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The members of the Panel discussion about the “Science Art” relation are the following
L. Papagiannakis, Vice Rector NTUA
Th. Tasios, Emer. Prof., NTUA
|. Polyzos, Prof. President, Department of Architecture Engineering
S. Sorogas, Prof., Department of Architecture Engineering
D. Papalexopoulos, Assist. Prof., Department of Architecture Engineering
S. Basiliadis, Director of Music research center
Costis, Visual Artist

The discussion will be coordinated by the Rector Mrs Helen Ahrweiler
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H £évian noMiuoukayv dpactnplotitwy oto Npdypappa wyv ekdniwoewv “Huépeg Epeuvag kal Texvoloyiag 2000” fitav 16éa kal npdraon tng
Ffwywg Kohupripa kal Xapag Newpyiadn, péan tou MoAmotkou Topéa tou MouoikoU Turipatog EMIT.

H 16¢a tou oxediaopou kal n ouvoNIkA enipélela Tou ekBeoiakoU XMPOU NOU KAtaokeudotnke kal Siapop@mBnke £161kd yia tny £kBeon
“Evépyeia ev Epyw” aviikouv otov Aviwvn BezOpoylou kal Anpitpn XkoUgo, apxitéktoveg tng MoAuduvapng Movadag kevipikig dioiknong kai

nepipairoviog xwpou EMIT tng MoAutexveiounoAng Zwypdagou.
H MoAudUvapn Movada Ba avalaPel tnv kataokeun kal v YeVikA enipéAela Tou £pyou.

Hpegpecg
Epeuvacg kal Texvoloyiacg
E.M.TI1.

The introduction of the cultural activities in the program of the Days of Research and Technology 2000 Fstival was proposed by G. Kolyvira and
H. Georgiadi members of the cultural section, Musical Department of the N.T.U.A.

The concept and general supervision of the especialy created for the exibition Energia in Ergo belongw to Antonis Veziroglou and Dimitris
Skoufos, Architects of the Multidynamic Unit of the central administration and enviromental space of the Polytechnic City at Zografou.
The Multidynamic Unit will undertake the construction and the general supervision of the work.






Emotnpun kar Téxvn

H Emotipn kai n Texvoloyia unnpetolv tnv Téxvn kai tov Mohitopd pe noikiloug tpénoug. O dnpioupydg xpeidzetal pebédoug kal
TEXVIKEC, €XEI avAyKN va yVwpizel TG 1I810TNTES KAl TIG CUHMNEPIPOPES TwV UNIKWV MOU XPNOIPONOIEl N ta SopIKG XapaKINpIoUKA TwV

avukelpévwy nou enegepyazetal.

Ané ekei ka1 népa, otov kGopo tng Téxvng Oa Aertoupynoouy diagopeukég diepyaaieg kal otéxol, Ba gl0axBoUv ta UNoKeIPevIKa Kal
otoixeia pavtaoiakd tng KAAITEXVIKAG dnpioupyiag, yia va kataknBei 1o “wpaiov” kai n Yuxikn iIkavonoinon, Tou KaANTEXVN Kal

60wV tov NapakoAouBoUpE.

Tehik@, wotd00, PNOPOUKE Va avixveUOOOUHE KOIVA OTOIXEla 0Toug pnxaviopoug épnguong, Snpioupyiag kal-yiati 6xi-kaivotopiag Kal
Ikavonoinong, t600 0Tov KAAITEXVN GO0 Kal OTOV EPEUVNTA.
H &ianhokn Téxvng kar Emiotipng, oto EBvikdé MetodPio Modutexveio, éxel napeAddy, napdv kai péNrov, 6nwg Ba Siakpivouy ol

eNIokENTES pag oug “Huépeg épeuvag kal Texvoloyiag 2000” nou opyavavel to 16pupa pag.

e H £kBeon Evépyeia ev Epyw tou Kwotrh Tpiaviag@UAiou, o onoiog aflonoiel aiobnukd ug 1616tnteg tou NAeKTpIopoU Kal To

aivopevo tou kepauvou.

e H napouciaon tou epeuvnukoU £pyou MOAGY epyactnpinv tou 16pUpatog, ta nopfopata twy onoiwv aglionotolvial Kai

gpappézovial Snpioupyikd oto x@wPo tng Téxvng kail tou MoAiopou.

e H dnpodoia ouznnon nou Ba cuvtovioel n MNputavng k. EAévn MUkazn-Apperép pe B€pa tn oxéon Emotnpng kar Téxvng,
eival péPpaaio 6u Ba epniouticouy toug NpoPAnpaucpols GAwv kal Oa ocuppdiiouy otnv nepartépw avantgn g MoAuoukng,
napd\nia pe v Exnaibevukn kal Epguvnuki §pactnpiétnta tou 16pUpatog, kabag kal otny NAéov ouUGTNUATIKA Kal opyavikn
oUo@IEN TwV I0TOPIKGV dEOP®Y avapeoa otoug AeitoupyoUg tng Eniotipng kai tng Texvoloyiag kal 0toug UNNPETEG NG

Téxvng kai tou MNMoAiuopou.

A. Nanayiavvéakng  Avunputavng EMIT



Science and Art

Science and Technology serve Art and Culture in various ways. The creator requires methods and techniques, needs to know the

behaviour and qualities of the materials he uses, as well as the structural characteristics of the forms s/he elaborates.

Bearing all the above in mind, in the world of Art function different goals and activities, subjective and imaginative elements of artistic

creation become introduced, in order that “beauty” and inner fulfilment of the artist and the viewer becomes achieved.

However, one can find common grounds of inspiration and creation, innovation and satisfaction between an artist and a researcher.
Our visitors at the “Days of Research and Technology 2000” organised by our Institution, will be able to comprehend that the

collaboration of Art and Science has a past, a present and a future at the N.T.U.A.

@ The exhibition “Energia in Ergo” by Costis who exploits aesthetically the faculties of electricity and lightning.
e The presentation of the research of many of the Institution’s laboratories, the results of which are applied creatively on Art and Culture.

® The public discussion coordinated by the Rector Helen Ahrweiler, related to the issue of the link between Science and Art.

All the above will surely enrich fruitful thinking and will contribute to the further development of the Cultural, as well as Educational

and Researching Activity of the Institute.

Moreover, it will contribute to the systematic and organise “pulling together” of the historical links between Science-Technology,

on the one hand, and Art-Culture, on the other.

[EXVN

L. Papagiannakis  Vice Rector NTUA




Ao6yo¢ kai clwnn

H o0Uzeudn oiwnng kai Adyou , anaoxolei tov Kwoth ané v
apxn tng nopeiag tou . Aev eival oupntwpatkd 6u fexivae
ypdgpovtag kal noinon, CUVeXizel Pe omtikA nofnan n onoia
EUNEPIEXEI OXI pOvov tnv oUzeudn ikévag kal Adyou,

AOyou kal ClwNAg aMG NEPIKAEIEl - TAUTGXpPOvVA - TNV
avatponn tng appoviag kai tou AupIoHoU oav OTOIXEIa

EK TWV WV OUK dVEU NG noinong.

H pAgn tng “ ouknvig enipdveiag “ , npoxwpei oe PGBog wg
tov nupriva tng Unapéng e€apBpmvoviag tov Abyo oe
@Bo6yyoug , oe Bopufoug kal CIWNES, WOTE N ClwNN,

o1 @Bbyyol , o1 oupiypoi va yivovtal oxipata onapaypdtwy,
KPAuy®v , EpWTNHATWY .

H avatponn tng appoviag , cav ouvéxeia tou kivipatog dada,
QEPVEI EVIOVQTEPQ OTNY enipdvela , tnv alofnon tng noinong.
lowg yiati poévov waxvoviag kaveig Pabeid 1o xdog péoa tou
pnopei va yevvnoel £va naloépevo actépi . O Kwotig
MEPINAQVIETAI OTOV XWPO TNG ZWYPAPIKAG, EMIKEVIPWHEVOG
KUPIWG Otnv £peuva Kal otov ENIKOIVWVIakd Xxapaktipa tng
Exvng . Ta zwypagikd tou kepdhia dev anokdfovial noté and
tov AGyo , enikoIVwvoUV , ekpriyvuvtal , noAaniacidzovrai.
Yuxva givar 6iagava kal diangpvwvial and keipeva.
AgnyouUvtal Kkal nPokaiouv.

H 1otopia tng téxvng , auth twv ENICTNP®V aAAd Kal Quti Twv
KOIVWVIK@V ekprifewy , anoteholv pia evotnta - adidgopo av
Y@ xdpn evég katapepiopol epyaciag Ppiokovial XwpPIOHEVES .
O1 kaM\itéxveg gival autoi nou enegepydotnkav tny £vvoia Tou
X@WPOU , NPOETOIPAZOVIAG TO £PYO TV EMNICTNUOVWY .
EvBiapépouosg gival ol paptupieg nou €xoupe nwg o Fakidaiog
gixe apxikG aoxoAnBei pe v zwypagpikn NpIv otpaei otny
@uolkn . O1 piNéoogol dnpioUpynoav £va diké toug olotnua
avtiAnyng kal avanapdotaong ennpedzoviag 900 tov
KOAAITEXVIKO  OTOXAOPG OO0 Kal NV ENICTNPOVIKN €pguva .
Na tov MAGtwva unnpxe éva anéAuto KEVIPo tou KOGHOoU Kal
“ téno1 “ diagpoponoinpévol wg npog autd . AIVeg pHetd o
Aivotaiv katadeikvuel 6u o k6opog eival dngipog , bev undapxel
anoAuTo KEVIPO , kal 600 pakpud kal v tadibéyoupe n
nukvotnta tng UANg gival katd péoov 6pov n idia .Av o
Malevich p€oa and v yEwpEIPIKONOINON TOU XWPOU
npoondabnoe va nAnoidoel to anéiuto , onadoi tng Bewpiag

NG oxeukotntag onwg o Joseph Beuys , o Baselitz

n o KouvéNng €xouv enixeipriosl tagidia nepinA\avnong péoa
otnv UAn, M6 owotd péoa and tnv

evEpyela nou nnyazel and v UAN,

avakaAuntoviag 6\o kail kaivoupia

KEvipa npoodiopiopou Ing .

H evaoxoAnon tou Kwotn pe tov nAektpovikd

KEPAUVO - pia €K NPWING OYEWS PEANICTIKA pilinon

TOU (pUOIKOU (PaIvVOPEVOU-HEVEI Gppnkia Sepévn e Tov
KOIVwVIKG AGyo . EB® éykertal kar n eppovi tou KaANTéxvn - Oxi
otnv pipnon tng @uUong - al\aG oty Siapkn avazitnon véwv
EMNIKOIVWVIAKWV Kwdikwv pe tov Beath . Méoa o’ auth tny
Siakekukn oxéon AGyou kal CIWNNAG , actpanig kal BPovtAg,
BeukoU kal apvnukoU , yevviétal n evépyeia n onoia Siaxégtal
naviou . Aev undpxel éva KEVIpo undpxouv NApnolia - Sev
undapxel évag anodéktng al\d ev duvdpel Ba pnopoloape va
gipaote 6ol . Méoa and tov KoIVWVIKG Xapaktipa tng téxvng
tou , o Kwotng 6ev enagistail oto tuxaio . Onwg ypager o
Avbpéag Epneipikog “ ki €tol {exdotnke avnie®c auth n
Iotopia , 6nwg ouppaivelr kaGBe @opd , dtav {exviétal and tov
daco@Ulaka 1o aotponeléki tou oto 6Acog “.

O Kwotng péoa anéd v neiopaukn tou dnpioupyia dev
aprvel T’ aotponerékia tou va fexaotolv, abpdxvel tov
Beath ané to x€pi kal ov @épvel anévavu and éva k6opo , £va
oupnav apeilikta opyavwpévo 6nou ta ndavia petapaiovral
napapévoviag idia . X’ évav t€to1o KOOHO N TEXVN TOUNAXIOTOV
npénel va gival EkpNKTKN

Aéva Kokkivn lotopikdg Téxvng



Word and Silence

The pairing of word and silence , has occupied Costis since the
beginning of his career. It is no accident that he started off
writing poetry and from there went on to visual poetry which
contains not only the pairing of image and word , word and
silence but at the same time comprises the refutation of
harmony and lyricism as the elements sine qua non of poetry
. The shattering of the ” burnished surface “, goes all the way
down to the core of existence breaking language down
into phonemes , into noise and silence, so that this silence ,
the phonemes, the screeches are shaped into heart - rending
cries , screams , questions . The refutation of harmony , as an
outcome of the Dada movement , brings the feeling of poetry
more intensely to the surface . Perhaps because only by
seeking deeply in the chaos within one’s self is one able to give
birth to a pulsating star . Costis has roamed through the field
of painting , but has focussed primarily on the character of art
as a means of communication . His painted heads are never
deprived of the word , they communicate , explode , multiply .
Frequently , they are transparent and are penetrated by
objects . They narrate and provoke .

The history of art , as well as science and social upheavals,
taken together constitute a single entity - regardless of the fact
that because a work is divided up they are seen as separate .
Artists are the ones who have refined the concept of space,
preparing the way for the work of scientists . There is

olwnn

interesting evidence to the fact that originally Galileo was
involved with painting , before he turned to physics . The
philosophers created their own system of perception and
representation , influencing both artistic thought and
scientific research . For Plato there was one absolute center of

the cosmos and everything else was differentiated in regard to
it. Centuries later, Einstein showed that the cosmos is infinite,
that there is no absolute center and no matter how far we
travel the density is always more or less the same . Even
though Malevich endeavored ,through the geometricization of
space , to reach the absolute , adherents of the theory of
relativity , such as Joseph Beuys, Baselitz and Kounellis , have
undertaken trips through mater , or , more correctly , through
the energy that springs from matter , revealing more and
more centers of its determination .

Costis” involvement with electronic thunder - something which
at first glance is a realistic imitation of the natural
phenomenon - has remained irrevocably bound up with the
social aspects of the word . Here also lies the artist’s insistence
- notin imitation of nature this time - on keeping alive his
quest for new codes of communication with the viewer .
Through this dialectical relationship between word and silence ,
lightning and thunder , positive and negative , energy is
generated and spreads everywhere . There is not one center
but many - there is not one receiver though we are all
potentially one . The social character of his art means that
Costis does not rely on the fortuitous . As Andreas Embeirikos
writes” and thus this story was inexorably forgotten, as
happens every time , the forest ranger leaves his thunderbolt
behind in the forest “ .Through his tenacious creations , Costis
makes sure his thunderbolts are not left behind , he grasps
the spectator by the hand and brings him face to face with
another world , a universe unrelentingly organized where
everything is transformed while remaining the same.. In such a
world , art at least must be explosive .

Lena Kokkini Art Historian

Translated by Philip Ramp



Kwotng Tpiavrag@uAiou: O kavévag tou KEpauvou
O kavéva¢ tou kepauvou

O «Kav@v» tou MoAUKAEITOU -n NPWIN XPOVOAOYNHEVN,
aPXAIOENNNVIKA ENayyEAPAUKN npaypateia navw otn yAUNuKA-
mBavoloyeital 6u ypaginke oto 1pito tétapto tou Sou n.X.
aiwva. MNpakukd eyxeipidia yia tnv téxvn €xel unotebei 6u
uninpfav ndén and v apxaikn nepiodbo al\a o MoAUkAeitog
gival ekeivog Nou, wg NPWIPog “huomo universalis”, epnAoUtioe
10 OUYKEKPIPEVO €id0g ypagng pe HaBnpatkeg Kal YEWUETPIKEG
YVWOEIG KaBWG Kal PE PINOCOYIKEG NPOEKTAOEIS. And tn SiGonpn
auti npaypateia ting apxaidtntag -nou Oev £xel NEPIENDEI
até@ia ota xEPIa Pag- 0WZovial ApKETEG NANPOPOPIEG
HETAYEVECTEPWY OUYYPAPEWY O1 OMNOIEG Hag ENITPENOUY Va
OXNPATICOUPE HIa YVAOUN YUpw and to eupUTePO NEPIEXOHEVO
ING. Z10x0¢ tou MoAUkAertou dev Atav aniwg va napadioel
otoug yAUnteg éva oUoTNpPa avaloyi®V -ENNPEACHEVO, ONWG
Bewpeital, ané toug Mubaydpeiouc- yia tnv KATAoKEUN TwV
avBpdnivewv pope®v alg, eninpéobeta, va anodwoel 1o
«KGNNOG», HEOa and th CUPPETPIa.

