2003 | Koupoukhia Metapdpewang [Metamorphose Kabinen] [A] [TNE] [EM] [AX] [EA] [EX] [BE] - 2003 | Cabins
of Metamorphosis [Metamorphose Kabinen] [I] [SS] [El] [PS] [PA] [SI] [V]

H eykardoraon o€ kevipiko me(odpouo e Baiudpng kard mv digpkeia ¢ performance | The installation on a central
pedestrian street in Weimar during the performance

H eykardoraon oto kdotpo Erepoumepyk | The installation at the Ettersburg Castle



2003 | KoupoUkAia Metaudpowanc [A] [TNE]
[EM] [AX] [EA] [EX] [BE]

Mia Tmapéufaon oTov dnuoécio  Xwpo, (oTov
eCOOPOPO TNG KEVTPIKAG ayopds TG Baiuapng),
MO €QApEPN YAUTITIKY eykataoTaon & pia dnupdaola
emTéENeon, He TEAIKO KAANITEXVIKO TIpOIOV €va
opxelokd  épyo  Bivieo.  Ta  UNkG  TTOU
xpnoiyotoinoa Atav {UAO Kkal ETolua TTPOIGVTa
kaBnuepiviig  xprong  (kaBapioTikd@,  KapékAa,
€QNUEPIdES Kal TTEPIODIKA, KAQETIEPA, QAITCAvIAQ,
motApia  Kal - GMa  Trapdpoia).  MéyeBog
eykaraotaong 4,4y X 1y X 2,3p. TeheoTtég kai
TPWTAYWVIOTEG TG OpAoNg NTAvV 01  QOITNTES
ApxitekTovikig Tou Mmdouyxdoug: Avve Mrake
[Anne Bake], 2ouCave Kiviar [Susane Kintat],
Poutept KouteAT [Robert Kobelt], Matiag Xéovep
[Mathias HaRner]. KataokeuaaTég Tou KoupoukAiou
ATaV 01 POITNTEG APXITEKTOVIKAG Tou Mmrdouyxdoug:
zouCave Kivrar [Susane Kintat] & Mikaeh Nike
[Michael Nicke]. H tapaywyhf Tou €pyou éyive
xpnuarodotoUpevn Péoa aTto TTAaiclo Tou diEBvoug
Tpoypapparog To 2yediaoua Pavrdp-2uvdéovriac
v Eupwmn — Anuioupyikdé avlpwirivo epyacTripio
o¢ Eupwmaikéc moAeic (2002-2004). ExtéBnke oo
€010 KOANTEXVIKO @EOTIBAN TnG Baiudpng-2003
[Kunstfest-Weimar] “Mimikry” [Miunon], kaBwg kai
070 Kdotpo tou Ettersburg, yia TNV KOTOANKTIKK
€kBean  Twv  KAANITEXVIKWV  épywv  TOU
oxediaoparog Paviap atnv Baipdpn, AuyouoTog-
zemréuPpiog 2003, otnv Teppavia. To Bivreo
BpaBeltnke pe 10 20 Ppafeio Ovouppr, agol
ekTEONKE otV EBvikry TMivakoBikn twv Tipdvwv
otnv AABavia 1o 2007. EuxapioTieg o€ dAeg kal
O00UC CUUMETEIXOV OTNV KATAOKEUR Kal QTnv
€MTENEON TOU £pYOU.

Aééetc & dpor whetowa: epyaoia, smdayyelua,
Ocarpo, emitéleon, agyirextovinog yawpog, 2 xat
3 baordoets, 0wt xar onuooto, pwToyeapia
& amacnxos  ywpos,  rabnuepwornra,

zEPoova, polog, dpdorn, TopToalto,

Eivat Suvatd vo ovvedntonooet uavelg Tov
EXLTO TOL AATA TY] SLAOHUELX LU XATAOTAGYG GTNV
omolo  Elval  LTOYEEWWEVOS Vo AELTOLEYYOEL
oLLPWVX ue GUYXEUQLEVOLG AOUVOVEG;
2LVELSNTOTIOLODHE TOLG YWEHOLG AL YQOVIXOVG
pooypots ot nabnpepowomnia pag Ko
UTOQOVLUE XQUYE VO EXTEIVOVLUE T OQLY HAC WOTE
av anelevbepwbovpe and v pouvtivay; 210 Epyo,
Brémovpe ™V pnyavn Adng voe adpdyvet etdveg
ATO UATOLOLG PYAULVOUEVINE LSLWTIXOLS YWOEOLS TOL
yivovtot dnpoato. Téooepa TEOCWTA
TomobeTNUEVO OE I AATAOMELY] ATO TEGCEQW
Eeywotota  dwpdtio  potdlovy  vor  ETMULTEAOLY
TETOIUMEVES Bpdoetg. Xty aEy” xabupilovy Tov
YWEO TOLG, eTOUAloLY %oPe xoL TOV oeERlEOoLY,
Eenovpalovtat. Ot teleoteg avtarhdocouvy Oéoelg
n&be pLomn wea, aVTAAAXGCOVTAG XAl ATXGYOANGT
p' auTd TOV TEOTO, EMHOVWVOVTAG UETHED TOUG.
Me ovtdv TOV TEOTO YUAYVW TO TOETEALTO
TECOXEWY 1OWVWY EOAwV xabnpepvotntag mov
"Sradpapatilovian” oto ovvoro "Koge-Mnop":
0L naboELoT], ToL KoeTln, ToL ceEPttdEov, Kt
0L OOV ToL EenovpaleTar uwl ATOAXUBAvEL
tov  nogé  tou.  Awkefa avtoLg  TOLG
OLYMEXQLUEVOLG QOAOLG YL VO GVATXQXOTYOW
namoteg Baoineg SdpaotnEomeg g Lwng Tov
epyalopévon. Auty] 7 Sovketd eyxataotabnue yo
EVOL AOYELIAL G Evay STPOCLO XMEO TG TOANG
e Baipdone. Apywd, eiya oav oxond vo
epmiééw TO %OWO OTO TEOCYeEOpevVo Oapa,
oLYLYALIVOVTAG TNV 18&x TOL Tt elvat dNPOCLOG UL
T Bwtnog yweos. H eyratdotaon mepteiye
XVTIXELUEVO KOG YONOYNS XL OL TEAEGTEC NG
SpAONG MAAOLYTAV VO EYXAUVIACOLY GTO %OLVO
SLaPOEOLE TEOTOLG XECS TOL YWEOL KLTOV XL
TOV  QVTIXELREVWY TOL iy PBaket exel péow,
eMEnTEVOVTOG ' TNV GAAY TO YWEIMO TAIGLO How
T YEOVIME OPLX TOL TOQETEAITOL, ONWG ALTO
yivetar avTANTTO nohteyvind. Telua, o otdy0C
dev Nty v (E€)LTNEETNCOLPE TO HOVO AARL Vo
T0 UTEEOLPOLUE AL VX HAVOLUE NTOTNUXTX,
TEOCUXAWVTNG ~ TO VO CUUMUETEYEL  OTN
dpaoTNEOTNTL UG, Vo WTEL,  TEMUK, OTO
"noptpaito". Me v wpa, ot Spdoelg yivovtot

