to apxaio pripa «moiw» dnAadi
«QTUAXVWY, «Snuioupyw») oo Kal n idia n {wrj pag kivolvtal Kai
Aertoupyouv péoa oe moAamAd media-tormia.

Moia sivali n Béon NG xelpotexviag otn Siampayudteucn Twv
MOAAAIA®V opinV TToU SIEMoUV TV KadnuepIivotntd pag;

>t Siadikacia autr epmAékopar evepyd wg KAAANITEXVNG aAAd kal
WG AvBpwriog. ZkEPTopal MG PMoP® va emavampoadiopicw Tnv
napddoon pe ogfaocud. Tnpw to «mapadidépevo» ald em-Tnpw
oBevapd v ekpopd Tou. AvapwTiéyal and v dAAn, T ekppd{ouv
Kal Tou amofA€mouv ol cUyXpoveg KAANTEXVIKEG TOPEG. AmS v
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EPHOVH OE TTPOTACEIG KAl TIPOIOVTA «Miag XPriongy, EMOTPEPw OTO
xpovofdpo, otn cogia Tou apyou tempo. EmAéyw tnv mhokr
ouveldntd yiati n mokr wg mpd&n éxer Sidpkeia, Sev gival akapiaia.

ZUXVA XPIOCILOTIOIEIG «AVAKUKAWHEVA» UNIKG Kal TEXVIKEG, OTIWG TO
HalAi i} to kévnua. MapdAAna avapépecal o TAUTOTNTEG OE SlapKh
Sianpaypdteuon. Moia sival n 0€on twv avukeipévwv o€ auth
Sianpaypdteuon;

Méoa and toug meipapaticgolg Pou pe Ty €vvola Kal Ty mpd&n
™G mhokrg, otoxelw otnv avade§n (av oxi amobéwon) Tou
«uBpidikol» (kai emopévwg Tou «moAU-Thokouy). Emixeipw va
avaipéow To YPApMIKS, ap@iofnt® TG Iotopieg pe apxi, péon Kai
TEAOG, TNV EPPOVI] OTO SIaXWPICHS Tou «UTTHPEED, «uTTdpxel» Kal «Ba
UTTAPXEIN.

MoAM\d@ ané ta €pya cou oikelomoloUvtal UAIKA Kal TEXVIKEG TTOU
napadooiakd ouvS£ovtal PE YUVAIKEIEG SpacTnPIOTNTES, OTIWG TO
pdyipo N to kévinua. Eival pia eskeppévn tomobétnon;

Maifw pe ta otepedtuna. O1 péAol Tou dvtpa Kai TG yuvaikag
pag éxouv mapadobei péoa and ta xpdvia. H mapadooiaxr| 16éa
mou ouvdéel tnv Selotexvia Pe T yuvaika PeETapop@wveTal péoa
ané to €pya pou oe avatpermtkr Siadikacia.

Ta €pya mou mapouoidleig AeItoupyouv pie S1a@opETIKOUG TPOTTOUG O
SiaopeTika mhaiola, kai mapouciadovtal O SIAPOPETKEG CTUYMEG.
X 1o maixvidi auté g alayrg Twv poAwy, 1 TG avakUKA®WONG UMK®V
6a pmopoucav ta £€pya cou va amoTteA€00UV «OPIaKd AVUIKEIPEVA»
Siapeocoldpnong;

Ta xpwpata, ol 10topigg, ol pubpoi, oI pop@Eg, ta UAIKG, ol
avapvrjoEIg TTou ev-TTAEKOVTAl OTa €pyd Pou propouv va Siafactoulv
pEe TTOMOUG TPATTOUG, o€ SIaPOoPETIKOUG XPOVOUG, ot SIaPOPETIKOUG
TomouG. To «TPIV» Kal TO KTWPOY, TO «EdWY KAl TO KEKEM AANG Kal
Té0EG AAeG «avTIBEoeIgy amoSopouV TG SIaXwPICTIKEG TOUG YPAHMES
péoa amod T CUVEPEUTH TOuG.

Xpiotiva Adumpou
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Weaving as art and as a metaphor for being

Knowledge of “being-in-the —world” is not transmitted across
generations as a ready-made corpus of information, but rather
undergoes continual regeneration in the context of every person’s
practical engagement with his/her own surroundings. A famous
anthropologist, Tim Ingold, has recently claimed that there are strong
parallels between the art of being and the art/craft of weaving; in its
practical execution, weaving builds up a relationship between its
constituent elements which does not allow their spatio-temporal
isolation and/or crystallization. Weaving is about bringing these
elements together, it is about constructing a flowing sequence. Weaving
is an art/craft of “continuous becoming” rather than “static being”.
Largely drawing upon this premise, my project “weaving as art and as a
metaphor for being” aims at demonstrating that at the onset of the 2|st
century, weaving and the broader fields of art and technology as ways
of exploring knowledge and experience of the world, may be
considered compatible at a number of levels. My work reflects my
concern over issues of perception and praxis, design and construction,
the generation and reproduction of form, the relation between bodily
movements and lived time/space, the combination of/relation between
old and new techniques, materials, morphological and stylistic traits.
The fundamental aim of this project is to demonstrate that weaving is
an act which combines knowing, perceiving, learning, remembering and
imagining, a social activity that goes on within the context of people’s
mutual involvement in a richly structured world, in short, a very
eloquent metaphor for understanding and appreciating “social being”

at the onset of the 21st century.