Yta xvapia tou MNoAukAeitou, o Kwotig TpiavtapUiiou
OUVU@QIVEI TIG EIKAOTIKEG TEXVEG PE TG ENIOCTNHOVIKEG KAl
EVVOIONOYIKEG avVazNTNCEIG TNG EMNOXNG TOU Yia va rnapayel
KaANITEXVIKG €pya nou gniong anookonoUv aioBnuka kai
16eoNoyikG otnv eniteun piag NPoownIKNG Eppnveiag tou
kGMoug. AnornoloUpevog tig ouVABEIG apxaieg paptupieg tng
gnikivduvoloyiag yUpw and tov kepauvo -twv AloxUAou,
Apioto@avn, AnoA\6dwpou, AI6dwpou Tou LIKEAOU Kal NOAN®Y
GN\WV- EVIPUPET OtV OpoP@Ia kal tnv nnyaia SUvapn tou
@UOIKOU QaIVOpEVOU TNV onoia HIKPoypagika avanapdyel,
ayvomviag UG KataoTPOWIKES TOU NPOEKTATEIC,.

O kepauvog, Nou eAEYXEl kAl AVAOUYKPOTE] TNV ATHOCQAIPIKN
Kal eNiyEIa NAEKTPIKN eVEPyela, akohouBei petaopika pia
Hpak\eiteia nopeia kaBwg adiGheinta petal\Gooel pe v
napoucia kal anouacia tou to Xxdog Ot apypovia, kal tTavanaAiv.
Enavagoptizel to nAektpikd nedio, Sieayoviag, tautoxpova,
évav alMnyopiké «ayva undéotaong» kabwg enixeipei va
blaoxioel to pn-ay@yipo UAIKS Tou a€pa Kai va eniKpatnoel £0Tw
KAl (EVYaAEa pPE TN Aapnepn ePgavion tou.

Exel éva eninA\éov Nnpoodv: petatpénel pe tnv Unapdn tou tov
adépato NAEKIPIOHS o€ opatd.

O1 vopol Twv UAIKWY Kal TwV XPWHATWY

O kepauvog @avepwvel NV akapiaia petapoin, tn Suvapikn
gKTponn, T yévvnon tng diagopdg, tn pizikA enavadopnon kai
tnv kaBiépwon piag véag 1copponiag.

Baoik6g vopog yia tnv napouoia tou eival 0 KatdAnNAog
oUVOUAOHOG TWV ay®YIHWY Kal PN-ay@yIHwV UNIKQV Kal,
avtiotoixa, twv xpwpdtwyv. H peBodoloyikn npootyyion nou
agopd ota UAIKA, epappdzetal kal ota xpwpata, kabwg
apgotepa Aappavovial un’oyiv Kupiwg yia va Aeitoupyouv wg
npéogopa e6apn wv ekpniewv. And autn tnv anoyn, o
kepauvog Betel oageig neplopiopoUg oto dnpioupyd tou kabwg
anaitei v evalayn twv UANIKGOV Kal TwV XpwHATtewV (ay®yipwy
Kal PN-aywyIpHwy) NPokKeIpEvou va epgpaviobel. O Kwotnig
napdyel ug anapaitnteg npounoB£oeig yia v napaywyn tou
UGIKOU (PaIVOPEVOU: Xapazel ota £pya tou Hpoépoug nou
NMPOOCYEPOUV OToV KeEpauvo tn duvatdinta va undapiel.
AnpoéPAento kal andAuta eAeUBepo otoixeio tng guUong,

0 KEpauvog Bev unotdooetal OpwS oug akpiPeig,
NPOYPAUHAUOHEVEG Nopeieg aANG adidAeinta ekNANOOEI TO
Beatn pe ug «emAoy£g» Tou, PIZoonaotukd kal aAazovika
anai@viag NAApn autoouykévipwon. H @euyakéa Aapyn,
ouvodeudpevn and tn Ppovin, okasl anpoopeva, os didonapta
THAPATA TWV £PYWV: O EMIOKENTNG EVEPYONOIEN TNV NPOOOXA ToU
yla va evionioel tnv napouocia tou kepauvou Kai va
NPoodIoPioEl T0 OUVEXWG HETAPAANGHEVO OXNPA TOU.

H évvoia twv onueiwy kai tng ypappng

XINGdeg pikpd onpeia nou ekpAyvuvial otny atpuéopaipa
anaptizouv 1o QaivopeVo Tou kepauvou.

Adyw tng unepPoAIKng TaxyTntag Tou PaIvopEVoU, To
avBpwnivo pdu cuNappaver auti tnv atgoo@aipikn
KaQTdotaon wg QeUYarEéa, AaPNEPN YPAHUN.

O Kwotng, peta ané opyavwpévn HEAETN, £MIKOANG BiGgopa
e§dyAu@a onpeia and ay®yipa UNIKG Ndvw otg ENIPAVEIES TwV
épywv apnvovtag evdidpeoa va pecodaPoulyv ta onpeia tou
aépa, 6nou dianndad o kepauvaog kai yivetar opatdg . ‘Etol,
napayetal pe NAEKTPOVIKS 1pOno n ePAvIon tNG EKTUPAWTIKNG,
EVEPYEIAKNG aotpanig n onoia SnNUIOUPYET pia QAPEPN, ONTKA
yépupa enikoivwviag. MNa t dnploupyia tou kepauvou,
anaiteital n g€yiotn Nukvotnta twv onpeiwv n onoia e§ao@alizel



ToUg aywylpoug dpoépoug yia tn SIEAeUON tou NAEKTPIOHOU.

Exei akpipwg €ykeital kail to napddofo tou @uaoikoU autoy
aivopévou: avelEleykto kal avopBoloyikd, opizel and pévo
Tou tov akpIPn téno, tov tpéno, akdpa kai 1o Xxpovo, TN
peuyaléag napouciag tou. O kepauvég givar autdg nou
anoaaizel, avaloya pe tnv nukvétnta tng UANG (rnou
EMIKOANGTAI OTIG EMIPAVEIEG WV EPYwV), NO16G eival o
ouvtopotepog Spopog petafl 6uo onpeiwv. H akpaia eAeuBepia
Tou anoteAei to kUpIo xapaktnpiotkd tou. MNa toug
1516ppuBpoUG VépoUG Tou pnopei, eni napadsiypau, n kapnUin
n n tebhaopévn va gival ouviopdtepn 066¢ and v eubeia
ypappn eva gival yeyovog éu n ep@Aavian tou ennpedzetal t6oo
and v napouoia 600 kal and tnv ay®yipn vypacia tou BeatA.

H évvoia tng piunong

H napadofoloyia tou kepauvou ekppdzel yevikbtepa thv
anpdéopevn katdotaon tng uong. H apnpnpévn, Aapnepn,
KIVATIKA Kal NXNTKA ypappni nou gpgavizetal ota £épya tou
Kwotr anotelei, 6nwg einaps, éva akpiféc aviiypago tou
@uoikoU @aivopévou. O ENnvag KaANITEXVNG, avti va
anoBavatizel tov kepauvéd PwToYPAPIKA -0Mnwg ékavav Aol
KaAAItExveg oto napeABov and tov Gabriel Loppe[1] wg tov
apepikavo ing earth-art Walter de Maria-, tov napayei oe
NAEKTPOVIKN OpikpuUvVON, EVIAOCOVIAE TOV OTO HETPO TOU
avBpwnou. H anéAutn auth pipnon tou kepauvou npoodiopizel
HE MPWTOTUNO TPOMOo tn ox€on Tou Kwot pe tn @uon eve,
tautéxpova, Btel epwtnpata yipw anéd v napadociakn
évvola tou peaNiopoy, TV onoia o KAANTEXVNG ENIXEIPES va
enavanpoodlopioel.

Y10 Peahiouk6 Mavigéato toug ol Npwtondpol pwaoocol
kovotpoukuBiotég kalitéxveg Naum Gabo kai Anton Pevsner
gniong xpnoiponoloUv napadofa tov 6po peahiopd agol pe
autév ouolaotkd npoodlopizouv pia téxvn avu-pealioukn. H
OX£0N TOUG HE TNV NPAaypatkétnta €yKeITto KUpiwg otn xpron
oUyXpovwV PIoUNXavik@V UNIKQV évavil twv napadooiakov
UNIKQV tNG YAUNTKAG, pia oxéon otnv onoia aueca ava@épOnke
tn 6ekagtia tou 1960 kar o YGNOg texvokpItikdg Pierre Restany
6tav Aavoape, wg avtidoto tng apepIkavikng pop-art, to Kivnpa
TOU «VEO-peaNIOHOU». O1 VEo-peaNIOTEG, Onwg ol '
Kovotpoukupiotég, anonombnkav tnv niot avanapdotacn tou
e{wrepikoU k6apou ala daveiobnkav and v npaypaukétnta

NG PAzIKNG Napaywyng ta UAIKA Toug.
Tnv avaykn @ihoco@ikng enavabewpnong autou tou épou
voinBel kal o Kwotr¢ o onoiog népa and ta olyxpova
Plopnxavika@ UAIKaG kal ta autouaoia napdywya tng guong,
EKPETANEUETAI KAl TA NAEKTPOVIKA PECA TNG ONPEPIVAG HETA-
Bropnxaviking enoxng. O kepauvég -ektdég and caéotato
EVVOIONOYIKO Npotaypa - anoteel to a priori NAEKTPOVIKG UNIKO
tou kaAitéxvn. Q¢ npwn UANn, avukaBiotd pe th zwviavi,
eval\aoobpevn 6pdon tou, TG YPAPKES, TA OXANATA, TUC TOVIKEC
biapabpioeig, akbpa kal 1o pwg kai tnv atpdéaalpa nou évag
zwypagog anodibel pe tn pnoyid kai to NIvEANo. Znv nepintwon
tou Kwotn, n 16€a evog «1616tunou pealiopol» Npotacoetal
a@’evog pev ano to Motd pIKpoypawikd aviiypago tou
KEPAUVOU, a@’etEpou 6 and tn xpron WV NAEKTPOVIKDY HETWY
MNou ekQPAzouv toug onpepivoug kaipoug. H évvoia tng
aMnMenidpaong £pyou téxvng/Beati eniong épxetal oto
enikevipo, npoobiboviag otiv xvn tou Kwoth pia eninpdobetn
Sidotaon tng npaypaukéntag apou autdg o id1og o efwepIkdc,
QVUKEIPEVIKOG NEPIYUPOG ENEVEPYE OTa £pya.
Mnia Manadonoviou lotopik6g Téxvng

ABnva , Mapuog 2000

[1] H npatn pwtoypagia tou kepauvou gival épyo tou Gabriel
Loppe, xpovoAoyeital anéd to 1902 kar uthogopeitar «9.20 to
Pppadu». O Kwotig £éxel ouvodeUoel auth tn Qwtoypagia -nou
kataypdagel évav Kepauvod va okdel ndvw oto o16epEévio NUAGvVa
tou lMUpyou tou ‘Aipe)- pe éva Sikd Tou Keipevo yia va
dnploupynoel éva kaivoupyio, koivd £€pyo, katdhoyog ékBsong,
M.M.X.T., 0.63.



Costis Triandaphyllou: The Canon of the Lightning
The Canon of the Lightning

Polyclitus” “Canon”-the first dated ancient Greek professional
treatise on Sculpture-is alleged to have been written in the third
quarter of the 5th century B.C. Practical manuals on art are
supposed to have existed back in the Archaic period. However,
Polyclitus was the one who-like an early “huomo universalis”-
enriched the particular kind of writing with mathematical and
geometric pieces of knowledge as well as philosophical
ramifications. On that famous treatise of the Antiquity-not
extant in its original form-later authors have conveyed sufficient
information that allow us to form an opinion about its content.
Polyclitus’ purpose wasn’t simply to provide sculptors with a
system of analogies-allegedly influenced by the Pythagorians-for
molding human figures, but also to exalt “kdA\\o¢” (beauty)
through symmetry.

On Polyclitus’ trail, Costis interweaves plastic arts with the
scientific and conceptual pursuits of his era, in order to produce
artwork that attempts at achieving, aesthetically and
ideologically, a personal interpretation of beauty. Renouncing
the usual ancient testimonies on the dangerous qualities of the
lightning-as revealed in Aeschylus, Aristophanes, Apolodorus,
Diodorus the Sicilian and many others-Costis indulges in beauty
and the spontaneous force of the natural phenomenon that

he micrographically reproduces overlooking its destructive
implications. The lightning, controlling and restructuring the
atmospheric and terrestrial electrical energy, follows
metaphorically an Heraclitean path as it endlessly transmutes-
through its presence and absence-chaos into harmony and vice
versa. A lightning recharges the electrical field, fighting
simultaneously an allegorical “fight of ontology” as it tries to
cross the non-conductible material of the air and prevail, albeit
elusively, with its brilliance. It also has another virtue:

It transforms, by its very existence, invisible electricity into a
visible one.

The Laws of Materials and Colours

The lightning reveals instant change, dynamic deviation, the
birth of difference, radical reconstruction, and the establishment
of a new balance. A basic condition for its presence is the

right combination of conductive and non-conductive materials
and colours, respectively. The methodological treatment of
materials is also relevant to colours, both of them considered
mainly as fertile ground for eruptions. From this point of view,
the lightning sets clear limits to its creator, as it requires the
alternation of materials and colours (conductive and non-
conductive) in order to make its appearance.

Costis produces the necessary conditions for the emergence of
the natural phenomenon: in his work he cuts through paths
which enable the lightning to exist. An unpredictable and totally
free element of nature, lightning cannot be subdued to exact,
predetermined routes but, rather, surprises incessantly the
observer with its “choices”, radically and arrogantly demanding
absolute concentration. The fleeting shining, accompanied by
thunder, breaks out unexpectedly in various isolated parts of the
work: the visitor activates his/her attention in order to locate the
presence of lightning and identify its ever changing shape.

The concept of points and the line

Thousands of tiny points exploding in the atmosphere make up
the phenomenon of lightning. Due to the extreme velocity of
the phenomenon, the human eye perceives this atmospheric
condition as a fleeting, bright line. After systematic study, Costis
sticks various-extraneous to the sculpture-relief points from
conductive materials onto the surfaces of the sculptures, leaving
intermediary points of air coming through, from which the
lightning leaps in and becomes visible. The occurrence of the
blinding energy flash creating an ephemeral visual
communication bridge is produced through electronic means.
In order for the lightning to appear, a maximum density of
points is required, which ensures the conductive ways for the
flow of electricity. That’s exactly where the paradox of this
natural phenomenon lies: uncontrollable and illogical, it itself
determines the exact location, manner, and even time of its
fleeting presence. The lightning is what decides the shortest way
possible between the two points, depending on the density of



the material (which is glued onto the sculptures). The main
characteristic of lightning is its extreme freedom. After its
whimsical laws, a curved or crooked line, for instance, might be
shorter than a straight line, while it's a common fact that its
appearance is affected by the spectator’s presence as well as
his/her conductible humidity.