novwviny dpactnetomta. Méoa and 10 enonTnd



et ot Técoeplg yweor Sev Eeywotlovy oAl
EVOTIOLOOVTAL GE o emova. BAénovpe 0co mepvd
7 ©EX TIC SPAOTNELOTNTES Vo extelvovTal €w and
TO TEOGSLOQIGUEVO TIAXIGLO TG AATUOUEVLTG, GOV
Voo extelvovial uot Ot LTREEELS TWY ATOUWY OTO
evpLTEPO  dnpoclo  YwEo.  Xtadand N
EYNUTAOTAOY] YIVETAL MATL GOV Tt VISOTOTOG, 1|
EVaL TIELQUPATING EQYAOTHQLO, UE TOUG TEAEOTEG VO
oLTOOYESLALOLY YOT|OLUOTIOLWVTAG TO AVTIXELULEVAL
%ol TO YWEO We ToEAS0Eo  nal U] AELTOLEYXO
TEOTO. "Etot AVOIUAADTITOVTAG ™mv
TEUYUATIHOTNTE TOVG 0TO "edw 1ot TR, Héow
o Eubpod  Tov  TEAETOLEYWOL XA TOL
"moyvidron", amedevbephvovtar and v nepodva,
XTMO TOV OXOTO TOL XOWWVIXOL QOAOL TOL TOLG
gyet tebet va vmmpetodv. To épyo aoyoleitar pe
T0 Qg oe Wa ovpPoluy oyéon, upe
OULVELSYTOTIOINGY] TOL (BLOL TOL LTOXELUEVODL, TNV
TEAYUATOTONGY] TNG ECWTEQUYG MUl UOLVWVINNG
o0 LRaEéNg péox amd MV nabnpepvi] Tov
1OWVOVIXY] OQAUCTYOLOTNTY PTAVOVTNG OTO GYHELO

Vo LTEETNONOEL  TOV  MAVOVX MOl Vo Yivel

3NULOLEYO ATOPO [E TOV SO TOL TEOTO.

AQWeEIC TG eykardaTaonc g’ évav amd ToUC KEVIPIKOUC
E(6OPOOUS TOU EUTTOPIKOU KQI IGTOPIKOU KEVIPOU TNE
Baiudpng | Shots of the installation on one of the main
pedestrian streets of Weimar's commercial and historical
centre



2003 | Cabins of Metamorphosis [I] [SS] [El] [PS]
[PA][SI][VI]

A public intervention, a temporary sculptural
installation & a performance in public space, with
end product a documentary, an archival video
piece; the material used are wood and everyday
use products (cleaning  products, chair,
newspapers, coffee machine, cups, glasses, and
more); size: 4,4m x 1m x 2,3m. The actors and
protagonists of the action were the students of
Bauhaus Architecture: Anne Bake, Suzanne Kintat,
Robert Kobelt, Mathias HaRner. The makers of the
construction were the Bauhaus Architecture
students: Suzanne Kintat & Michael Nicke. It was
produced sponsored by, and within the frame of the
international program Radar Project-Connecting
Europe - Creative Human Lab in European Cities
(2002-2004). It was exhibited in Kunstfest (Art
Festival)-Weimar 2003 “Mimikry” and in the Castle
of Ettersburg-Final exhibition of the RADAR Project
in Weimar, August-September 2003, Germany. The
video was awarded with the 2nd Onuffri Prize, after
being exhibited at the National Gallery of Tirana in
Albania in 2007. Thanks to all those involved in the
construction and performance of the project.

Is it possible to gain self-understanding, during a
situation where you are expected to function
within a context? Do we realize the boundaries
of time and space in everyday life, and can we
extend the limits and liberate ourselves from
routine? We see the video camera to grab
images of some seemingly private spaces during
becoming public. Four people situated in a
structure of four separate “rooms” seem to be
acting trivial performances. At the beginning
they clean the space around them; they make
coffee, they serve it and relax. The performers

exchange positions every half an hour,
exchanging in that way also their occupation,
communicating with each other. In this way I
portray four common ‘personas™ a cleaner, a
coffeemaker, a waiter, and an observer, a person
in leisure. I chose these specific ‘personas’ in
order to portray basic working activities of a
labouret's life. The work was presented into a
city's public place. I had the purpose to engage
the audience to the offered spectacle mingling
the notion of what is public and what is private.
The installation contained objects regularly used
and performers were invited to introduce to the
audience diverse ways of using the space and
objects, expanding the frame and time limits of a
portrait, as it is artistically perceived. On the
other hand the task was not to serve the
audience but to puzzle and create absurdities,
inviting it this way to our activities, to enter,
finally, also the "portrait". By the time, the
actions become social activities. Through the
eye of surveillance the four rooms are not
separate anymore but they unify into an image.
We see that as time passes the activities expand
out of the preset frame of the actual structure,
as if the persons expand their existence to the
larger field of public space. Gradually, the whole
installation becomes a sort of a playground, or
an experimental lab with the performers making
their own improvisational acts, using the objects
and space in absurd and non functional ways.
Thus, they liberate themselves of their personas,
and of the tasks they have been given to serve
through social rules. The lamps indicate the
symbolic energy of the conscious (enlightened)
person. Thus, the project Metamorphosis Cabins
deals with light in a symbolic sense; how a
person realizes of his own inner and social
existence through acting in everyday social life;
getting to the point to step out of the rule and
be creative on its own way.
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DAR -
Creative
Human Lab in
-uropean
Cities (2002-
2004