Kyriaki Costa
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Bioypapiko

Kyriaki Costa was born in 1971 in Nicosia, Cyprus.

She studied Byzantine and applied arts in Greece and the United
Kingdom. She received her Masters degree in art from Kingston
University, London, where she is continuing her studies as a research
student - PhD Arts. In 2008 she received a distinction for the
presentation of part of her thesis in London.

She is a member of the Cyprus Chamber of Fine Arts and the
Cyprus Fashion Designers Association.

In 2006 she participated in the Saint Etienne biennale exhibition in
France, where she received the public’s prize. In the same year, she
represented Cyprus at the Cairo biennale jointly with Melina
Shukuroglou, with the piece “Sweet Land”; the Cyprus delegation
received the ‘Best Pavilion Prize’. In 2008, she received a Pancyprian
prize at “Y¢dvoeig-Weavings-Dokuma”, a competition organized by
the Ministry of Education and Culture and the Cyprus Chamber of
Fine Arts for the European Year of Intercultural Dialogue.

She has participated in many group exhibitions and international
art fairs. Her videos have been used as teaching material at the
University of the Aegean.

Since 2005, she has regularly collaborated with German-based
choreographer Alexandra Waierstall as a costume and visual designer.

In parallel with her work as an artist, Kyriaki Costa works as a
fashion designer, active both locally and internationally.

She is married to Giorgos Hadjipieris and has two daughters.



Bioypapiko

H Kupiakry Kadota yevvriBnke to 1971 otn Asukwoia.

>moudace Bulavtivég kal epappoopéveg téxveg otnv EMdASa kai
o Hvwpévo Baoileio. ‘Exer amoktrioel Mdotep otnyv téxvn amd to Ma-
vemotripio Kingston tou AovSivou émou cuvexilel TIG oTTOUSEG Kal thv
£peuvd g yia amoktnon didaktopikou. Katd to 2008 éAafe Sidkpi-
on katd v mapouciacn pépoug g diatpiPrig tng oto Aovdivo.

Eivar péhog tou EKATE kar tou Kumpiakot Xuv&éopou Zxedia-
otwv Moédac.

To 2006 cuppeteixe otnv MmevdAe tou Zaivt Euév ot MNaliia
Smou €éAafe to PpaPeio Tou koivou. Tnv iSla xpovid ekmpoo®rnoe
v Kumpo otnv Mmevdle tou Kaipou anéd koivou pe t Mehiva
YoukioUpoylou pe to €pyo «Sweet Landy. ¥ autri tyv MmevdAe n
Kunpiakrj cuppetoxr éhape to BpaPeio tou «Best Pavillion». To
2008 é\afe maykumpio BpaPeio oe Siaywvoud mou opyavwbnke amd
to Ymoupyeio Maideiag kar MoAtiopol kai to EKATE pe titho
«Y@avoeig-Weavings-Dokumay ota mAaicia tou Eupwrmaikou ‘Etoug
AiammoArtiopikot Aiahdyou.

‘Exel ouppetdoxel o MOMEG opadikég ekBéoeig kal Sigbvry kaA-
NITexvikd yeyovota. Bivted tng €xouv xpnoiporoinBei wg uhikd 8i-
Saokaliag oto Mavemotrpio Tou Alyaiou.

Ané to 2005 kai petd, gival taktikdg cuvepydtng TG Xopoypd-
pou A\e€dvdpag Waierstall, n omoia el kar epydletar otn Meppavia,
WG oxeSIAOTHG TWV KOCTOUHIOV KAl TWV OKNVIK®V.

MapdMnAa pe v kaAitexvikr g dpactnpidtnta, n Kupiakr
Kdota epyddetarl kar wg oxedidotpia pédag, pe tomikr kai Sigbvri ma-
pouaia.

Eival mavtpepévn pe tov Nwpyo Xatdnmepri kai €xel SUo KOPEG.
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“Walk in to the rose garden”, Plastic doll, threat,
porcelain and metal

“Place of absence”*, Plastic net, threat and wood
“Untitled”, Threat on cotton

“This is my country and it is unexpectedly beautiful”,
Embroidery, threat and paper

“Girl with the rope”, Video
“Between the inside and the outside”, Photo

Picture |: “Absence solo 2”, Video
Picture 2: “The many possibilities of presence”, Photo
Picture 3: “Family”, Video

“Light”, Photo

“Water”, Video

“Sink”, photo

“Snow wings”, Paper

«H 16An», Threat, plastic, paper and metal
“Untitled”, Plastic and threat

“Dogs are permitted to pass freely”, Embroidery, threat
and paper

“Untitled”, Threat on velvet

* title given by Andis loannides’s thoughts and poems
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“Breathing”, Threat and fabric

“layid”, Photo

“Niayid”, Plastic net, fabric and threat

“Solo 1”, Photo

“Nicosia”, Plastic net, wood and threat
“Untitled”, Plastic net and threat
“Untitled’, Photos

“My pots”, Metal and threat

“Weaving emotions in motion”, Threat on velvet
“Absence series”, Photos

“Absence series ”, Plastic net and threat
“Owl”, Solid silver, paper, threat and plastic

“What are all these strangers doing in my house”,
Wood and fabric, Sound by Giorgos Hadgipieris

“Up”, Solid silver, plastic net and threat

Sound installation Vakia Stavrou
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