The concept of Mimesis

The paradox of lightning expresses in general the unexpected
condition of nature. The abstract, shining, kinetic and sonic line
appearing in Costis” work is, as mentioned earlier, an accurate
copy of the natural phenomenon. The Greek artist, instead of
depicting lightning photographically-as earlier artists have done,
from Gabriel Loppe [1] to the American Earth art Walter de
Maria-produces it in electronic miniature, thus bringing it down
to the human level. This utter mimesis of lightning determines,
in an original way, Costis’ relation to nature, while
contemporaneously positing issues revolving around the
traditional concept of realism, a concept that the artist is

trying to reformulate. In their Realist Manifesto, the pioneering
Russian Constructivist artists Naum Gabo and Anton Pevsner
make a paradoxical use of the term “realism”, while they
actually define an anti-realist art. Their affinity to reality lay
mostly in exploiting contemporary industrial materials instead of
traditional materials of sculpture, an affinity openly referred to,
in the “60s, by the French art critic Pierre Restany when he
launched the “neo-realist” movement as an antidote to the
American Pop-art. Neo-realists, like constructivists, renounced
the accurate representation of the external world but, on the
other hand, borrowed their materials from the reality of mass
production. Costis feels the need for a philosophical re-
examination of the term. Aside from the contemporary industrial
materials and primary products of nature, Costis takes
advantage also of the electronic means of the post-industrial era.
The lightning-besides being an explicit conceptual formulation-
is the a priori electronic material of the artist. As a raw material,
it substitutes its vivid, alternating action, for the lines, shapes
tonal gradations, even the light and atmosphere depicted by

a painter’s brush and colours. In Costis’ case, the concept of a
“peculiar realism” is suggested, on one hand, by the accurate
micrographic copy of the lightning, and on the other, by the use

of electronic means of today. The idea of the interaction
between the artwork and the viewer also becomes focal,
yielding, in Costis’ art, an additional dimension of reality,
since the objective surrounding environment affects the works.

Art Historian
Athens, March 2000

Bia Papadopoulou
Translated by M. Aretoulakis

[1] The first photograph of the lightning was taken by

Gabriel Loppe back in 1902. It is called

“9.20 in the evening”. Costis has accompanied

this photograph-showing a lightning strike the

iron pylon of Eiffel’s Tower-with a text of his own,

in order to create a new, common work, exhibition catalogue,
Macedonian Museum of Contemporary Art, p.63.




To HAektpiké Mn-Eivai

O Kwotng Tpiavia@UANou, NPOEKTEIVOVIAG TNV NEPINETEIQ TWV
OHOIWHATWY, avoiyetal CAPEPA OTOV KOOHO TOU AEPIVOU NAEKTPIOUOU,
HE OAEG UG OXEUKEG QVAPOPES, AAANYOPIKEG KAl MOINTIKEG MOV HIa
tétolou €idoug katdktnon cuvendyetal. H icodog péoa otov KOOHO tng
aoTpPannig, Tou kepauvou Kai tng PPoVIAG, anotelei Npoavms
kataktnon. O Kwotng yivetal npopnBeikdg naipvel t pwud kal v
anotunvel pe 1o diké tou tpdno. Ta anotedéoparta ival caynveutikd.
H aotpann npoodlopizetal wg NAEKTPIKA EKKEVWON péoa otnv
atpéopaipa, v {eExwpizoupe an’ v noidtnta g idiag tng Adpyng
tng. Mnopei va gival idbwtn, devipoeibig, va ouykportei éva olotnpa
wg GAwg, 6nwg ol aotpanég g zéotng. H aotpann tou Kwotn eivar pia
aotpann ouvBeukn P’ 6Aeg ug évvoigg tou dpou. Eival vonukn, oto
pé€rpo paNiota énou ouppstExovrag otn duvardtnta eneepyaoiag evog
nAektpovikoU npoypdppatog, n avaduon og oxnpauopoUg
autoox£dloug anotehel pépog tng idiag duvardintag aviiAnyng, oto
pabpd nou eipaote Ikavol va tnv anodextoUpe wg tétola, Ndvw o’ autn
NV IEIPAYWVIOUEVN ENIPAVEIa and XaAkd otV onoia CUYKEVIP@VOVIal
yla va Kataypagouv ol A\APWEIG TwV NAEKTPOVIKWY EVIACEWV.

ExkAappavoupe tn duvatdinta tng eikévag cav ekGNAWON Tou pn-gival og
OUOXEUOUG pe 1o eival. To pn gival péoa otov eyeleiavé Nnpoodiopiopd
tou 6pou, n evbiGueon 6nhadn exkeivn katdotaon avapeoa oto gival kai
10 Tnota, Nou eNITPENEI Va avakoU@IOTET N UNEPTPOPIa TOU £y Kal va
dnpioupynoei £101 to autooxediazépevo peydho avolypa, npog tnv
noinon, npog tov opB6 Aéyo, péoa oto paviaciakd. X1o £pyo tou
Kwotr oikeionoloUpacte th gaviaocia naviote and mn onpacgiodétnon
tou 3=1. Xipepa Sev gival opoiwpata Npoownwy rnou enavefetdazel,
aM\G pe anéAutn akpiPeia NAeKTPIKEG evarayEg. To ev Aoyw £pyo Tou
nou épel tov titho 3=1 alonolel ypappika otoixeia nou pe ug Sovaoeig
TOUG Kal ta PNvURAaTa toug, ouviotoUv pia onukn kai ewievh tpidda. H
paviaoia, ppioketal akdpa oto naixvidl pe ug expneig, oto naixvidi pe
i Ppovin, oto naixvidl pe OAa ta Beapaukd otoixeia g PWUAg kai tou
aiBépa. Motelw nwg auti n cupnepiPopd tou Kwotn ival opgoloyia
anEPaving HETPIOPPOOUVNG OE OXEON PE T0 NPOPANKA nou
avupetwnizel. Kar katd kanoio 1pono, auti n perpiogppoolvn tavtizetal
HE TNV NPAKUKn evog opliopévou e{opkiopoU. Aev eNICUPEI KAVEIC TNV
opyn tou oupavou kai dev naizel Pe 1o aotPoneAEKI yia To tinota. Kai
bev nioteUw 6u o Kwotng , otov onoio n Pacikn texvoloyia tng
NAEKTPOVIKNG enEtpewe va kaBunotdlel tnv actpann, anoond an’ ta
id1a tou ta £pya pia 668a kataxpnoukn. MNoté dev évoiwoa pe tpoéno
1600 duvatd, uNPootd otny £kgpaocn evog 16oo BepeNiakou Aoyou, éva
t€tolo ouvaioBnpa ogpacpod yia v evépyela, Ty onoia kanolog
xelpizetal. O Kwotng {Epel noAU kahd nwg auth tnv evépyeia, nou gival
autn tou oupavou Kal tou CUPNAviog, HNOPE( va Ty KAtaktnoel yia va
v eviadel kal va v EVOWHATOoEl OE £va NPoowniko nointké Adyo.
Opwg, yvwpizel eniong, nwg dev gival 1Gioktitng kai 6u dev eival napd o
EUNVEUOUEVOG KI EUYVOHWV £VOIKOG QUTAG TNG adpatng CUHNAvVTKAG
evépyeiag nou eival nap’ 6ha autd naviaxou napouoa péca atov XWPo
nou pag nepiPaiiel. To yeyovog tou 6u gival ouveldntdg nwg n evépyeia
eival Paoig kaBe popeng ékppaong kai kupiwg Paoig kGBe kprtnpiou yia
tov opiop6 tng evaiobnoiag, 6pa autévopa.

Auti n evaioBnoia nou ivar n Sk pag kar n ekdNAwon tg SIKAS pag
tautétntag, dev sival napd eEAGXIOTO THAPA TNG CUPNAVUKAG EVEPYEIAC.
Axkbpa pia @opd, pag daveizetal, dev sipaote 1610ktiteg tng. Eipaote
Aoinév uneUBuvol autol tou daveiou ki autiv akpIBGS ty MoIdTNTa thg
unguBuvotntag tng ouveidnong o Kwaotig unoypappizel cuvexag péoa
ano v £k@Paocn tng NAEKTPIKAG tou YAwooag. Miotelw nwg Ppioketal
péoa o' autd th otdon pia pey@An ayann yia v avBpwndtnta kai pia
NoAU peydAn eAnida AUtpwong ki aneAeuBEépwong thg peyaing
aAxnpeiag tou kéopou. H napaddoon tng alxnpeiag Bétel tov kepauvo
oto andyelo tou nUpivou dpdpou, 1o NPoadiopIoTIKG OTOIXEIO TN
EOWTEPIKAG PWVNG TNG ANOKATAoTaong Kai trig @iAoco@ikng AiBou, n
npogidonoinukn Napouoia ewudag oav kataAitn nou PetaPdaiel to
HOAUBI 0 xpUodi kal Nou UAONOIEl TNV UoTatn OwINPIa ToU KOOHOU.
Eipaote avapgpipola noAd peaNiotég av o’ autd to nhektpikd diapnua
PAEnoupe pévov pia nointikn Audia AiBo kai nou ival avapgipoia
opapaukn. Opwg autoul tou £idoug ta opapata pag ivar Idiaitepa
anapaitnta yiat pag fonBolv va zAcoupE, XwPig wotdoo va piag
Sivouv unepPoMIkEG eukalpieS yIa va NICTEUOUHE NWG EIHACTE KANUTEPOI
ané autd nou eipaocte.

To ouvolo tng €kBeong tou Kwoth napouociazetar £101 oav pia Heyain
petapopad g evépyelag. Metagopikn évvola tng evépyeiag pe tdoa
ouppoNkd onpeia avapopdg nou avoiyetal otov k6opo tng NBIkAg. Mia
nBIkA petagpopd cuviota napapoin. H gavraocia tou Kwoth eival inka
napaPoAikn, pe tnv KUPIOAEKTKN évvola tou 6pou, péoa otny idia tn
AGpyn autwy Ty aotpanay kal Pe nBikn évvola, kabe éva and ta épya
TOU POIGzouV pE PUB0o KI 6nwg OAeg o1 PUBIKES NapaPOAES Katalryouv
o€ pia nBikn tou 6viog. Autdg 0 oToxaopog yia 1o ov dev pag
eniPaietar £§ ovopatog evog pavixaiopoU tou kKaAoU Kai Tou Kakou,
avtiBeta, evanotiBetal otnv eAeUBepn enidoyn pag, wg Bépa otoxaopou.
Auto gival tooo aknBeia wote auth n avakAnon otn Bepehiakn
ouveibnon, gival pia avakinon 6eutépou Pabpou, nou dev epgavizetal
e{aN\ou napa pévov péoa an’ tn gwtoypagia actpannPorwv yAuntwy
tou Kwotn: autd ta yAuntd, nou anotehouvial and koihoug kabpépteg
opBwpévoug Navw o otnAgG gival unelBuva yia TNV EKNOUNA TG
NAEKTPIKNG £VTAONG KI AutO NMou Napouoidzouy oto yupvo pau gival tny
aotpann otnv ENIKoEIBA NG ypappikdtnta, ouvodsudpevn and tov
B6pupo tng Ppovuig - autd sival 6Mo. H pwtoypagia tou yeyovétoc-
aotpanf avacuotivel tn SIGAEKTKNA CUVIOTOOA autoy ToU ousIactikoU
paivopévou. H avtavakhaon tng nAektpIkng Aapyng, Pabeid kuavin
avtavyeia, ival n opoBeuki NPoPOoAn Tou iXvoug NG PeUyaréag
EYYPAPAE NG aoTPanng. Yuvaviape nah e6@, Tov Npoc@iAn otn
dlakekukn @Uon tou EN\nva yAUontn, duadiopd, tautdxpova pe tnv
opoloyia piag aAnBeiag nou avnkel nepIcodtepo otny taén tng Unapéng
napd tng ouoiag. To eival dev yivetar avulnnté napd oe Aertoupyia pe
o N gival.

Pierre Restany
MNapiol, ®eppoudpiog 1992
Metdgppaaon K. lanaiakwpou



The electric non-being

Costis continues his adventure with simulacrums ; today it leads to the
atmospheric electric universe and the referential, allusive and poetical
consequences which such an intrusion implies. It is obviously an
intrusion to enter the domain of lightning and thunder. Costis identifies
with Prometheus, he appropriates fire and shapes it according to his
wishes. The results are fascinating. Lightning defines itself as an electrical
output in the atmosphere. It can be distinguished by the quality of its
brightness. It can be sinuous, arborescent or even form a system of halos
as heat waves do. Lightning, according to Costis, is in every way
synthetic. It is mental because it belongs to probabilities of the
elaboration of an electronic programme, its random emergence is akin
to the same probability in perception that we are able to acknowledge
as on this copper sheet on which the light of the electronic output is
engraved.

The probability of the image is conceived by us as a demonstration of
non-being - as opposed to being. According to Hegel’s definition, non-
being is the intermediate position between being and nothingness
which relieves the hypertrophy of the “self” and creates a random
openness to fanciful poetry, to rational speech. Costis’ fantasy is always
recuperated under the sign of 3=1. It is no longer simulacrums of faces
that are challenged, but electric alternances. Costis’ recent work called
3=1 stages linear elements forming with tremors a visual and
illuminating trinity. Fantasy, is also an explosive game, a game with
thunder, a game with all the spectacular elements in an ethereal fire. |
think that Costis” behaviour is a profession of great modesty regarding
the problem he is confronting. And in some way, this modesty identifies
with a certain exorcism. The sky’s anger doesn't start in vain and one
doesn't risk playing with lightning for no reason. And | don’t think that
Costis - primary technology helped him tame lightning - draws a vain
glory of it. | have never felt so strongly such respect toward manipulated
energy containing such a fundamental discourse. Costis knows very well
that he can overtake this energy from the sky and the cosmos to
assimilate and integrate it in a poetical discourse. He also knows that he
isn’t the owner, he is only the inspired «renter» who acknowledges this
invisible cosmic and nevertheless omnipresent energy that surrounds us.
Being aware that energy is the basis of every expression of language and
most of all the basis of all the criteria of definition, of sensitivity- acts
autonomously.

This sensitivity which is ours, and the demonstration of our identity is
only a minute part in cosmic energy. Once again it is lent to us, we
don’t own it. So we are responsible for that loan and it is the quality of
responsibility in our awareness that Costis wants to underline
permanently with the expression of his electrical language. | think there
is in this attitude a great love of humanity, and a great hope regarding
the great alchemy of the world with its redemption and salvation.

According to traditional alchemy lightning occurs at the term of the
igneous way, the determining element in the planetary salvation and
the philosophers’ stone, the demonstration announcing the catalysis by
fire changing lead into gold and producing the world’s final salvation.
We are no doubt too rational as we only notice in this electric approach
the search of a poetical and probably illusory Grail. But this kind of
illusion is particularly necessary for us, it helps us live, without giving us
false illusions of being better.

All of Costis’ exhibition appears as a great metaphor of energy. A
metaphor with enough symbolical references for it to open on to a
moral universe. A moral metaphor is a parable. Costis’ imagination is a
double parable in the physical sense of the term : the brightness of
lightning itself. And in a moral sense all these works resemble fables, and
like all fabulous parables, they point to the morality of the being. This
concept of being is not imposed on us in the name of good and bad
manicheism, on the contrary it is left loose, as the process of a thought.
This is so true that this recall to essential consciousness is a second
degree recall which actually appears only with the photos of Costis’
sculptures : these sculptures - which are concave mirrors on stems - are
responsible for the electrical output, and what they reveal to a bare eye
is lightning with linear winding accompanied by the sound of thunder
but nothing more. The photo of the lightning-event releases a dialectic
component of this essential phenomenon : the reverberation of the
electric light, a sky-blue reverberation which is the homothetic
projection of the fleeting trace of the created lightning. Dualism, dear to
the nature of the Greek sculptor, is recognised at the same time as the
confession of a truth which belongs more to existence than to essence
itself. Being can only be conceived in relation to non-being.