o Project with the support of the Culture 2000 Programme of the
Culture 2000  European Union.
The main purpose of the Radar Project was to elaborate a European model for
cities to promote integration among different social categories and inclusion of
marginalized groups and individuals through dissemination of digital modern visual
arts which have a great potential for the development of communication actions.

RADAR connecting europe

RADAR involved six cities in six European countries. The project aimed at working
through contemporary arts towards higher social integration within European
cities closer links between such cities.

This project is born out of co-operation amongst private and public institutions in
Venice, Cracow, Plovdiv, Athens, Weimar, Lewisham, one of the boroughs of
Greater London.




It was supported by the European Commission, Directorate General Education and
Culture through a grant awarded in the context of the Culture 2000 programme.
Such programme focused in 2001 on contemporary visual arts as a means of
fostering higher social and European integration and of reaching the overall goals
of the European Union.

The artists worked in two phases. During the first phase, they worked in Venice for
a period of approximately three months. They had a chance to enter into contact
with the well known and the lesser known realities of Venice and its hinterland,
with people living or working there and with the complex and often contradictory
realities of this place and its context.

They were involved in events which bring contemporary art to those who, even in
an ?art sanctuary? such as Venice, have been excluded, or have felt excluded from
contemporary arts discourse. They produced works of art which were exhibited in
a parallel exhibition at the Biennale of contemporary arts which opened in Venice
in June 2003.

In the second phase, they worked in smaller groups in the 5 other cities involved
and undertook a similar type of work, while putting to fruition individual and
collective lessons and experience gained during the first phase. Their work was
also exhibited locally.

Project coordinator Venice International University

Co-organizers City of Venice - Italy Bauhaus-University Weimar - Germany Fnv
Srl - Italy Plovdiv Municipality - Bulgary Municipality of Athens - Greece Creative
Lewisham Agency - UK Partners Krakow 2000 - Poland

Universita luav di Venezia - Italy

Universita Ca' Foscari Venezia - Italy
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the Radar Programme, Connecting Europe — Creative Human Laboratory in European Cities (2002-2004) on the website
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Culture 2000
Radar with the support of the

Culture 2000 programme of the
European Union

Bauhaus-Universitit
Weimar

The artists

Italy

Valentina Ferrarese, Claudia Losi,
Pennacchio Argentato, Lorenzo
Scotto di Luzio

Germany

Franz Hofner/Harry Sachs, Steffi
Jungling, Sigrid Lange, Natascha
Rossi

Bulgaria

Alexandar Evtimov/Svetoslav
Stoyanov, Georgi Linkov, Svetlana
Mircheva, Boris Missirkov/Georgi
Boadanov

Greece

Nikos Kanarelis, Dionysios
Kavallieratos, Georgia Sagri,
Anna Tsouloufi

Great Britain

Monica Biagioli, Charlotte Ginsborg,
Moorland Productions (Seetha
A./Kenneth Hay), Angus Wyatt
Poland

Daniel Banaczeck, Marta Firlet,
Wojtek Kolek, Marcin Strzelecki

Project Coordinating Institution
Venice International University

(italy)

Co-organizing Institutions
Comune di Venezia [(Italy)

FNV [ltaly)

Municipality of Athens
/Development Agency (Greece)
London Borough of Lewisham
Council/Creative Lewisham Agency
(Great Britain)

Municipality of Plovdiv (Bulgarial
Weimar Universitat [Germany)

Partner Institutions

IUAV University of Venice
[Faculty of Arts and Design [ltaly)
Ca’ Foscari University of Venice
(Italy)

Crakow 2000 (Poland)

Management Committee
Alessandro Spezzamonte,

Venice International University

Liz Bachhuber, Weimar Universitat
Andrew Carmichael, London Borough
of Lewisham Council

Lorenzo Cinotti, FNV, Venezia
Marco De Michelis, IUAV University
of Venice/Faculty of Arts and Design
Angela Vettese, IUAV University

of Venice/Faculty of Arts and Design
Vassi Leontari, Municipality

of Athens, Development Agency
Rossana Papini, Comune di
Venezia

Penka Loukova Stancheva,
Municipality of Plovdiv

Venice International University
Ignazio Musu, dean

Stefano Micelli, associate dean
Alessandro Spezzamonte, project leader
Lucia Di Gioia, project leader assistant
Elisa Carlotto, administrative assistant

IUAV University of Venice
[Faculty of Arts and Design
Marco De Michelis, dean
Angela Vettese, curatorial
coordinator in Venice

Martha Crombie, junior curator
in Venice

ENV Catalogue

Lorenzo Cinotti, project coordinator ~ Conceived by Angela Vettese
Laura Scarpa, project activities Editor Lorenzo Cinotti
coordinator in Venice Editorial assistant Elisa Carlotto
Claudia Miotti, assistant Graphic design TaPIro, Venezia
Translations JUST!VENICE,

Igor Folca Nash

Photographs Radar artists,
Stefano Graziani, Grazia Fiore,
Daniele Resini, Silvia Sartori,
Silvia Sbordoni.

Comune di Venezia

International and European
Relations

Andrea Del Mercato, director
Roberta Rebesani, officer in charge
Giuseppe Mella, junior project officer
Monica da Corta Fumei,
communication in Venice

Weimar Universitat

Julia Draganovich,

coordinator in Weimar

Liz Bachhuber, curator in Weimar
Claudia Loffelholz, assistant

Municipality of Ploviv

Ivan Chomakov, mayor of Plovdiv
Penka Loukova Stancheva,
coordinator in Plovdiv

Krassimir Linkov, director

of the National Art Gallery
Boriana Armenkova, Milena Nedeva,
coordinator assistants

Grisha Nikolov, graphic designer
Nikolai Niagolov, Angelina Rakova,
Sonia Georgieva, Plamen Stoianov,
technical support

Municipality of Athens

Vassi Leontari, coordinator

and curator in Athens

Panagiota Papadopoulou, assistant

London Borough

of Lewisham Council

Andrew Carmichael, coordinator
Brigid Martin, assistant

Rebecca Sacpoba, administration
logistics and support

Hannah Liley, curator

Dave Mabb, curator of Deptford X
and main point of contact for artists
Link with Goldsmiths college of
Art, Head of Masters in Art program

Radar Artists from Crakow
Daniel Banaczek, Marta Firlet,
Wojtek Kolek, Marcin Strzelecki,
Magda Silberring-Strzelecka,
coordinators and organizers in
Crakow

Billboards

Boris Missirkov/Georgi Bogdanov
photos and graphic design
Weimar photo by Marcel Kohler

Radar Infopoint event in
cooperation with Telecom Italia
Future Centre and Insula
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kaAitexvav | The catalogue of the Radar-Connecting Europe Programme — Creative Human Laboratory in European
Cities (2002-4) - The composition of participating countries, Municipalities, Institutions, Universities and artists



Exhibitions Thanks Alvise, Silvia, Teresa, and Pietro Special Thanks

Venice The Albany, Borjana Armenkova, Vianello, Gianni Vianello Bruno Dolcetta and Luigi Torretti
Radar Living external hoarding Anne Bake, Lucia Baracco, Paolo (Associazione Granello di Senape) (Insula), Fabio Di Spirito (Telecom
of the Insula building site, Basili (Benefica San Pietro Jen Wu, Vitale Zanettin, Marino Italia Future Centre), Fabrizio
(from May 2003) di Castello), Centro di Igiene Zavagno (Telecom ltalia Future Reberschegg [Consiglio di Quartiere 2)
The Fragment A+A Slovenian Mentale Palazzo Boldu, Marco Centre), Marina Zulian and Carlotta

Cultural Centre (21 May 2003) Buranelli, Maurizio Busacca Michelini (Associazione Barchetta

Radar Connecting Europe (Associazione Sumo - Palazzo Blu), Il Caffé Rosso di Santa

Centro Civico, Giudecca (June 2003]  Boldu), Lucia Busetto, Comune di Margherita, Muro di Campo San

Plovdiv Venezia: Enrico Sambo (Assessorato Luca, shopkeepers and artisans

Radar National Gallery of Modern Art alle Politiche Giovanili), Sofia from Venice and Crakow who

(September 2003) Rinaldi, Alessandro Paolinelli, participated in the project, all the

Weimar Riccardo Bon (Ufficio Civici Musei), tourists who helped creating the

Radar performances Mariolina Toniolo, Sandro Caparelli, tourists spiral on San Marco Square

Schillerstrasse (23 August 2003) Ambra Dina, Elena Astori, Omar as an attraction for the locals.

Radar exhibition Tommasi (Ufficio Urbanistica),

Castle of Ettersburg, (September 2003)  Cinzia Martini, Lidia Vedovetto

Athens - [Ufficio Pubblici Spettacolil,

Processing Radar Francesco Calligari (Centro

Technopolis [March 2004) Produzioni Multimediali), Michele

Lewisham Spangaro (Comunicazione), Silvio

Radar Temporarycontemporary Fuso (Palazzo Fortuny), Sandro

Gallery, Old Seager Distillery Mescola, Marigusta Lazzari, Mauro

Atlantic House, Deptford Bridge Galasso, Simone Aldegani, Roberto

Spacia PLC, Resolution Way, Ranieri [Cultura e Spettacolo);

Deptford (June 2004) Regina Chlopicka, lvan Chomakov,

Crakow Peppe Clemente and Paola Fortuna

Radar in Crakow (Studio Cheste), Associazione

Pryzmat Gallery (July 2004) Canottieri S. Alvise, Valeria Dona,

Michele and Gabriele (Global
Pubblicita), Dora Economou, Olafur
Eliasson, Favela Pavillion, Gerolamo
Fazzini [Archeoclub d'ltalia - Isola
del Lazzaretto Nuovo), Katjia
Fischer, Marino Folin, Aurora Fonda
and Lucia Pecoraro (Galleria A+A),
Alessandro Fontana, Elena
Fumagalli and Ilaria Boccagni
(Insulal, Franco Gazzarri, Sonia
Gencheva, Sonia Georgieva, Enrico
Glerean, Antonietta Grandesso
(Thetis), Anthony Gross, Roberto
Grossa, Mathias Hafner, Ignat
Ignatov, Susan Kintat, Roberto Kobelt,
Agnes Kohlmeyer, Joseph Kosuth,
Tsvetan Kotsev, Sonja Kuprat,
Charity ladies of Saint Martin
Church (Venice), Francesca Lamon,
Michele Lazzaroni, Ivan Linkov,
Carlo Loiodice, Carlo Marchesi
[Valle Perinil, Mauro Marzo;
Elisabetta Meneghel, Marco Ferraris
and Giorgia Gallina (Fondazione
BevilacqualLaMasal, Moeka Studio,
Massimo Monico (Mestiere Cinemal),
Maria Morganti, Francesco Morosin,
Manolis Pampousis, Milena Nedeva,
Nikolai Niagolov, Michael Nicke,
Grisha Nikolov, Marco Pazzi and
family, Michelangelo Penso, Nelly
Petrova (National Library of Plovdiv],
Spacia PLC, Orietta Prola, Angelina
Rakova, Gaston Ramirez, Fabrizio
Reberschegg and Renata De
Grandis (CDQ2), Raquel Sanchez
(TeDIS Center - VIU), Cesare Scarpa
(Isola della Certosal, Caterina
Scarpa, Paolo Scibelli (Biennale di
Venezia), Camilla Seibezzi, Daniele
Signaroldi, Magdalena Silberring-
Strzelecka, Chiara Simonato Rabitti
(Fondazione Querini Stampalia),
James Stevens, Jake Strickland,
Francesco Teardo and Gabriella
Scarnato (Biblioteca Centro Civico
della Giudeccal, Gudrun Teich,
Temporarycontemporary Gallery,
George Theothorakis, Rikrit
Tiravanija, Marta Tolomelli, Gianni
Trevisan (Associazione Il Cerchio),
Harisios Tsiouras, Luca Vascon,