Pierre Restany
Paris, February 1992

tric non-being



To nAektpIkO NEdio kal TO HUOTKO TOU

O Kwotnig Tpiavtag@UAou cuvexizel 1o aépivo tagidi tou navw otn
HETapOPIKA £vvola ToU Kepauvou: OAPEPA auto iowg yivetal nedio nio
gUANMTO.

Eival npaypau to nAektpiké nedio oto onoio avagépetal, S5nAadn évag
oploBetnpévog XwPog anod v apunvion thg ouveidnong kai tnv
£knAngn nou ouvenayertai.

O kepauvog onpatodotei oto Pabog tng NPoodeutikAG NXNTKAG
Biadoxng tng Pppoving to Uioto otadlo Kal To ousIaoTikG ONPEID AUTAg
g ouveidnong tou gival. O kepauvog pnopei va ekdnAwOei ava ndoa
ouypn anoé v wpa nou éxel avayyeNbei ano to xapaktnpiotko Boppo
g Ppoving: N pavion tou SNAWVELal oav o PUOIKOS ENMAOYOG TG
avapovng. Eival to onpeio kal ouyxpovwg OpwS To NPEPIOTKO NG
unapglakng aywviag Nou EPNEPIEXETAl HEOT OTa AVUKEIHNEVA NOU HAg
napoucidzel onpepa o Kwotnig kai nou dev Ba diotdow va ta ovopdow
avukeipeva @IAoocoika N palov unapdiakd. O kepauvog eival Je
HEYAAN ca@nveia npoodIopIopPEVOG WG OVIONOYIKO (pavOpevo. To pn
gival avravakAatal oto ey Kal OO TO TAAEVIO TOU KAANITEXVN £YKEITQl
otnv gu@uia Tou va cUNGAPE! autn t Aent ouypn, énou 6Aa
ouppaivouv otav napdayetal n aotpann ekdnAwvoviag t Aapyn tng.
«Eclat Eclair»*; Autog eival o tTAo¢ tou teAeutaiou NoMpatog tou Kwotn
1o onoio dlacagnvizel Pe pia avékkAntn Siopaukdtnta auti tny vvola
NG ETOINOINTAG TOU Eival, £101 WOTE VA avakaAUWE! TNV tautdtntd tou
OUyUN TNV Mo Kpioipn tng ouveibntonoinong tou. MNpaypatka npokeital
£6w yia unap{iakn dGoknon pe v £vvola v nio diavonukn kai
MVEUPATKA Tou AGyou.

To aivépevo autd péoa otnv avBpwnivn didotaon nou tou divel o
Kwotng , avayetal ouoiaouka otnv «eAeUBepn» nBikn (morale laique)
@Goknon tou gival o€ 0xEon e To NAEKTPIKO Nedio, HnAadN v NAeKTPIKN
uon tou aUpnaviog. Autd Nou 0 KAANITEXVNG eMIBIOKE! va pag
katabeiCel 61a péoou twv SIaPOPETIKWY PNXAVIOPWY TNG dnpioupyiag
tou, ivar autn n duvardtnta cuyxpdvwg pn kabopiopevn kai
anepiépiotn, otnv oroia n @UoN U oupavoy Kal NG yNg pag
NAapAnépner: otnv anoka\uyn tou eautoy pag and epdg toug idloug.
‘OAn n tExvn TOU EVUNAPXEl HEOA 6 aut th ouypn tng aAnbeiag
ouaIaotkda Mo opyavikng kai and t @Uon akopa, NoU NPOOWEPE! OE
OMoug pag, xwpig e€aipeon péoa oto diGotnpa evog PAEppatog
otpappévou otov oupavo. MNati pEoa oug NAEKTPOVIKEG HNXAVEG MOV
tonoBetei ota €épya tou, Sev uNapxel p6vo N Napouosia tou kepauvouy,
alAG eniong N uNovooUpEVN QUOIKA ouvénelia, SnAadn n avagopa otov
oupavo kal oty onukn pag, Evav oupavo rnou dev éxel 6pia
SucbiGotata kal Nou PNopel va CUVOWIOTE OTN YPappn piag actpanng
avapeoa otoug 6Uo néAoug, avapeoa o 600 onpeia NAEKTPIKOU
OUOXETIOHOU.

H péBodog tng avtdnyng tou Kwoth eival ogpalpikn, 0 cuvaptnon pe
NV EVVOIOAOYIKNA TOU (pavtaocia. To onpeio tou KEpauvou oTov oupavo
gival NPoQPavag PIa HETapopIkn £vvola ouoiwdwg NoINTKA Kal Hnopel
va dextel 6Aoug toug opeic, Evav Aapupivbo, pappapdokovn, yn,
Bpavopata pnpolvizou 1 oibepou, Aapa, n éva eikaoukod nedio
gnavanpoodlopIopPEVo.

To onpavuké tng npdtacng nou katabétel, Ppioketal pEoa otnv nio
anin SIaAekukn Tou uoikoU @aivopévou, tn Siadoxikn nopeia tou
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KEpauvou, avapeoa o€ aywyipa otoixeia kai ta aviibetd toug, autd nou
apvouvial va enitpéouyv va diavepnBei to nAektpikd peuotd. Etol o
Kepauvog tou Kwotn eival afexwpiotog and to pnpa tou oupavou
pEoa o1o 0Mnoio 0 KEpauUVOS eppavizetal kal eanidvetal. Autd Opwg o
KOppGU tou oupavou gival n idia N NPoEKTaon tng HETAPOPIKAG Evvoiag
NG NAEKTPIKAG PwUAG: aniaotn, adpatn, Bpioketal avapeoa otov ibio
TOV KEPAUVO Kal To UAIKG Bidotnpa tng eyypagng tou, rnou eival ta
Bpavopata tou pnpoUvizou, n EIKACTIKA ENIRAveia N to diaotnpa
avapeoa ot 6Uo euaiobnta onpeia. Auti n tavia oupavou, Baieya
UMEPUYMVEI AOINOV auTh Tt JETAPopPIKN £wola Nou anotelei andAuto
TPNAPa g Kal napouoiazetal oav pia zovn auing euaiobnoiag, Gppnkta
ouvOEDEPEVNG PE TOV KEPAUVO.

O kepauvog ato £pyo tou Kwotn Bpiokel to nveupatko tou nepiBariov.
Eival hoindv pia 81N evétnta, Kepauvog ouv Kevo, tny onoia o Kwotnig
pag oivel va diaiobavBoupe peoa oto nAektpikd nedio. To eyxeipnpa
onwg to avulapPavopaote gival nAovolo o vonpata. Oxi pévov o
Kwotig , 0 payog, OUYKaAel Tov KEpauvo, aNNG TAUTOXPOova EPNAOUTIZEI
10 NAEKTPIKG NEGIO pE ONEG TIG OUVONAWTUKES EVVOIEG EVOG KEVOU
yepATou, 6rou n evépyela katavépetal eAeUBepa. AUt n Zwoyovog
evépyela eival o kat'e§oxnv opiopodg tng evaloBnoiag. Auti n
evaioBnoia nou Ppioketal adidppnkia ouvdedEPEVN PE TOV KEPAUVO
gival and pévn g 1o QuoIko nedio tng avantuing kai tng eNIKOIVKVIAG.
O kepauvog epavizetal oav £va QaivopeVo CUPNAyES Kal
OAOKANPWHEVO KATA tn SIApKeia tNg EKONAWONG Tou, Mou gival
tautéxpova opatn kal evaiobntn.

Méoa otnv aotpannPoro napppaocn tou, N NAEKTPIKN YWUA yivetal
ouppoMo v ibla cuypn g eppaviong tng. Auto nou o Kwotng pag
npoteivel va doupe gival n oupPONIKN tng Ywudag otny kaBapn popen
tng. Kal avrapwyvel £101 p'autoyv tov Ipono 1o HEYAAo aAxnpikd pAvupa
tou Yves Klein. O Kwotig E€pei 6u oto kévpo tou Kevou undpxouv
pwuEg nou kaive. Asv diotaoe va davelotei tnv nupivn 066 yia va ug
avaznnogl, ylau autn n Epacta npoondbeia autoyvwolakng
evbookonnong afizel tov k6no. 1o KEVIPO Tou HEyAAoU KevoU Tou
oUPAVoU, UNAPXOUV PWUESG MOU AAUMOUY Kal UNAPXOUV AKOHN (PWTEG
nou kaive. Eival navw otn diaekukn tg avagAe{ng kai tou @wtog nou
o Kwotig othpife to avBpnivo kai nointikd PAvupa g HETapopikng
tou £vvolag. Agv gival o kEpauvog rMou Kaiel, NOU pag KaAel va

ZNOOUKE KaNUTEPQ: €ival Npaypat autdg nou AApnel,

autég tng AapyYNng thg actpanng.

H £kppaon tou Kwotn napouciazetal npayuaukd Aoinov oav gia
£kOe0N PINOCOPIKWY AVUKEINEVWV TWV OMNOIWV N Napoucia £xel cav pia
€oxatn Bikaiwon 1o yeyovog, ouvapa anké arlad kail IPopEPS, va Hag
NAapakivioel o€ éva otoxaopo navw otn SINAN didotacn g aAXNPIKAG
pwuac. ‘Evag tpénog va pag kavel va 6oUpe and kovid tn diapkn vikn
NG Zwng nNdvw oto Bavato kal tou PwIog NAvw otig OTAXTIES NG OKIAC.
To nAektpikd nedio NPOGOWOE 10 PUOTKG ToU.

Pierre Restany
Metdgpaon Euyevia lNanaBwuad

Mapiol, 13 OktwpPpiou 1994

* Inp. tng prepp.: Eclat-Eclair nxnukog kal evvolohoyikdg TIThog ata yarAIkg,
onou to Eclat exhappaverar oav Aapyn n kar cav Opavopa, £kpngn, KAEog.



The electric field and its secret

Costis pursues his atmospheric trip with the metaphor of lightning :
perhaps the field is more obvious today. It, actually, concerns the
electric field, a space limited by the awakening of consciousness and the
consequent surprise.

Lightning draws attention to the culminating point and the main mark
of this consciousness of being in the centre of the sound progress of
thunder. Lightning can take place at any moment once it has been
announced by the typical rumbling of thunder : its appearance is
assertive as the conclusion of the wait that results. It appears as a mark
and as a tranquilliser for the existential anxiety in the objects that Costis
shows us today, that | wouldn't hesitate to call philosophical objects or
rather existential. Lightning is very clearly appointed as an ontological
phenomenon. Non-being has repercussions on the «self» and all the
skills of the artist lie in his ingenuousness in catching this delicate
moment where everything happens when the lightning takes place by
flashing its light.

“Eclat-Eclair” (Light-Lightning): is the title of Costis’ last poem which
illustrates by a clairvoyance with no appeal the notion of availability of
the being to identify at the most acute moment of consciousness.

This is really an existential exercise in the most mental

and spiritual sense of the term.

The phenomenon reflects very deeply a secular morality at a human
scale : gymnastics of the being and the electric field, which means the
electric nature of the universe. What Costis tries to prove through the
different devices of his creation, is this possibility at the same time
undetermined and endless to which the nature of the sky and of the
earth sends us to : the revelation of ourselves.

All of Costis” art lies in this moment of truth more organic than nature
itself which he offers to everyone of us, it is the space of a glance toward
the sky. Because in these electronic machines, that Costis uses in his
works, there isn’t only the presence of lightning, there is also an implied
corollary, the reference to the sky and to our vision, a sky with no
dimensional limit that can be resumed in the line of lightning between a
cathode and an anode, two electric reference points.

Costis” working process is globalizing like his wide-ranging conceptual
imagination. Lightning’s mark in the sky is of course a metaphor
intrinsically poetic and it adapts to any medium, maze, dust from
marble or earth, fragments of bronze or iron,

lava, a revisited pictorial field.

The important part of the stake lies in the dialectics of the most simple
and natural phenomenon, the progress of lightning, between an electric
conductor and the opposite, rebelling against the electric stream. Thus
Costis’ lightning is inseparable from the fragment of the sky in which it
appears and reacts. But this fragment of the sky is the extension itself of

the metaphor of electric fire : intangible, invisible, it lies between
lightning itself and its physical inscribing which is fragments of bronze, a
pictorial surface or a space between two tangible points. This film of the
sky, if I may call it so, transcends the metaphor to which it belongs
totally and appears as a zone of immaterial sensitivity, indistinguishable
from lightning.

With Costis , lightning creates its own spiritual environment. So it is a
double equation, lightning plus void, that Costis gives us to sense in the
electric field. As we can see, the process is rich in meaning. Not only
does Costis, the magus, summon lightning, but at the same time he
enriches the electric field with all the connotations of a void full where
energy spreads freely. This vital energy is the mark of sensitivity. This
sensitivity, indissolubly linked to lightning, is its natural field of
expansion and communication. Lightning appears as a compact and
total phenomenon in its visible and tangible demonstration.

The speed of the electric fire becomes a symbol as soon as it appears.
Costis shows the symbolism of fire as it is. That is how he joins Yves
Klein’s grand alchemic message. Costis knows that in the heart of void,
fires burn. He didn’t hesitate to follow the igneous way to find them,
that tremendous effort of introspective intuition is worth it. Costis has
based the poetic and human messages of his metaphor in the dialectics
of combustion and light. It is not the burning of lightning that invites us
to live better, it’s the shine, lightning’s light.

Costis’ demonstration presents as an exhibition of philosophical objects
whose presence have the ultimate justification of enticing us to think
about the double valence of the alchemic fire which is at the same time
simple and fearsome. It is a way of making us witness the permanent
victory of life versus death and of light versus ashes of shade. The electric
field has delivered its secret.

Pierre Restany
Paris, 13 October 1994
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H xaptoypae@non tou ayvwotou “X”

“Ta 6e navta olakizel kepauvog”
HPAKAEITOX

Mnopei N texvikn Kal 1o HECOV va XpNaoiponolouvial otny
NAEKTPOVIKN TEXVN wg KPItNPIo katatagng -PoAikd yia th Souleid
Tou 10TopIkoU-, aNAG €161kd ota €pya kal ug Spdoeig tou Kwotn
navw otn Bepaukn tou kepauvoU, Ba npoupovoa kdu a\ho: Mia
NEPICOOTEPO «ONIOTKN» TUNOAOYia, nou Pacizetal oto aiodntd
avuAnnté pépog Tou £pyou, Onwe autd eyypapetal o€ KB
yvwotn gkdoxn tou xwpdxpovou, ave{dptnta and ta péoa kal v
TEXVIKA Mou xpnalponolovvtal. Mia npooéyyion, anai\aypévn
ano KatakeppatuopoUg Kal KatnyopIonoinoelg, n onoia Ba
HROPEoEl va ta XwPEoe! ON\a:

-Ané v Nep@OPHavg PEXPI To NAekTpovikd diadpactikd yAunté
(eupnpatiké uppidio nou éAkel tnv kataywyn and to «véo
avukeipevo» kai v “eykatdotaon”).

-Ané tnv NAEKTPOVIKA eNftoixn ouvBeon pPéxpl tnv éviexvn
«HOUOIKN TWV KEPAUVOV»* Nou ouvtiBetal and toug NXoug nou
napdyouv ol NAEKTPIKES EKKEVWOEIC OToV aépa.