O kardAoyog rou Mpoypaupatog Pavtap-Zuvdéovtag Tnv Eupwn — Anuioupyikd AvBpwrivo EpyaaTrpio o€
Eupwaikég MoAeig (2002-4) — O1 ekBEGEIC OTIC OTTOIEC CUPMETEIXA OTIG emIAeyUéves TTOAeIG: BeveTia, Baiudpn kai ABrva |
The catalogue of the Radar-Connecting Europe Programme — Creative Human Laboratory in European Cities (2002-4) -
The exhibitions in which | participated in the selected cities: Venice, Weimar and Athens
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Radar
Connecting Europe

Angela Vettese

In one of his films, Orson Welles gets Picasso to say that art is a lie that makes us realise
the truth. The maxim might be taken up again and hope that the European projects
devoted to the arts while being meetings of creativity put together artificially, prepare for
a future reality of reciprocal tolerance and union.

Like a needle that penetrates and sews, the initiative of Radar contemporary art has tried
to marry pieces of that Europe that we do not cease to desire despite the difficulties of its
birth. A small in vitro experiment, the young Radar artists have tried to live and work
together, facing up to their cultural differences and playing with them when overcoming
them instead was impossible. After all, they were selected by an international committee
with a criterion that was also centred on the spirit of conviviality, on a sense of humour
as a way of communicating and playing with possible incomprehensions. For months they
toured Europe from Venice to Weimar, Plovdiv, and as far as Athens, Lewisham, Crakow
and again to Venice for a choral conclusion.

An esperanto consisting of basic English permitted verbal communication, thereby in a
certain sense favouring a deeper, more sincere level of contact: where there are no
linguistic games that make it possible to blunt, calibrate or adapt one’s thinking to that of
other people, it almost becomes unavoidable to tell the pure, unadulterated truth. Even
getting angry, talking things over and making up has a more direct way when one has a
limited command of the language.

Every city was tackled by the group at different levels of comprehension: from the most
common and visible to its least predictable turns. In the Venetian phase, for example, that
culminated in a common exhibition at the Centro Civico della Giudecca, the first steps
were taken in reflecting on what it means to be a tourist versus being or feeling
integrated, without forgetting that the stranger in Venice is almost anyone not actually
born there. The first set of billboards was generated from these first steps, those
photographs blown up and shown in large size around the city that portrayed the artists
in their Venetian apartments. Called Radar Living, they conjure up the idea of an "almost
living’, a half life: the splendid furnished premises, in fact have the double flavour of real
domestic life and renting on a weekly basis of temporary, unreal stays, those that with an
irremediable contradiction enrich the city while impoverishing it of its youth. The show
went even deeper, following the methods widespread in the severest contemporary
artistic practice, the Radar artists went into the prisons, forayed into the social centres,
they came into contact with other Venetian artists and students on the visual arts degree
course with whom they shared their operating base at the Magazzini Ligabue in the Art
and Design department /IUAV. They got to grips with a Venice that was anything but
postcard-like, made up of industrial archaeology and social issues, a Lagoon that is not
just folklore but also a problematic environment grappling with the sustainability of its
development.

The next phase, conducted in Weimar, could not help but touch on the transition of the
city and the whole of East Germany to the West, from a communist culture to a certain

unconfessable but striking regret for times that are now gone forever. The artists also
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captured how political change has brought with it a slow, inexorable, palpable change in
very old everyday habits.

In Plovdiv, in Bulgaria, the artists were able to live in a single enormous nineteenth
century mansion; a reminder of a very well-off mercantile middle class immersed though
somehow removed in a country barely able to rise above very serious economic
difficulties. Where is the boundary between wealth and poverty, how much time and how
much space separate the capitalist world from the ex-communist one, how much energy
can and must the latter take from the former, perhaps now unaware of its own well
being? The artists have proposed works regarding these topics in the form of writings,
interviews and reflections over traditional iconography.

In Athens it was necessary to deal with Greece as the cradle of everything that nowadays
we call the West or in this specific case Europe. The highly symbolic competitions that
are the modern Olympic Games have emerged as a salient element of both the last
terms: like the contemporary art exhibitions and moreover with a disconcerting similarity
of methods, they push to a dispute that lies not just in talent but also in the ability to
tolerate frustrations, in shrewdness in comparison with the given norms, in knowing how
to impose a discipline although joking around with it. And the artists have [much more
than) joked on the basis of the competition as the origin of our way of being, giving
themselves medals for the negative aspects of their characters.

In Lewisham the drama of the megalopolis with its outskirts emerged: the artists were in
the suburbs of London where they brought their most painful testimonies. Artists who
had arrived on foot with just the clothes they were standing up in, artists who contacted
Polish immigrants, artists who have taken as a starting point the isolated life of terraced
houses and an urban landscape that passes easily from the opulence of the centre of an
empire to squalor of non-integrated immigration.

Old Fiat cars, made in the plants that the Italian manufacturer has transported to Poland
were the main players in a competition between two artists in Crakow. Here as well,
under the surface of a jocular way of tackling things, lies the awareness of a new
approach to life based on the competition and destiny of a Europe that after using the
East as an area of conquest, now moves to having to tackle the theme of internal
immigration and the difficult mix of traditions, faces, people who have been wounded in
the past by very different weapons.

Anthropologist Franco La Cecla has underlined more than once how it is not possible to
travel without suffering a little, without suffering the passage to the different and without
feeling a jet lag that has nothing to do with the break in the rhythm of light and dark and
that, on the other hand, is the only true sign that we are getting in touch with our guests.
Today in the time that has been called the ‘Revolution of Accessible Luxury’ (Silverstein
and Fiske), it would appear that the central problem would be precisely distributing
luxury and acting in such a way that the luxury and the styles of life of different
European countries harmonize sufficiently with each other.

Radar, they used to say, has wanted to be a small experiment. One way of understanding




up to what point this is possible, but above all if and how much is desirable. The question
is too complex and crucial for anyone to propose a solution.

The continuance and disappearance of differences are equally frightening and perhaps
this is the only certainty with which one leaves Radar. As for Europe, what Radar tells us
is that living with and building an artificial family or finding a natural family again that
history could have broken up is so complicated that only the simplicity of building one
human relationship after another, a knowledge of places one after another, one collective
work or game after another can help progress along the path.

Thus in Venice, a new set of twelve billboards were mounted on hoardings of restoration
sites. They depict the artists assuming poses in the cities perforated by the artists’
needle. The hope is that these images might pervade in people’s memory and might
contribute to the creation of an European spirit that enfolds like a patchwork quilt on
which each language has a specific, splendid translation: a word that we have yet to

discover whether it is better to forget or to preserve.
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Julia Draganovich Goodbye to Lenin’s Weimar What are young German artists likely to think of coming to Weimar for
the first time? Probably of the home city of German classical authors Goethe and Schiller, probably of Bauhaus that was
launched here, perhaps also of the Weimar Republic, with which Germany’s first democratic constitution was born. The
four Radar artists from four different countries and amongst other things certainly made more socially aware by their
three-month work stay in Venice, came to Weimar with other cultural baggage. Monica Biagioli, Charlotte Ginsborg,
Lorenzo Scotto di Luzio and Anna Tsouloufi were curious about Germany after the fall of the wall marked by an aesthetic
interest informed by the film Goodbye Lenin, thereby picking a red-hot aspect of Weimar’s current psychosocial makeup,
in 2003. It may not surprise anybody that, fourteen years after the great turning point, the relationship with the forty-year
long past steeped in a different ideological mindset is still the source of great tension. Charlotte Ginsborg, video artist
from London, had traveled not only with an already finished storyboard, but also had the soundtrack in the bag when she
arrived in Weimar. The story of the town planner, who has to project the leisure areas onto his hometown and

develops a sense of uneasiness with the surroundings, was perfectly suited to Weimar’s circumstances. The Bauhaus
school ‘had survived’ in GDR times as a university for the architecture and building industry: Weimar is today an
architects’ city, where the greatest attention is paid to public areas, especially parks and gardens. The controversy
between Modernising and Reception culminating in the establishment of the association of the Green Snake, which

would like to take Weimar back to Goethe's time. Charlotte Ginsborg spent her three weeks in Weimar with the camera
to her eye in the search for the remains of the old GDR and examples of graceless west and east planning, unconsidered
and shapeless corners and monuments, which, in the meantime, became all but invisible to the passers-by despite their
considerable power. What was left over of the day was sacrificed to the cutting room of the Bauhaus University. She let
the problem solving of her antihero struck with uneasiness with his surroundings be shown by many of Weimar's
representatives. If one finds the courage to close one’s eyes in an everyday work situation (behind the baker’s counter or
in the pharmacy) then one can perhaps make sure that life continues... Lorenzo Scotto di Luzio dared to risk foray into
the discrepancy between the public and the private. He has collected photos from publications and given them an
ironical text bubble as in comic books. Three photos came from travel brochures, showing young people at the beach
and in front of a Nivea blue sea. The declarations Scotto di Luzio puts into the mouths of the young people shown there,
range from a pious ‘God is with us’, to ‘'We are all feeling horny up to the outing of a beach-stud surrounded by
attractive young ladies ‘I'm a poof’ - which one of his companions confirms with 'You'd better believe it". The Radar
artists were put up in the scholarship winners’ rooms of the present Nietzsche archives during their stay in Weimar. It is
thanks to this sister that Nietzsche was considered for many decades as preparer of Hitler’s ideological path. Elizabeth
Forster-Nietzsche in her capacity as executor of the estate compiled the book The Will for Power from the unpublished




writings of her brother and her own free inventions and thus created the basis for a fundamentally wrong interpretation
of Nietzsche - and a friendship with Adolf Hitler, that lasted to her death. Scotto di Luzio stationed the famous Portrait
of the Nietzsche sister in the closing exhibition over the entrance door to the White Hall of Ettersburg castle. Through
the door one sees on the window front of the function room, which gives a view on the park landscape of the
Plicklerschen Schlage and the so-called ‘time flight corridor’ which connects Ettersburg castle, Museum of the Goethe
period, with the nearby Buchenwald concentration camps. ‘Oh, very site specific’ Lorenzo Scotto di Luzio puts into the
mouth of the unscrupulous falsifier in the service of fascism... Anna Tsouloufi undertook an investigation of the
structures of everyday ways of acting. Four wooden cabins equal in size, observable from the front and back equipped
with everyday items with different contexts, were set up in the pedestrian precinct, as part of the opening of the Weirnar
art festival. In each cabin another person previously instructed by Anna Tsouloufi, performed the same sequence of
operations: boiling coffee, cleaning the area, reading, observing. But the routine was soon modified creatively, the
people of the individual cabins visited each other and participated in what their neighbours were doing, invited
spectators to join in and clearly had great fun in the only apparent routine despite the bad weather. Monica Biagioli was
on the trail of the fading and constantly changing memories of the GDR period. After searching through television
material from the GDR period, in the archives of the Bauhaus university, she selected an advertising film of the German