-Mépa and v oNikA - noAuaicBntnpiakn avtiAnyn tou
“kepauvoy” otov Npaypankd xwpo, NPOoTeivetal kKai n
NPOCOHOI®ON-AVAKATAOKEUN TOU £pYOU OTOV KUPEPVOX®WPO, HE
dopika otoixeia tnv (NOAU kaivoUpyia aképn TNV EMoxn ekeivn)
texvoloyia java, ki évav akyopiBuo nou enétpeye v eioaywyn
TOU KN KUKAIKOU, UN YPapHIKoU XpOvou OTNV CUXVOTNTA TwV
NPOCOHOIWHEVWV NAEKTPIKWY EKKEVWOEWV.**

Mapoha autd, bev Ba pnopéow va ano@lyw tov NeiPpacps va
EeKIVIIOW EPNAEKOVIAG OTN GUNNOYIOTIKN TNG NPOOEYYIONG TWV
«KEPAUVWV» ToU Kwoth kal tov nahié kaké napadoaciaké tpdno.
AUTOV 1ou 10XVl yIa NPOYEVEOTEPEG TNG NAEKTPOVIKAG HOPYES
ExvNg, 6rnou neplypapetal kar avaiUetal apxika to €pyo ota eni
HEPOUG OToIXElQ TOU -UNIKA, BOUEG, TEXVIKA, HOPPOAOYIKOI KOl
Oepaukoi afoveg- yia va enavaouviebei wg napepPatikd
MONTIOHIKG YeEYOVOG.

AOMIKA ITOIXEIA

2tov KUKMo €pywv tou Kwotn pe B€pa tov “kepauvd”, tpia gival ta
Paoika dopika otoixeia : H ouokeun, n KATAOKEUNA, Kal TO
anoté\ecpa-6paon.

H (nAektpovikn) OUOKEUR, HIKPOOKOMIKN, S1aKPIUKA KPUHHEVN OE
palUpo kout, anoteAel yia v TpIadikn @UOoN ToU £€PYOU NAEKTPOVIKIAG
TEXVNG (OKEMUKS-QVUKEIPEVO-ANOTEAEOHA)*** TO avan6onaoto PéPOC
nou Ba pnopoUacape va ovopdooupe “okenukd”.

H kataokeun, (1o avukeipevo) eival éva €ibog AeitoupyikoU
“oknvikoU” pe aioBnukn akpaiag Mitdétntag, ndvw n péoa oto
onoio Ba diadpapaucHei 1o anotéheopa, 6nAadn n
NPOCOHOIWOoN OTOV NPAyHatkd XMPO, AANG O€ HIKPOKAILIAKQ EVOC
povadikoU otn ®Uon @aivopévou: tou kepauvou.

MovabikoU, yia toug £§ng dUo Adyoug:

-Q¢ QuUOIKO aivopevo, bev unodkeital an 60o {Epw o€ Kavevog
gidoug kavovikétnta n neprodikétnta nou Ha pnopouoe va
Kavel npoPAEWipo tov 6o Kai 1o Xpévo EPPAVIoNE Tou.

-Q¢ apxetumikd ouppolo pizoonaoukig Beikng napéppaong
otnv tafn tou k6opou, katéxel onoudaia B€on otn puboniacia
twv NoNiuopwv. ©a pnopouoe va gival kal npdtuno anodopnang
g kupiapxng duloukng aviiAnyng tou Kéopou, agou o
KEpAUVOG NEPIypAPETal TaUTdXPova tOa0 WG YOVIHOMNoId
aivopevo nou evavel tov Oupavé pe tn 'n 6oo kal wg ekdNAwon
Beikng opyng. Mahiota, cuvdéetal pe Bednteg - HnpioupyoUc -
KAtaOKEUAOTEG Y1a TOUG Oroioug N Xprion Tou kepauvou - pwTAC,
eivar anapaitntn. Eivar dpaye tuxaio nou otn dikA pag
TOUAAXIOTOV YAWOOQ, Ol Pizeg twv MCewy «téxvny» Kal
«TeXvoloyia» gival KOIVEG Kal Npogpxovial and To «TeK» Piza Tou
«TEKVOMOI®», SNAAdN «yEVWD»;

H MOP®H, TA YAIKA KAI O XPONOZX

H @oppa péoa n navw otnv onoia diadpapatizetar n
NPOOCOHOIWON TOU KEPAUVOU, aroTeAE] AEITOUPYIKO HEPOG TOU
£€pyou, al\a 6xi autdévopo £pyo anéd pévn tng. H olvBeon and
ayw@yipa kai pn UAIKG, Ba pnopouoe va ouykpiBei pe éva
AEITOUPYIKO OKNVIKO YIA TO AVAHPEVOLEVO YEYOVOC (G000 «OKNVIKO»
PéPaia ival yia tov kepauvé-@uoIké @aivopevo, ta oUwWePa, 1o
£€6a@og kal o aépag avapeod toug, nou anoteholv Npoundbeon
dnpioupyiag nAektpikoU nediou).

O1 popporoyikég dopég oto €pyo, e§unnpetolv kat apxnv Tg
nNPounoB£oeig kal toug NEPIOPIOHOUS ANOCTACEWY Kal
dlactaoswy, WOote va oupPei o “kepauvog” -n enBupnth
NAEKTPIKN EKKEVWON OTNV £NIPAVEIA 1 OTOV XWDPO.



O1 ibio1 nepiopiopoi 1Iox0ouv kai ota UNIKA. Mpwtapxikdg sival
otoug “kepauvoug” tou Kwotr o pdAog tng Aeitoupyikétntag,
&nhadn tng aywyipétntdg toug, agou Ba anoteAécouv to nedio
p€oa n ndvw oto onoio Ba XYMBEI n npooopoiwon twy
KEPAUVV, TWV OMNOIWV Xapakinpiotké gival n aneplodikn
ouXvVOTNTa RPAvIoNg kai n anpéPAentn (xaoukn) Hopen. Asv
gival 6nhadn, oUte eniBupntd, oUte eiktd, va oxedidzovral kal
OTN OUVEXEID VA EPPAVIZOVIAl Of «KEPAUVOI» OE NPOKaBoPIoHEVES
OuypEg, pe npokaBopiopévn popen (ektdg ki av katapUyoups
otnv, aveu Aoyou vopizw, Bivieo eyypapn kal enefepyacia evég
Kal povo kepauvou).

Autn akpipwg n aneplobikn ouxvotnta eppaviong tou
«KEPAUVOU» Kal N anpdPAENTn pop@r tou, anoteholv
pI1ZOOMAoUKN NPOTAcN ota NAQIoIa tNG NAEKTPOVIKAC TEXVNG,
kabwg, 6nwg Ba pnopoloav va avayvwpioouv kai va
neplypayouv kaAUtepa and péva ol pINGCool Kal ol
paBnpaukoi, l0ayouv otny téxvn Mol evOIapEPOUTEG Evvoleg
ano to nedio tng Pizwpaukng okéwng kai tng Bewpiag tou Xaouc.
Ané tnv NAeupad pou, Ba éNeya anAwg u o Kwotig, otov KGK\o
£pywv kai 6pdoswv pe B€pa tov kepauved, diaxeipizetal pe tpéno
noAUnAoko v didotaon tou Xpévou:

1.-lotopikn cuvaepeia

Me ta £€pya kal ug 6paoceig, ouvdEel éva BEpa nou ulonoieital pe
Néa Méoa, pe ug avBpwnoloyikég kKataPolEG Tou, HE TOUg
apxaioug pUBoug kail ta apxétuna, nou enekteivoveal BEPaia
népa and tov (tonikd) kepauvoPolo Aia.

2.-Ecwtepikoi xpovol Tou €pyou

Luxvotnta kal Sidpkeia ékpning tou «kepauvol» os 8o
aioBntd avuinntolg xpévoug: Tig HikpES adidpates AGpyelg nou
nponyoUvtal kai tNV KUping «Ekpnin» tou «kepauvoUu».

3.-Avoixtog xpoévog petalu Osatn kai épyou

H 6€on and v onoia Ba 61 tnv CUYKEKPIPEVN XPOVIKA OTYMA
oV «kepauvo» o Beatng -o onoiog yiveral 6nwg Ba doupe
Napakatw Kai o iblog EPog tou £pyou- anotelel pia povadikn kai
avenavainnn noAuaioBntnpiakn «eikévax». Moté dgv Oa 61 kai
akouoel and v idia B£on 1o id10 yeyovog, apou o ENpEVOS
«kepauvog» bev Ba eival iblog pe tov nponyoUpevo, oUte e tov
ENOPEVO. AUTOG 0 XpOVog yiveral aképn nio oUVBETog, oto £pyo
0rou 0 «KEPaUVHE» NoAuavkatontpizetal os évav kUpo and
noiuenineda karontpa, pazi pe v eikéva tou Beatn, o onoiog
€ival KUPIOAEKTUKG avaykaopévog va BAAel To KEPAN Tou PECa OTo

nepIBParov tou £pyou yia va to &el. ‘Etal, 0 xpdvog nou Ba
nepaocel o Oeatng pnpootd N péoa oto £pyo, €ivarl «avoixtoc» av
BéAer va to be1 og KGO xpovikn ekboxn tou and kaGBs mBavn
Béon. Oswpnukd, gival o xpévog tou angipou. Eival 6pwg kupiwg
N VANIKN KAl opIoTIKN PAZN Tou £€pyou TEXVNG HE TO
Xapakmnpiouké tng «povadikétntag» nou to kabdpize otnv
npoPiopnxavikn £noxn, 600 Kai tNg «MNOAanASGINTag» n oroia
ENIXEIPNONKE va petaniaotei o€ dNpokPatKn Exvn otny £noxn
NG HNXAVAG.

4.-Aiadpacukég xpovog

Or atpooaipikeg ouvOrkeg -uypaoia, Beppdtnta- rnou
diagoponololvial and tnv avBp®nivn napouacia oto nepiPaz\ov
NG £yKATAotaong, enidpouv 0Toug ECMWTEPIKOUS XPOVOUG TOU
£PYOU, OUVIEAWVTAG otV Slagpoponoincn TG HOPEIIE Tou
«KEPAUVOU».

5.-Wn@iakoég xpovog

T600 o1 E0WTEPIKOf XPOVOI TOU «KEPAUVOU», OO
kal o S1abpactukdg, aANGzOUV eVIENQDS, Gtav
nepvouv and tov NPayHatkéd Xopo otov
KuPepvox@po. Otav 1o NAEKTPOVIKS £pyO TEXVNG ToU
Kwotn yivetal £pyo net.art 1o onpavuké nou a\azel, dev
eival to pégov, i n katnyopia. Eival n oxéon tou épyou pe 1o
xpovo kai to Beatn tou.

O yngiakég “kepauvég”, 6tav diadpapatizetal otnv 006vn tou
unoloyiotn, gival éva SIN\G npocopoiwpévo @aivépevo (and 1o
(PUOIKO PAIVOPEVO OTNV NAEKTPOVIKA NMPOCOHOIWOoN Ki and Kel
otV Yniakn) povipa diabéoipo og nAavnukn KNipaka, pe
diapoponoinpévo téoo tov diadpactikd xpévo nou kabopizouv
Ol KIVAOEIG Tou “rovukioy” 600 Kal Toug ECWTEPIKOUC XPOVOUC,
nou kaBopizel évag alyépiBpog.

EdSw, 0 «kepauvég» yiveral 1o onpgio dopwong tng nMnpogopiag
kai tng dpaong, tng tEXvNg Kkai tng texvoAoyiag fn akdpa kai pia
gkdboxn xaproypdgpnong tou dyvwaotou “X”.

Avva Xatznyiavvakn
Curator Art Topos (www.artopos.org)

lotopikdg téxvng, Lédog AICA

*Guillaume Loizillon, ouvBéing, KaBnynuig oto wipa Mouoikig tou
Maveniotnpiou Paris VIII
**A. Zkou@ng, pnxavoroyog eI6IKEUPEVOS OTnV texvoloyia tou Internet

***Annick Bureau, lotopikdg tng Téxvng



The Mapping of the Unknown “X”

“Ta 6& ndGvra olakizel kepauvog”
“Lightning governs everything”
g g
HERACLITUS

We may use techniques and media as-convenient for the
historian’s work-criteria of classification in electronic art, but when
it comes to Costis” works and actions on the theme of lightning |
would prefer something else: a rather more “holistic” typology
based on the sensibly perceptible part of the work, as it is
inscribed in every known version of space-time dimension,
regardless of the means and the technique used. We need an
approach which, released from fragmentations and classifications,
can include everything:

-From performance to electronic interactive sculpture
(an inventive hybrid originating in the “new object”
and the “installation”).

-From the electronic on-the-wall composition to the
artful “music of lightning bolts”* consisting of sounds
produced by electrical discharges in the air.

-Besides the holistic-multisensorial perception of

“lightning” in real space, a simulation-reconstruction of the work
in cyberspace is also suggested, where the structural elements of

the-soon to be outdated-java technology and the algorithm allow
the introduction of non-circular, non-linear time at the frequency
of the simulated electrical discharges.**

Nonetheless, | can’t resist the temptation of starting out by
implicating, in the entire conceptual framework of Costis’
“lightning,” the good old way; the way that is valid even for
pre-electronic forms of art, where the artwork is initially described
and analyzed in its constituent parts-materials, structures,
techniques, morphological and thematic axes-only to arise
re-united as an intervening cultural event.

STRUCTURAL ELEMENTS

In Costis’ artwork revolving around the issue of “lightning,” there
are three basic structural elements: the device, the construction,
and the result-action.

The electronic device, minute, discreetly hidden in a black box, is-for
the triadic nature of the electronic artwork (logic-object-result)***
-the integral part we could call “logic.”

The construction (the object) is a kind of functional “setting”
whose aesthetic is one of extreme simplicity, on (or in) which the
result will take place, that is, the simulation in real space—but on
a micro-scale-of a unique phenomenon of nature: lightning.

Its uniqueness lies in the following two aspects:

-As a natural phenomenon, as far as | know, it can’t be subjected
to any kind of regularity or periodicity that could render
predictable the time and place of its appearance.

-As an archetypical symbol of radical divine intervention in the
world order, it plays a crucial role in the myth-making process of
civilizations. It could also be a paragon of deconstructing the
domineering dualistic conception of the Cosmos, since lightning
is described simultaneously as a fertilizing phenomenon uniting
Heaven (Oupavé) and Earth (I'h), and an expression of divine
wrath. Moreover, it is associated with deities—creators-makers for
whom the use of lightning-fire is indispensable. Is it only
coincidental that, at least in our own language (Greek), the words
“techni” (art) and “technologia” (technology) share a common
root-"tech” from “technopio,” that is, “procreate,” give birth to?

FORM, MATERIAL, AND TIME

The form in (or, onto) which the simulation of lightning takes
place makes up a functional part of the work but not the work
itself. The composition of conductive and non-conductive material
could be compared to a functional setting for the expected event
(to the extent of course, that the clouds, the earth and the air in-
between, all of which constitute a prerequisite for the generation
of an electric field, can be thought of as a setting to the natural
phenomenon of lightning). Morphological structures in the work
principally define the preconditions and the limitations on
distance and dimensions in order for the bolt of lightning to
occur-the desired electrical discharge on the surface or space.
The same restrictions hold also for the materials. Of primary
importance is the role of functionality in Costis’ lightning bolts,
that is, their conductivity. The lightning bolts will make up the
field in/onto which the simulation of lightning will OCCUR, an
event characterized by an irregular frequency of appearance and
an unpredictable (chaotic) form. It is neither desirable nor
attainable to have bolts of lightning designed and then exhibited
at predetermined time points, in a preordained form (unless we
have a recourse to video taping and processing of one and only
bolt of lightning-which, in my opinion, is unnecessary). Precisely
this non-periodical frequency of occurrence of “lightning” and its
unpredictable form constitute a radical proposal in the context of



electronic art, because-as it could be more aptly concluded and
described by philosophers and mathematicians-they introduce in
art some very interesting concepts from the field of Rhizomatic
thought and Chaos theory. As far as | am concerned, | would
simply say that Costis deals with the dimension of Time in a
complicated manner in his cycle of sculptures and activities with
the lightning theme:

1.- Historical Coherence

Through his sculptures and actions, he associates a theme which is
realized by means of the New Media, with its anthropological
background, ancient myths and archetypes that surely extend
beyond the (local) lightning-throwing Zeus.