Weimar

83

hygiene museum, which is now only a memory for the children of the GDR, because it attributed the story of Snow White
being seduced with the apple by the witch due to a lack of cleanliness. Biagioli examined this film from the view point of
how clearly the human faculty of memory changes memories. In four versions on different technical media (an old GDR
television, a modern TV screen, a video projector and a mini LCD screen) first parts of the picture sequence were
skipped, then some soundtracks faded out, pictures deleted, shortened, changed, until only a general impression on the
technically ultramodern mini screen was left. Monica Biagioli called this work of the memory which the exhibition
visitors compare with their own memory habits, Forty years.
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lodAia Nrpaykdvofirs | From the catalogue of the Radar-Connecting Europe Programme — Creative Human Laboratory
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In the installation/performance by Anna Tsouloufi, the repetition of
everyday domestic rituals turns into creative and interactive actions
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Nikos Kanarelis

1975 Born Athens, Greece

Selected Group Exhibitions

2004

Strictly Suitable, Byzantine and
Christian museum, Athens
[painting]

Twist, Video Zone2 The
International Video Biennale,

Tel Aviv

Memories are made of this,
Modena, Italy [video)

Everyday Hellas, White Box Gallery,
New York [video]

The Sneeze 80 x 80, Gazon Rouge,
Athens [video)

Milano flash art fair, Una hotel
Tocg, Milan (video)

Radar Processing, Technopolis,
Athens [video)

2003

Fines and Arts, International digital
art exhibition and proseminars,
College of Fine Art, Shanghai
Making the news, Zappio Building,
Athens [print)

Music reflections - awareness of
history, Kilindromili Saradopoulou,
Piraeus, Greece [video]

20 Rooms, Saint George Lycabettus
Hotel, Kappatos Gallery, Athens
linstallation]

Radar, National Modern Art
Gallery, Plovdiv, Bulgaria (video)
Becoming, 1st Public school of
Hydra, Hydra, Greece [video)
Radar Connecting Europe, Centro
Civico Giudecca, part of Extra 50,
50th Venice Art Biennale

The fragment, A+A Centro
Culturale Sloveno, Venice [print]
Scope, Dylan hotel New York, US
[video)

Anthem to freedom, with G.Sagri,
Gazon Rouge, Athens [video
installation]

2002

Seeing is believing, of photography
and video, Gazon Rouge, Athens
[video)

Ruins inhabitants, Theoxenia Hotel,
Portaria, Volos, Greece (video)
Glimpses [digital loops],
www.softknot.gr/glimpses

2001

A different exhibition space,
Pireaus metro station, Pireaus,
Greece [painting)

Inscription Landscapes, GSEE
Building, Athens [video]

2000

Mediaterraterra 2000
neoltechno]logism The Factory,
School of Fine Art, Athens [video)

nkanarel@hotmail.com

Dionysios Kavallieratos

1979 Born Athens, Greece

Selected Group Exhibitions
2004

Rheinschau Art Cologne Projects
Videozone 2, Video Biennale,

Tel Aviv

Processing Radar, Technopolis,
Athens

Radar in Cracow, Pryzmat Gallery,
Cracow

2003

Radar Connecting Europe, Centro
Civico Giudecca, part of Extra 50,
50th Venice Art Biennale

2002

Month of Photography, The factory,

Athens
Presence-Absence, Peri Tehnis
Galery, Patras, Greece

dionisiskavallieratos(dhotmail.com

Georgia Sagri

1979 Born Athens, Greece

Selected Group Exhibitions

2004

Manderlay, Hotel Astoria, 5th
Forum for European Artistic
Mobility, Thessalonica, Greece,
drawings

Videokunst geist, gemeinschaft und
tschai, Athens, video

Metamorph - 9th International
Architecture Exhibition, Venice

Et inliraq ego, Alpha Station,
Athens, video

Domestic alien, Ileana Tounta
Contemporary Art Center, Athens,
video

Radar Processing, Technopolis,
Athens, video

Breakthrough! Greece 2004,
Contemporary Perspective in the
Visual Arts ARCO '04, Madrid, video
and drawings

Radar, The Albany Douglas Way,
London, performance

2003

So Much... So Great, Contemporary
Art Center, Larissa, Greece,
drawings and performance

Solus Locus, Gazon Rouge, Athens
Radar Connecting Europe, Centro
Civico Giudecca, part of Extra 50,
50th Venice Art Biennale, video,
photography and performance
Anthem to freedom [with Nikos
Kanarelis), Gazon Rouge, Athens,
video installation

2002

Seeing is Believing, Gazon Rouge,
Athens, photography

Still Life I, School of Fine Arts,
Athens, performance

Glimpses,
htpp://www.softknot.gr/glimpses,
digital loops

Ruins Inhabitants - Still Life I,
Hotel Theoxenia, Portaria, Greece,
performance

2001

Before you enter take your shoes
off, School of Fine Arts, Athens,
performance

A damaged piece of video for
closed eyes, Café Muller,
Rotterdam, Holland, performance
In the shop windows, Deste
Foundation, Athens, performance
1st Prize

2000

Night town café, Rotterdam,
performance

Selected Solo Exhibitions
2003

Georgia Sagri Solo Show, Gazon
Rouge, Athens [video, drawings,
performance)

sgeorgia@mail.gr

Anna Tsouloufi

1971 Born Athens, Greece

Selected Group Exhibitions
2004

Athens 2004, Toward a New
Capital. Recording the city of
Athens before the Olympic Games,
with GROUP Of 5, A-station, Athens
On the Edges, Weimar, Germany
Processing Radar, Technopolis,
Athens

The Veil. Student research for art,
politics, and aesthetics, K&K,
Weimar, Germany

Overlay and Display, Weimar,
Germany

2003

ASPRO Exhibits, with Dora
Economou, Aspro Gallery, Athens
Radar, held within Kunstfest,
Castle of Ettersburg, Weimar
Radar Connecting Europe, Centro
Civico Giudecca, part of Extra 50,
50th Venice Art Biennale