2.- Internal Time of the work

The frequency and duration of the strike of lightning along two
sensibly perceivable time scales: the brief, barely visible, flashes
which precede it and the main “out-break” of the “bolt of
lightning” itself.

3.- Open-ended Time between the Visitor and the Sculptures
The position from which the visitor will see a bolt of lightning at

a given point in time-the visitor who becomes him/herself part of
the exhibit as we will explain later-constitutes a unique and
inimitable multi-sensorial “image.” He/she will never watch and
hear the same event from the same position, since the next bolt of
lightning will never be the same as the one after that. This time
becomes even more complex in the case of an exhibit in which
lightning is multiply reflected inside a cube made of multi-faceted
mirrors, along with the image of the visitor him/herself who is
literally obliged to put his/her head inside the setting of the work,
in order to see it properly. Thus, the time spent by the visitor in
front of, or inside, the work is “open-ended” if he/she wants to

see it from every possible point of view and any possible time
version. Theoretically, it is infinity. However, it is mainly the justified
and definite split of the object of Art from the element of
uniqueness characterizing it in the pre-industrial era. Moreover,
itis a split from the element of multiplicity which attempted, in the
era of the machine, to transform the object into democratic art.

4.- Interactive Time

The atmospheric conditions-humidity, heat, etc-that are
differentiated by human presence in the environment of the work
affect the internal time phases of the sculptures, contributing to
the alteration of the form that lightning assumes.

5.- Digital Time

Both, the internal time phases of a bolt of lightning and the
interactive realization change completely when they move from
the real to the virtual world. When Costis’ electronic work of Art
becomes net.art on the Internet, the only significant thing that
changes is not the medium or the type, but, rather, the
relationship between the work and Time, as well as the audience.
Digital lightning, when taking place on a computer screen, is a
doubly simulated phenomenon (from the natural phenomenon to
the electronic simulation, and from that to the digital form)
permanently available on a world-wide scale, with a differentiation
both to the interactive time determined by the movements of the
mouse, and to the internal time phases established by an
algorithm. Here, lightning becomes the osmosic interface
between information and action, Art and Technology or even a
type of mapping of the unknown “X.”

Anna Chatziyiannaki
Curator ART TOPOS (www.artopos.org)
Translated by M. Aretoulakis

Art Historian, member of AICA

*  Guillaume Loizillon, Music composer, Professor of the Music Department
of University Paris VIII

** D. Skoufis, Engineer specialized in the Internet technology.

*** Annick Bureau, Art Theorist
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Eigodog oty éxdeon 'KéAupog' Kévipo Teyvdv Arpou ABnvaiaw, 1997. Tpeks nhexpouikal repauol, kaBpéome, Bearéc, aépac v
- exhibition 'Kelyphos/Shell' which took place ot the center of Aris of the Municipalily.of Athens, 1997 Three electionic lightnings, mirror, viewers, air
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HAekrpikéd nedio’, henropepeieg eykardoracng omy éxdean Mohirpona 1995,

"Electric field", details of the installation. Exhibition "Polytropes’, Chaleau de Cadillac, Bordeaux, France.
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Opaoic/Opapa, 1989, Aenropépeia, Avravarkhacn Tou phextpovikol kepauvol néve oe koo kaBpégn * Vision, detail, Reflection of the electronic lightning on a concave 112
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Ethereal Traveller, detail, electronic lightning on earth with conductible materials, SR e
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Ayayipo édagog « Conductible earth.
HAexrpovikd kepauvdg, aépag, yopa, pnpoivi{og, kaoutootk,
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b, 0% iRy e

« Perpetual mapping.

Electronic lightning, air, earth, bronze, cacutchauk.
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5 3=1 rj Tautdypovn ypagr » 3=1 or Simultaneous scripture. Hiexrpovirsg kepauvig, aépag, anoyohkapeévog Bakehimg, kaouraadk » Electranic lightring, air decoppered bokelite, caoutchouk.
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Aidpauo G, 1990

ered bakelite on wood
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KEpGUVOO Konia, nAexTpovikde kepauvde, aépac, kabpégreg, Eiho, 1995,



KérOunOSkOpiO, electronic lightning, air, mirrors, wood, 50x50x60 cm.
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EOITHI TRANTASTAADY




and outside, details of installation at the Thema Gallery, Athens, 1996

Energia in ergo, insi
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PﬁY}JCI'KepOUVOBC')N]Or]. Evepydg oupperoy Tou Bearr nou npoceAkiel Tov kepauvd oto nepacud Tou, 1995,
,CLQCE - Thunderstriking. Active participation of the viewer whose passage aftracts the lightning.
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2npeia Adpeav 19956,

5xdx06m « Flash pOiﬂTS, La Villetie Museum, Paris.
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H yodpa Tou KQVEVOG; TE)\CTOUFJY[CJ mg EKpﬂél]g Kévipo Teyvav Afpou ASnvaiev, 1990 « No Man's Land: Ritual of explosion, Center of Arts of the Municipality of Athen




Tpito andonacua and Ty xdpa Tou Kavevog: TEAEToupyia Tav kepawvay, 1991 « Third project from the series "No Man’ s Land": Ritual of lightnings.




Aentopépeia and 1o [Népnto andonacpa and Ty yopa Tou kavevog: Zydhio yia 1o Eikoatd aikva



Detail from the 5Sth project of the series "No Man's Land™: Commentary on the twentieth century.
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The 5th project of the series "No Man!




High risk process. Mpivand my epodvion g agTpantc = 1999 = Prior to the appearence of lightning.
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COSTI

S

(Triandaphyllou)

Born on February 8, 1950 in Athens, Greece

University Studies
1968-1972:  University of Athens, Department of Economics and Political Science.
1972-1976:  University of Paris VI, Licence and Maitrise in
Cinematography and Visual Arts. Licence of Philosophie.
Terminated his studies at the level of Doctorat d’etat under
|.F. Lyotard.
Academic Employment

1974: Educational adviser to a seminar on the image and the
cinema.
1974 -1976:  Honorary Assistant Professor at the University of Paris VIII,

UER in Philosophy and Psychoanalysis.
International Forums

1987: Seminar on the subject “What makes the Vienna of 1900 a
cultural capital?” Schloss Leopoldskron, Saltzburg, Austria.
Grant from the A.S. Onassis Foundation.
1988: 5 eme Renconte Internationale “ La poesie visuelle a
travers le monde “, Festival de Tarascon France
1989: 2nd International Fine Arts Forum, European Cultural Centre of Delphi.
1990: IGBK Symposium “ Artist and Europe “, Kiel . Germany .
1996: "“Art and Science”. Contemporary Art Museum, Goulandri
Foundation, Andros, Greece.
2000: "“Energia in ergo”, National Technical University of Athens. (catalogue)
Cinema

Directed feature-length film “Saga of a City”, which was shown at the Cinema Racine in
Paris, during the experimental film festival
of the Paris film coop.
Books
«Fragments 1967-1973», February 1974, Athens. Poetry, p. 64;
«Dreamdrome», October 1977. Kastaniotis Editions., Athens. Drawings, p. 96;
Periodicals
Editor in Chief of «Lotus», 1968-1972, 10 issues, Athens; and of «Praxis», 1972, Athens.
Selection of one-man shows
2000: «Energia in ergo», National Technical University of Athens , Greece .
1996: «Energia in ergo», Galerie Thema, Athens, Greece.(catalogue)
1995: «Electric Field», Maison de la Culture de Loire-Atlantique,
as part of the events of the Science Festival, Nantes, France.
«Electric Field», Macedonian Museum of Contemporary Art ,
Salonica, Greece. (catalogue)
«Electric Field», Electropolis, Musee de I'Energie Electrique,
Mulhouse, France.
«Electric Field», Espace Electra, Paris, France. (catalogue)
«Foudre, Kepauvog, Lightning», Galerie |. et |. Donguy, Paris, France.
(catalogue)
«Foudre , Bliksem, Lightning», Galerie Xplus, Brussels, Belgium

1992:

1991:
International Sculpture Biennale, Megara, Attica, Greece. (catalogue)

«Black and White 1969-1979», Institut Francais d’Athenes, Athens,
Greece. (catalogue)

«Eclats de transperence et eclair», Ekphrasi Gallery, Glyfada, Greece.

«Labyrinth or the Empty Monument», Institut Francais d’Athenes,
Bicentennial of the French Revolution, Athens, Greece. (catalogue)
Municipal Gallery of Nauplion, Nauplion, Greece.

«Wings of Daedalus», Opsis Gallery, Myconos, Greece.

1990:

1989:

«Kepauvos, Lightning», Skironio Museum, as part of the events of the 8th

1988: «Liquidite solide», Galerie Xplus, Brussels, Belgium. (catalogue)
1986: «Mediassemblage», Palazzo de Cardona, Todi, Italy. (catalogue)
1984: «Mediassemblage»,Gallery F, Athens, Greece.
«Mediassemblage», Institut Francais d'Athenes, Athens, Creece.
(catalogue)
1976: «Dreamdromes, Polyplano Gallery, Athens, Greece.
Group exhibitions

Has participated in more than 100 international group shows.

Performances (selection)

1992: «Action Eclat-Eclair», Poetic dialogue with three electronic
thunderbolts. Etablissements Phonographiqu&s,dgi’_'ﬁs't, Paris, France.

1991: «Energy performance». Nine electronic thunderbnﬁ;;and a guitarist.
Music by Dimitris Zafirellis for guitar synthesizer in the open-air
amphitheater at the Skironio Museum, Megara, Attica, Greece.

1976: “ Demolisher “. Poetry performance accompanied by musical ensemble.
Political Coffee House , Athens , Greece .

1975: «KRAK», Poetry performance accompanied by musical ensemble. Yannis

Statha Gallery, Athens, Greece

Works by Costis are found in museums and private collections in Greece, France, Belgium,

Germany, etc., including:
Fondation Electricite, Paris » Espace Electra, Paris » Electropolis, Mulhouse, France « Bremish
Autothek, Bremen, Germany ¢ Kanagawa Prefecture Gallery, Yokohama, Japan ¢ Gyor
Museum, “Oxygen” Foundation, Hungary « Museum of International Contemporary
Graphic Arts, Fredrikstad, Norway « Musee du Petit Format, Couvin, Belgium  Nicosia
Historical Museum, Cyprus « Baaz Art Foundation, Romania = Skironio Museum, Athens «
MMCA, Salonika,Greece « Municipal Gallery, Athens « Cycladic Gallery, Greece =Lippens
Collection, France » Kopelouzos Collection, Greece » etc.

Catalogues of One-Man show Exhibitions

2000: “Energia in ergo “, National Technical University of Athens, Greece .
1996: “Energia in ergo “, Thema Gallery , Athens , Greece .
1995: «Champ Electrique », Macedonian Museum of Contemporary Art.
With a grant from D.E.H. (Hellenic Public Electric Company)
and Foundation
E.D.F., Salonica, Greece. 1995, (ISBN 960-85328-2-5)
«Costis I’ espace electrique», Espace Electra. With a grant from
Fondation E.D.F., Paris, France 1995. (ISBN 2-909484-05-X)
1992 «Costis», Galerie ] & ). Donguy, Paris, France 1992
8th International Sculpture Biennale, Skironio Museum, 1991-1992,
Athens, Greece 1992. (ISBN 960-7645-00-6)
1990:; «Costis Noir et Blanc 1969-1979» Institut Francais d’Athenes, Athens,
Greece
1988: «Costis», Artbook 5, Athens, Greece
1984: «Mediassemblage», by L. Christakis, E.M.A.E. Editions, Athens, Greece

Internet Archive: http://www.artopos.org/artists/costis
Internet Project: http://www.costis.org

Costis lives and works in Athens and Paris.
23,Rodou Str. / GR. 10446-Athens 35,rue des Archives / F. 75004 - Paris

Tel :0030 97 224444 Fax:00301 8621985 E mail : c@costis.org
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Mavemotnpakég Inoudéc

1968-1972:

1972-1976:

EBviké Kanobiotpiaxd Maveniowipio ABnvav, Tuipa: Oikovopikég kai
Mohiukég Emotpieg.

Mavenouipio Mapiot VI, Licence ®idocopiag kai Licence kar Maitrise
Kivnpatoypaegpou kar Onukoakouotkav Méowv, tou Tpripatog
Kivnpatoypacgpou kai Kahav Texvav. Aiakdrtel ug onoudég tou oto
enine6o tou Doctorat d' Etat pe tov Jean-Francois Lyotard.

Navemotnuiakn epyaocia

1974:

1974-1976:

YUpPourog eknaibeuong oe OEpIvapIo yia tn oUvBeon / avaluon £IKOVwV
Kal Y10 TV KIVNpatoypago.

Eniupiog Evietahpévog KaBnyntig oto Maveniotipio Mapion VIII. Tpdpa
®ooogiag-Wuxavaiuong, unéd t diedbuvon tou kabnyntou F. Chatelet.

AieBveic Fuvavingeig

1987: Lepivapio pe Bépa «Ti kavel  Biévvn tou 1900 nohwoukn npwiedouoa;».
Schloss Leopoldskron, Salzburg, Auotpiag. Ynotpopia 16pUparog A. L. Qvaon.

1988: 5n AigBvig Tuvavinon , “La Poesie visuelle a travers le monde “,
Festival de Tarascon, France .

1989: Aibvég Tupnéoio Mwnukic,"ripwveio Mouaeio “, ABriva, Anp.-Mdiog. « B’ Luvébpio
yia ug Eixaoukég Téxveg, Eupwnaikéd Mohmouko Kévipo Aehpav, Aekpoi, Aly.

1990: IGBK Symposium “Artists and Europe”, Kiel, leppavia.

1996: «Téxvn kar Emotipn» Mouoeio olyxpovng téxvng, 16pupa B. & E.
Fouhavbpn, Avbpog.

2000: “Evépyeia ev £pyo”, EBvikd Metobpio Mohutexveio, MoAutexveioUnohn, ABriva

Kivnpatoypapog

TknvoBEng tou peydhou pikoug kivnpatoypa@ikou épyou «Saga of a city». H tawvia
npopAnBnke oto ®eouPah Meipapaukou Kivnpatoypagou oto cinema Racine oto MNapio.

BifAia

«Anoondaopata 1967-1973», ®eppoudpiog 1974, ABriva, Moinon, oeNibeg 64, «
«Oveipobpopio», OktwPpiog 1977, ekbdoeig ©.Kaotavidn, ABriva, Ix£6ia, oehibeg 96.

MNepiobika

Ex66tng kal AlcuBuvirig wv: «Awtdg», 1968-1972, teixn 10, ABriva kai «Mpafic», 1972,

ABrva.

Atouikéc ekBEoeIg , emAoyn

2000:
1996:
1995:

1992:

1991:

1990:

1989:

1988 :
1986:
1984:
1976:

«Evépyeia ev €pyw», EBviké MetobPio Molutexveio , ABriva (katdhoyog)
«Evépyeia v épyw», AiBouoa Téxvng ©€pa, Abrva.  (katdhoyog)
«Espace Electrique», Maison de la Culture de Loire-Atlantique, ota nAaicia
g MNoptg twv Emotpay, Navin, F. » «<HAextpiké nedio», Makebovikéd
Mouogio Z0yxpovng Téxvng , @eooalovikn .( katGhoyog ) « «Espace
Electrique», Electropolis, Musee de I Energie electrique, MuhoUzn, F. e
«Espace Electrique», Espace Electra, Mapiol, F. (katdhoyog)

«Foudre, Kepauvég, Lightning», Galerie | et |. Donguy, Mapia, F.
(katdhoyog). = «Foudre , Bliksem, Lightning», Galerie Xplus, Bruxelles, B.
«Kepauvag, Lightning», Zkipwveio Mouagio, ota nhaioia tng 8ng
AigBvoic Mnievaie Munuking, Méyapa, Atuknig, (katdhoyog).

«Maupo kai‘Aanpo 1969-1979», faliké Ivoutouto ABrvag.
(katdhoyog). « «Alapaveia kai kepauvog», Galerie Ekgpaon, Nugpada.
«AapupivBog 1 to kevé pvnpeio», Fakhiké Ivattodto ABrvag, yia ta 200
xpovia g Fak\ikrig Enavaotaong, ABriva (katdhoyoc). » «AapupivBog i
10 Kevo pvnpegio» MvakoBikn tou Aripou Naunhiou e «®tepd tou
Aaibahou», Galerie Oyig, MUkovog.

«Peuotémnta otepeonoinpévny, Galerie Xplus BpuéNieg, B.(katahoyog)
«Mediassemblage>», Palazzo de Cardona, Todi, | .(katdhoyog).
«Mediasserblage»,Galerie F, ABriva kai Falixé voutodro ABrivag, (katdhoyog).
«Qveipobpdpio», Galerie MoAGniavo, ABrva.

(Tpravta@uiiou)

l'evvBnke otnv ABrva to 1950

Ouabikég ekBEoEIS , emAoyn

2000:

1999:

1998:

1997:

1996:

1995:

1994:

1993:

1992:

1991:

" Ix6No yia tov eikooto aiwva “, Artforum Gallery, @eooahovikn «

" Prgeig Zuykhioeig “, Anpoukn MivakoBrikn, Tpikaka

Art Athina, Artforum Gallery, ABriva « “ Millenium Midnight Project “,

Web project, CICV creation artistique Bure Soh.

«Néa anokuipara» , Makedoviké Mouoeio Zuyxpovng Téxvng, @eaoahovikn.
» “Eipaote aMoU kal ndpe alou “, AioxUlsia , Exsuoiva. « «Opripeia», log. «
«OUK £V T NOAW 10 EUx , Mkaiepi Xapitog, ABriva. « “ VI Bienal Intemational
Fractarte 98 “,Megik6. « “ 9n Biennale du petit format”,Couvin, Béyio. «

" Red “,Palazzo Robellini,Citta di Acqui Terme, lahia.

« Katapeornig oto nouBevd, 1o anpooboknto g enikoivwviag » , AiBouoa
Téxvng @épa ,Abrva. « «Kéhupog» , Kévipo Texvav Mapkou ExeuBepiag
ABriva . « «Agiépwpa otdv M.Maviazi», BaponoUieio Mveupaukd Kévipo ,
Ocsooalovikn .  «lotopieg Aévawv ANay@v» Anpoukn MivakoBrikn
MNatpy . « «42éme Salon de Montrouge» , France. s «6000 xpévia
napadoon tou ENnvikoU Kooprpatog», Biha Mmiavika, ©ecoahovikn .
«MoAUtpona» , Kévipo Zuyxpovng Anpioupyiag PeBUpvng, Kpritn . e
Mnigvvahe Nwnuknig , Zkipdveio Kévipo, ABriva . » «Agiépwpa otov M.
Mavrazi» , MivakoBnkn E. ABépwp, Métoofo . » 10n Siebviig Mnievwae
Xapakukig g LeoUh, Kopéa .

«Configura 2» Epeoupm , leppavia . « «The Artistamp Collections, Galery
Begijnhofcentrum voor Kunsten, Hasselt, B. » «Aiov naig eoti naizwv, necoedov
naibég n Baoin» , Anpoukri MivakoBrikn : ABriva, Boxog, Mérpa . 16pupia M.
M. NoypikoU , Zaviopivn. MivakoBrikn PéGou, MivakoBiikn Adpvakag , Kinpog.
» «Polytropes», Chateau de Cadillac, Mnopviw, F. _
«ZuNoyn Zoyxpovng ENnvikiig Téxvings, MivakoBrikn Kukhabuwv, LUpog.

= “EN\nvIKR Zwypaepiki, Xapakukr, Munukr», Apog ABnvaiwy, Mootk
Kévipo Mehiva MepkoUpn kai MivakoBrikn tou Arpiou ABnvaiwv. « «100 x 100
£K.», Aibouoa Téxvng @€pa, ABrva. » «Medium 3», Trench Art Festival,
TpavoulBavia, Poupavia. s <Anévavur, Anpioukn MivakoBrikn,ABriva. « Mavw ot
Hia npéraon tou Jean Dupuy oy Galerie Donguy, Mapior. « “O Apxaiog MUBog
omv auyxpovn ENnviki Téxvn “, AiB. Téxvng lmavvatou ,ABriva. « 9n Gigbviig
Mnievwahe Xapakukng g ZeoUA , Kopéa.

«Sound», Museion, Mouasio Liyxpovng Téxvng, Mnohzavo, .

«2n AigBvii¢ Mnievwéhe» Mouoeio Xantus Janos, Gyor, Ouyyapia. «

«H Eupwpetpikn» Euyevibeio 16pupa, ABriva. « 3o Minos Beach Zupnéoio
Téxvng «H xvn oty noAitkn», 16pupa Mapibdkn, Kpritn e «Building Plans
& Schemes» Mohuoukoé Kévrpo, Orde van Architecten, Heusden Zolder,
BéNyio. « «In Progress» 10 1993 Stadtishe Galerie, Bpépn, leppavia, 1o 1992
Centrum Beeldende Kunst, Groningen , OMavbia, to 1991 Intermedia
Galerie , Mannheim, leppavia , 1o 1990 IGBK Zupndoio “ KaMiExveg kal
Eupwnn “, Kiel , Kunsthalle, Bépeia leppavia. » «Axétag Xapog : Mohdtexveg
Hxopoppéc» KLYME, Aifwvn, Mugpdba.

«Message Earth», Centro Ponte delle Gabelle, MiAGvo, lahia , to 1990
Galerie, Friedemann, Gutersloh.  «Fiac», Galerie 1900-2000, Mapioi F.
«['a évav opiopd g oUyxpovng Téxvng» Lkipwveio Mouoeio, Knepioid.
«Petit format de papier», Musee du Petit format, Cul-des-Sarts, Couvin,

Béyio « «Mare Nostrumy» Aiebvri¢ 'ExBeon onukng noinong MNdarpa. «

«ZuNoyn B. Apdakou» PDR Studios, ABriva. e «X0yxpovn ENAnvIkA TAunukri»
Maison de | Architecture, Mapiol, Fakhia « Galerie Augen-Blick, Aenpia,
leppavia. « «sMedium 2», Ynoupyeio Mohmopou tng Poupaviag, Soros
Foundation, Poupavia. « «Mail Art Manual» Cultuur Centrum, Heuselen-

Zolder, Béhyio. « «Ohupnia “91», ExBeon Mwnukng, Anpog Apxaiag

Ohupniag, OAupinia.



1990: «7 éme Biennale d’Art graphique de Seoul», ZeoU\, Kopéa. » «16n Aiebvig EkBeon»,
Kanagawa Prefectural Gallery, lanwvia. « «<H xwpa tou kavevdgr, Kévipo Texvav MNapkou
ExeuBepiag, Anpog ABnvaiwy, ABriva. « «The International Shadows Project», Woodland «
Pattern Gallery», Milwaukee, Winsconsin, Apepikri. « Galerie 3, ABriva. « «5n AigBvrig
Tplevwahe», District Museum, Radom, MoAwvia. 1989: «To tpanézi», 1989: Anpoukn
MivakoBrikn Arpiou Mdtpag kal 1988 : Anpioukn MivaxkoBrikn Aripou ABrivag. « «AieBviig
Mriewéhe Néag Zwypacpikrig, Palais des Festivals, Kavveg, Ffala kar Mouoeio tng Gerone, Kéota
MnipdPa, lonavia. « «4n AiBviig Mriievwéhe» Taipei Fine Arts Museum, Kiva. « «Galerie Owig »,
Mukovog. VIl Aigbving Mriewdhe Mwunukig , «To nvedpa kai 1o oopa. Mumika kal Xpopar,
Ixipoveio Mouoeio, ABriva. = «Agdtepn ékBeon Mwunukiig tou Aripou Naunhiou», Nadnho. 1988:
AigBvrig ExBeon tng Galerie d'art de San Diego State University, CA. U.S.A. « «Cittadellarte»,
Mouogio g Mnaoud, ota nhaioia «La ruee vers I'Art», Palais des gouverneurs genois,
Kopoikr, falia . « «<H onukr noinon ava tov kéopos, 5n AieBviig Zuvdvinon Liyxpovng
Moinong, @eoufdh tng Tarascon, akhia . e «Art of Today», AigBvrig ‘ExBeon, Budapest
Gallery, Boudanéom, Ouyyapia. « Galerie 3, ABriva. « «<Norwegian International Print
Biennale», Galerie Gamblebyen, Noppnyia. « <Epwg», AieBviig ExBeon Onuknig Moinong,
Kévipo Texvav tou AfipouABnvaiwy kai 1987: 20 Aiebvég PeouPah ting MNatpag, Afipiog
MNatpaiwy, Marpa.1987: «O Obduootag Lipepa», Galerie 3, ABriva » «Mépta Appoxwotous,
Aeukwoia, Knpog. « 2n Aibviig Mievvake, Maveniotripio ing Vera Cruz, Megik6.
«Mapouaciaon tng olyxpovng npoowrnoypapiagx, 4n AieBvig Tpievvahe, District Museum,
Radom, MoAhwvia. « «Petit format de papier» 4n AigBvri¢ ‘EkBeon, Cul-des-sarts, Couvin,
BéAyio. e «Art of Today lI», AieBviig ‘EkBeon Boubanéotn 1987, Budapest Gallery. »
«Exposition d'art postal», chateau de la Gurnerie, Saint- Herblain,lal\ia. « «Centenaire
Kobaci», Boubanéotn, Quyyapia . « <ExBeon agiepwpévn otov Direr», Wroclaw, Molwvia.
» «AIBVAG ‘ExBeon agiepwpévn oto Eupwnaiké £tog yia to Mepipdiov»,C.E.). Popn,ltakia.
1986: «Arts of Today» FMK Gallery, Boubanéow, Ouyyapia. s «Ailleurs», Galerie Xplus kai
Itahiké Ivoutouto Bpufehav, Bpugehheg, BéNyio. « «<Amore et pace», AQiEpwpa otn
Dhwpevtia nohucukn nNpwiedouoa g Eupdnng 1986, Chiostro de S. Spirito, PAwpevtia,
ItaNia. « «Creation de meubles et objets d'artistes», Galerie Xplus, BpuféNeg, Béhyio. » «3n
Aigbving ‘ExBean Téxvng», Todi, ltakia . » «Mpwin AieBviig ExBeon Téxvng», Del Bello
Gallery, Topévio, Kavabag. « «Le vouloir», Galerie Xplus, Bpu€é\heg, Békyio.

1985: «Mapahaic 85», Galerie E{wotng, @sooalovikn. « ExkOeon tou nepiodikou
Eikaoukd, ota niaioia tng ABrivag MNMohtouknig Mpwiedouoag g Eupwnng, Galerie F,
ABrva. 1984: «ABriva 1984», ota nhaioia tou ouvebpiou tng A.l.CA., Galerie F., ADriva. «
«Art Fair 84», Zevoboxeio Intercontinental, ABriva. » «Pwtobpwpevar, Apkadiké PecuPd.
Apwueva

1992: Action Eclat-Eclair, Moinukdg iahoyog pe TpeIg NhektpovikoUs KepauvoUg.
Etablissements Phonographiques de I'Est, Mapiol, la\\ia.1991: Energy performance. Evwéa
nAekTpovikoi kepauvoi kal évag kiBapiotig. Mouoikn tou Anpitpn ZagepéNn yia kiBapa
ouvBeodizep oto avoixtd apgiBiatpo tou Zkipwveiou Mouoeiou. Méyapa, Atukig.

1976: Karebapioti, Moinuké Spwpevo pe opxriotpa, Mok kapeveio, Mdka , ABrva.

1975: Kpax, Moinuké dpopevo pe opxnotpa, AiBouoa Téxvng MNdavvn Ztaba, Abriva.

‘Epya tou Ppiokovial oe Mouoeia kai 16iwukég Zuloyéc otnv EXMGba, o Mainia, oto
Béhyio, otn Meppavia kai aloy, é6nwg: 16pupa tg Faiikng Etaipeiag Hiektpiopou, Mapio,
l'akNia « Espace Electra, Mapiol, Fakhia « Electropalis, Muhouzn, FaAxia e Bremish, Autothek,
Bpépn, leppavia « Kanagawa Prefectural Gallery, Yokohama, lanwvia « Cyor Museum,
‘I6pupa "Oxygen”, Ouyyapia « Musee International Contemporain d’Art Graphique,
Fredrikstad, Noppnyia « Musee du Petit Format, Couvin, BéAyio « lotopiké Mouogio tng
Neukwoiag, KUnpog « Baasz Art Foundation, Poupavia « Zkipaveio Mouoeio, ABriva «
Anpoukn MivakoBrikn ABnvav « MivakoBrikn twv Kukhadwy « Makeboviké Mouotio
TOyxpovng Téxvng » ZuMoyn F. Lippens,l'aXhia « Zuhhoyn A.Konghouzou , ABrva e
ZuNoyn Piiya, ABriva « ZuMoyi A.Mnéhtolou , Tpikaha e k.4.

BipNoypawia ermdoyr.

“Néyog kal oiwnn “, AKokkivn , ékdoon EMIM ,2000. « “H xaproypdapnon tou dyvwotou X
“ AXauznyiavvakn, ékdoon EMIM ,2000, « “Kwotig Tpiaviapuihou : O kavovag 1ou
kepauvou “, M.ManadonoUiou ,£ékGoon EMIT,2000. « “lotopia g Téxvng omv ENGda”,
M. MNanavikohdou, ekb6on Abap, ABriva, 1999 « “Costis”, Andreas Priever, K.G. Saur
Verlag, Allg. Kiinstlerlexikon, Aenpia, leppavia « “M.M.ZT n pévipn ouloyi”, Kwotig

Tpaviagpiiou and v K. Zdpoyhou, @eo/vikn, 1999 « “Evépyeia ev épyw “,

A Xaunyiawakn,ékboon @£pa,1996 .« “ Evepyeiakdg Ayog i ypagn twv kepauvav “,
FavOinnn Ixapma-Xéineh kai “ @euyakéeg undpleig evepyeiakng yaunuknig”, Mnia
Manabonodlou, ékboon M.M.L.T.,0e00ahovikn,1995. « “To nAektpikd Nedio kal to puotkd
tou”, Pierre Restany, ‘Ex6oon Espace Electra, Mapiol 1995. « “Opdonpo”, ané tov A.
Kopopnhg, 16pupa Mapibakn, Artbook 12, 1993, ABriva. « “Mouoeia kai MivakoBrikeg tng
ENMabog kal tng Kdnpou”, Ynoupyeio MohuopoU, ABriva 1993. « “To nhektpikd pn-givar”,
Pierre Restany, éxboon Galerie |. et ). Donguy, Mapioi 1992. « “Matpo kai Aonpo”, Katepiva
Kookiva kai Mnia Manabonothou, ABriva 1990 ‘Exkboon Makhké Ivoutodto ABrivag. e “3=1
1 1o Kevo pvnpeio” and v Mnia Manadonoldiou. “Mnievwake véag zwypapikig”, Exdoon
Palais des Festivals, Kavveg kai Mouogio tng Gerone, Kéota Mnpapa 1989.  “Costis”,
Pierre Restany ka1 Mnia Mana&onouiou, ABriva 1988, ‘Ekboan Artbook. « “Ailleurs”, ané tov
G. Serafini, "Exboon Galerie Xplus, Anpiiog 1986, BpufEhieg, B. « “Mediassemblages” and
tov L.C. Breunig, IX Aiebviig ‘ExBeon Téxvng, Todi Ekboon Citta di Todi, AGyouotog 1986, |. e
“Mediassemblage” ané tov A Xpiotakn, ABriva 1984, ‘Exboon E.M.A.E.

Nepiodika, E@nuepibeg, TnAedpaon emAoyr

“Cahiers art et science”, apif. 1edxoug 3, ané tov M. Peotavy, Maveniouipio Mnopvid 1,
F'alNia.  “ Evépyeia ev €pyw “ ané v M. Mapaykou (18-2-96, ouiAn Eikacukd
Kup.ExeuBepotwnia ). « “ Eikaoukn ékboon otov kupepvox@po “ ,and tvE.Bpovui (27-3-
96 , Kabnpepivri ). » “Ta eNAnvikd eikaoukd oto Internet “, and my l.Apakouldkou (17-3-
96, Tunog g Kupiaknig) . « “ EN\nveg oto Internet “, and tov X.Kapnoupidn , (otiin
Eikaouxd, 20-3-96 ,Ta Néa) . = “ Kwouig Tpiaviaguihou :Kepauvoi ev evepyeia , ané mv
E.Zappavn (telxog 19 ,Len.-Okt. 1995, The Art magazine ). » “ TAUNUKA ToU wtdg “, and
tov M.Manavikohdou (22-9-95 ,H KaBnpepivih B.EN\GS0G). « “ H tehetoupyia tou Kepauvol
“, ané mv Av. Tevidkahn ( 8-9-95 ,©ecoalovikn ). « “ Ztoxaopég ndvw otn guon “ (13-9-
95 ,Makebovia ). » “Evépyeia ev épyw “ and v A.Xaznylawakn,

( www.artopos.org/artists/costis ), teUxog 10,Mdapuog 1996. « ” Kepauvopdhog Téxvn
ané mv T. MoNn , tedxog 90, Zen. 95 , Status « “ Otav n Hi-Tec ouvavi@el v onukn
noinon “, tg A Xaznyiavwdakn ( tixog 40 , kahokaipt 1995, Mepinoug). «

“H avapérpnon pe toug kepauvouc” anéd tnv Apdvia MixakonoUhou, (H KaBnpepivii,
Tetdpmn 18 lavouapiou 1995). « “Hiektpiké Medio” and v Mnia NManadonotiou (Art
Magazine, @eppoudpiog, 1995) « “Kwotrig TpiaviapUMou- Kepauvoi”, and v A. Kpiton
(Khk, ®eppoudpiog, 1995). « “Kepauvopoinpévn Téxvn”, ané t Mévika Toipnépdn
(Men, ®efpoudpiog 1995). « “Kwotig TpiaviapUiou, To nhektpikd nedio”, and to A.
KopopnAa (SET, AnpiNiog, 1995). = “Kwotig Tpiaviag@uAhou”, and tov A. Kopopnhia (ARTI,
Mdpuiog 1995) « “Ze nAektpiopévn atudopaipa”, and v K. Tzapdpa, (Epov, tng
EAeuBeporuniag, 5.03.95). « “Ag korafoupe 1ov kepauvd katapara...”, and m Aéva Kokkivn
(Auyn, 19.03.95). « “Kepauvoi kai Téxvn”, and v A, Xaznyiavakn (Tunog, 19.03.95). «
“Costis attire les foudres”, par F.M.F. (Le Quotidien de Paris 25.02.95) « “Costis “ par A.C.C.
(L' Express, 16.02.95, Paris, F) » “Costis” par Ch. G. Expositions en Revue, ®eppoudpiog
1995, MNapia, F. « “Les images filantes de Costis”, ané v Anne Schoepf (La Alsace,
23.06.95, F). » “Electropolis: Les foudres de Costis”, par D.W (D N.A., 1.07.95, F.).
nExnopnn “Metropolis”, Tnheonuké Kavah “ARTE”, ané v Brigitte Kleine, 30 louiou
1995. « Exnopnni “Le Cercle de minuit”, TnAeonuké Kavdah “France 2”, ané t Laure Adler,
1 kai 7Maptiou 1995. « Exnopnr “Aux Arts et Caetera”, Tnheonuko Kavah “Paris
Premiere”, ané v Elisabeth Kiledjian, 1 Maptiou 1995. « Exnopnii “Journal du Art”,
Tnheonukd kavah “CANAL+", and tov Jean Teulie, 1n Maptiou1995. « Ekniopnn “Matin
Bonheur”, Tnheonuké Kavah “France 2, ané tov Eric Portais, 6.02.95. « “Costis: De |’
energie pure”, and mv Annick Bureaud (Kanal Europa, Kunst und Gegenwart, no 3,
Kahokaipi 1992, TNapioy, F). « “30 Minos Beach Tupnéoio Téxvng” and v ABnva Ixiva
(ARTI, No 16, 1993). « “Costis, I’ eclair” ané v Christine Courty (Nov Art, Mapiai, No 8,
1992, F.). « “Foudre: ligne unificatrice de notions antithetiques” ané tv Mnia
ManadonoUhou (Art Press, Paris, No 170, loUviog 1992. F.). » “Costis” ané tov Guy Gilsoul
(La Express, No 2121, 28 ®&fpouapiou 1992. F.). « “Hxnukd Mwuntd” and mv ABnva
Ixiva, (D kai A, No 3, 1993). « “3 Mir iszeti symposium” ané tnv Geneva Anderson
(Balkon, No 2, 1993, Ouyyapia). e Mepiodiké “DOC(K)S, Avoi§n/Kahokaipi, 1993 (ogipa 3,
No 4/5), Kopaikn, F. « “Eclair” ané tov Claude Lorent (La nouvelle gazette, 13
Dehpouapiou 1992, Bélyio). « “Costis, Foudre” ané tov Guy Gilsoul (Art Antiques Auctions,



No 32 Mapuog 1992, F.). « “Evepyeiaki Nwnuxi” and v Mnia Manadonodhou, (La Mia
Casa, ®eppoudpiog 1992). « “Costis” ané tov G. Cilsoul (Art Antiques Auctions No 226,
BéMyi0). « “Kwotrg Tpiaviaguihou” ané tnv M. Manadonovlou, (Téxvn/Art No 3, 1990).
« "Mappapivo epwinpauxé g Mng” and tn B. Baoihonouiou (ABnvépapa, 8.06.89). «
“1969-1979 Maupéaornpa oxébia tou Kwoti Tpiaviag@uiiou” and v K. Kookiva
(Téxvn/Art, No 1-2,1990). » “3=1 11 To kevé pvnpeio” and v M. Manadoriotiou
(Téxvn/Art No 1, 1989). « “Xaptoypagnon piag npoownikdintog” Kwotrig
Tpiaviagpuiiou” and m Aéva Koxkivn (Plus, Moains, Zero”No 52, ®eppoudpiog 1989.
Békyio). « “AaPupivBog kai Enavaotaon” and m Aéva Kokkivn (Auyn, 25.03.89). «“O
zwypacpog nointig” ané tov N. ZraboUin, (ENA, 15.12.88). « “To weldopal aAnbiva”,
ano  Aéva Kokkivn (Auyn, Aeképppiog 1988). « “Le Grec Costis”, ané tov Claude Lorent,
(“Art et Culture”, Aexépppiog 1988, Béhyio). « “Onukn Moinon” and t Mapia Kowzapavn,
(“Eikdveg”, No 188, 1988). « "Modern Times”, ané tov M. Santarelli, (“Courier
International”, 29.08.86). « "Tpeig Anpioupyoi pia ékBeon” and wn Aiva Toikouta
(“Eixaoukd”, No 54) « “Su Atene capitale e dinforni” ané tov G. Serafini (“Terzoocchio” No
37, Asképppiog 1985, Mnohawig, L.). « “ToManiég xproeig tng putoypagiag and
oUyxpovoug ENnveg kaMitéxveg” and v Mnia Manadonodiou (“Eikacukd”, No 43,
Kahokaip 1985). « “Ta Mediassemblages tou Kwaot Tpiaviag@uihou” (“Avi”, No 259,
1984). « "Mediassemblages tou Kwot Tpiavtagpihou” ané tov A. MNavrazidn
(“Bikaoukda”, No 29, Mdaiog1984). « “Tloinukn gpyaocia” anéd tn Bearpikn Znnhiadn
(“ExeuBepotunia”, lodviog 1984).

ZuvevieUeig midoyn

And v A. Xaznyiawakn (Mepinhoug, tedxog 40, £rog 120 kahokaipi 1995). « Ané tnwv
Pascale Lismonde (France Culture, eknopnn “Matinee des autres”, 90 Aermma, MNapiol
5.04.95, F.). = Ané tnv Christine Pena (Europe 2, Exknopnn “Sortir”, Mapiol, 21.02.95, F.). »
Ano tov Thierry Rogelin “Paris Premiere” Eknopnn, “ Paris Premiere Info” 7 ka1 8.2.95,
Mapio, F.). « Ané v K. ToekoUpa (Pasdio 9.84, ABriva ®eppoudpiog 1995). « And tov
MixanA Mritpa (E.P.T., Tpito Mpdypappa, Exnopnn “Tehetoupyia Mpoetoipaoiag”, 60
Aentd, 29.11.94, ABrva. « "Costis" Cinematon ané tov G. Courant, No 1597, MNapia, F. «
Ané tov Jean Daive (France Culture, Eknopnri "Les nuits magnetiques", 24.04.92, 75 hermag,
Mapioy, F.). « "Tpappég twv kepauvay, NoiNukn g enikoivwviag' anéd tov M. Zaviopivaio
("Ta Néa tng Téxvng", eNhnvikn €kboon, 4.01.92). « Ané tov Jean-Pierre Van Tieghem
(Exnopnn "Subjectif', 28 Aentd, RTBF, 1992, Béhyio). « Ano v |. Kohopou ("H npam”,
20.01.90). = "Anpioupyikég ekpngeig yia t Sekaetia '90", and wv M. Inivou, ("KaBnpepivi"
3.04.1990). = An6 v K. Kookiva, (EPT 2, Exnopnn "Xpwpata" 26.03.89). « Ané tn B.
Yapihakn, (EPT 2, Agktio Eibricewy 19.00 wpa, 24.03.89). « And tnv A. Exiva (A'
npoypappa, 10 hentd, 10.03.89). « And tov Jean-Pierre Van Tieghem (R.T.B.F., exnopnn
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[MAPOYZIAYH EPTAYTHPIQON

ta anoteAéopata s@appozovial dnpioupyikd oty Téxvn kal eupUtepa
unootnpizouv tov MoNtopo.
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Tayopapng Maviehng, Kabny. Tprpa Apxitektovwv Mnxavikay,

YneuB. Epeuvnuxou Mpoypappatog

Zraovénoulog @avog, Tprpa Apxitektdvay Mnxavikav, Kipiog Epeuvninig
Tayopdpng Zagog, Kupiog Epeuvntig

“lMAaotkeg 1éxveg kar véa texvoloyia”

lewpyoulng Anpritpng, Av. Kab. Tpipa Apxitektévov Mnxavikamv
“Avaniaan, avantuén kar éviaén otaBuwyv HEAM"

Adokapng NikdAaog, Av. Kab. Tpnpa Apxitektiévwy Mnxavikay,
Yneo6. Zuvioviotig Mpontuxiakoy kar Metantuxiakoy pabipatog
"Aneikovioeig, video, avdyvwon kat ypagn tou dopnpévou xwpou”

Mappevibng Newpyiog, Av KaB. Tpnpa Apxitektévwy Mnxavikmv
“Alo6ntikn AvaBdBuion tou 1atopixou kévipou twv ABnvay’

Manakegonoulog Anpritpng, En. KaB. Tunpa Apxitekidvov Mnxavikoy
“Bihiobrikeg ka1 Mouaeia otnv Kkovwvia tng MAnpogopikric”

Ztaovénoulog ©avog, Yned©. Luvioviotig Mpontuxiakou pabhpatog tou
pNpatog Apxitektévay Mnxavikev
“Tewpetpiké aneikovioerg kai véa TexvoAoyia”

Aatpnpatko Metantuxiaké Mpoypappa Lnoudwy - ALKT & Tpnipa
HAektpoAdywv Mnxavikwv H / Y Emiotnpovikdg YneliBuvog Manabakng
lwavvng Mputavng ALKT

Xappahiag Mewpyiog, Avanh. Emotnpovikég YnedBuvog Mpoypdppatog
“Wneiakég poppéc téxvng”

Xpuooulakng lwavvng, Av. Kab, Tpipa Xnpikav Mnxavikaov

“H oupBoAn Twv QUOIKOXNYIKWY ENOTNWWY TNV EDEUVA TWV ZWYPAPIKGY EDYWY"

KoNiag tepavég, Kabny. Tphpa Hhektpoddywy Mnxavikov H /Y
“Wnoiakn ekéva”

Mnoupkag MepikAng, Kabny. TpApa Hektpordywv Mnxavikav H / Y
“Qwroypagia xwplc @IAY"

Toaipou Kwvotavtiva, Enik. KaB. TuApa Mnxavikov Metaeioy
Metaloupyav
" Apxarohoyikn ‘Epeuva tou EMI oto apxalo Aaupio”

Oikovépou - ManayiavvonoUhou ABavacia, Kaf. Tpnpa Mnxavikov
MetaMeiwv MetaNhoupydv

L1apou O£06wpog, YA Tprpa Mnxavikev Metaleiov Metaoupywv
“YnoPpuxia [cwouaikn Epeuva Apxalou Nauayfou”

Bevépng lwavvng, Enik. Kabn. Tunpa Apxitektovoy Mnxavikav
" Apxitektovikn - MAnpogopikn”

LAB PRESENTATION

Presentation of Research Activities by the teaching staff of the National Technical
University of Athens, whose results are creatively applicable in Art while
supporting Culture on a broader scale.
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Xagoraris Pantelis, Professor, Research Program Director,

Department of Architecture Engineering

Stasinopoulos, Thanos, Main Researcher, Architecture Engineering Department
Xagoraris, Zafos, Main Researcher

“Plastic Arts and New Technology”

Georgoulis, Dimitris, Associate Professor, Department of Architecture Engineering
“Reforming, Developing and Integrating of Subway Stations HSAP”

Laskaris, Nikolaos, Associate Professor, Department of Architecture Engineering,
Supervisor of the Graduate-Undergraduate course
“lllustration, Video, Reading and Writing of Structured Space.”

Parmenides, George, Associate Professor, Department of Architecture Engineering
“Aesthetic Upgrading of the historical centre of Athens”

Papalexopoulos, Dimitris, Assistant Professor, Department of Architecture Engineering
“Libraries and Museums in the Society of Informatics”

Stasinopoulos, Thanos, Undergraduate Course Supervisor,
Department of Architecture Engineering
“Geometrical illustrations and New Technology”

Interdepartmental Graduate Program—Fine Arts School-Department of Electrical and
Computer Engineering, loannis Papadakis, General Director, Rector of the School of Fine Arts
Charvalias, Georgios, Second Director of the “Digital Forms of Art” program.

Chrisoulakis, loannis, Associate Professor, Department of Chemical Engineering.
“The Contribution of the Physics-and-Chemistry sciences to the investigation of paintings”

Kolias, Stefanos, Professor, Department of Electrical and Computer Engineering
“Digital Image”

Bourkas, Pericles, Professor, Department of Electrical and Computer Engineering
“Non-Film Photography”

Tsaimou, Konstantinou, Assistant Professor,
Department of Mining and Metallurgical Engineering
“Archaeological Research of the Ancient Site of Lavrio by the National Technical School”

Oikonomou-Papagiannopoulou, Athanasia, Professor,

Department of Mining and Metallurgical Engineering.

Stamou, Theodoros Assistant Director Department of Mining and Metallurgical
Engineering “Ancient Wreck Submarine Geophysical Research”

Veneris loannis Asist. Prof. Department of Architecture Engineering
“Architecture and Computering”