The Fragment, A+A Gallery, Venice
2002

Suburbia. The immense area of the
Athenian suburbs, A-Station,
Athens

9th International Month of
Photography, ASFA, Athens

2001

37-58' B/23-43'A, One night group
show, Art Group ‘Filopappou’,
Filopappou hill, Athens

Inter Alia, Dionysiou Aeropagitou
pedestrian Area, Acropolis, Athens

Selected Publications

2003

Dreams And Conflicts: The
Dictatorship of the Viewer, 50th
Venice Biennale catalogue
Without Limits. The Immense Area
of the Athenian Suburbs, Futura,
catalogue

2002

9th International Month of
Photography in Athens, Greece,
catalogue

2004

The Veil, K&K, catalogue

Public Art and New Artistic
Strategies, Bauhaus-University
Publishers, Weimar

annaf@artanna.net
www.artanna.net
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Public Art and New
Artistic Strategies
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published
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Anna Tsouloufi Lagiou

1971 Athine, jeton dhe punon né Athing, Greqi / 1971 Athens, lives and works in Athens, Greece.

Projekti Kabinat e Metamorfozés / The metamorphosis cabins project

Projekt * Kabinat e Metamorfozés” trajton idené e shtépisé, hapésirés sone private, né njé kuptim simbolik: sesi njé person béhet i ndérgjegjshem,
kupton kufinjté e tij individual dhe esoterik duke vepruar né jetén e pérditshme. Ky projekt éshté paragitur si njé ndérhyrje né hapésirén publike.
A eshté e mundur per té arritur kuptim té vetvetes, gjaté njé situate kur jeni i pritur té funksiononi brénda njé konteksti? A i kuptojme kufinjte
e kohés dhe te hapésirés ne jetén e pérditshme, dhe a mundemi te shtrijme kufinjté té hapésirés soné private, dhe té lirojmé veten toné nga
rutina?

Uné paraqes katér role: njé pastrues, njé béreés kafesh, njé kamarier dhe njé mbikeqgyrés, njé person duke pushuar. Uné zgjedh kéto “role” té
caktuara né ményré per té treguar aktivitetet baze té njé individi né jetén e pérditshme. Puna éshté paraqitur né hapésirén publike té njé qyteti.
Uné kisha pér qellim te pérfshija audiencen tek spektakli ku pérzihet ajo ¢'éshté publike dhe private; duke béré privaten publike dhe anasielltas.
Instalacioni pérmbante objekte qé rregullisht pérdoren né cdo shtépi dhe ishin sjellé nga supermarketi. Aktorét ishin ftuar per ti sjellé audiencés
menyra té ndryshme te pérdorimit té hapésirés dhe objekteve, duke zgjeruar kufinjté e kornizés dhe té kohés, ashtu sic perceptohet
artistikisht.

Ne anén tjetér, detyra nuk ishte per ti shérbyer audiencés por per té véné gjérat né dyshim dhe pér té krijuar absurditete, duke i ftuar per té hyré
ne kété menyre tek aktivitetet, dhe pérfundimisht, gjithashtu edhe ‘portretin’, dhe hapésirén private té protagonistéve.

Ne shohim video kamerat qé kapin imazhe hapésirash té ngjashme private ndérkohe gé béhen publike. Katér njeréz té vendosur né njé strukturé
né katér hapésira ‘dhoma’, duken sikur sillen né menyré cuditése. Né fillim ato pastrojné hapésirén pérreth tyre; bejné kafe, e shérbejné ate
dhe pushojné. Aktorét shkémbejné pozicionet cdo gjysém ore, gjithashtu duke shkémbyer punén e tyre, duke komunikuar me njéri- tietrin. Né te
njéjtén kohe, kéto béhen aktivitete shoqérore. Ndérmiet syrit té mbikégyrjes, katér dhomat nuk jané me té ndashme por bashkohen né njé imazh.
Ne shohim qé me kalimin e kohes aktivitetet zgjerohen jashté korrizés sé tashme te strukturés, thuajse individét zgjerojné ekzistencén e tyre,
shtéping e tyre ne njé fushé te madhe té hapésirés publike. Ngadalé, i tére instalacioni béhet njé shesh loje, ose njé laborator eksperimental me
kéto aktoré qé improvizojné vete veprimet duke pérdorur sendet dhe hapésirén né ményré absurde dhe jo funksionale. Késhtu qé, ato lirojné
veten e tyre nga kéto role, dhe nga detyra qé i éshté dhené per té shérbyer me ligiet shogerore.

Kater aktorét ishin studenté nga shkolla e Arkitekturés Bauhaus University i Weimar, Gjermani.

E gjithe puna artistike, instalacioni dhe performanca u krijua né Weimar, Gjermani ndérmjet ‘Projekti RADAR- Bashkimi i Europés- Arti Bashkéko-
hor pér Qytetet Europiane’ sponsorizuar nga Komiteti Europian dhe Programi Kulturé 2000; performanca u bé brenda Festivalit té Artit Weimar
‘Mimikry', né Gusht- Shtator, 2003; instalacioni bashké me dokumentimin e performances u prezantua si skulpturé né Keshtjellén e Ettersbourg,
prane Weimar dhe Buchenwald. Puna ekziston vetém né video- dokumentar dhe foto.

The project "Metamorphosis Cabins” deals with the idea of home, our private space, in a symbolic sense; how a person becomes conscious, real-
izes his own esoteric and individual limits through acting in everyday life. The project was presented as an intervention in public space.

Is it possible to gain self-understanding, during a situation where you are expected to function within a context? Do we realize the boundaries of
time and space in everyday life, and can we extend the limits of our private space, and liberate ourselves from routine?

I portray four common ‘personas’ a cleaner, a coffeemaker, a waiter, and an observer, a person in leisure. | choose these specific ‘personas’ in
order to portray basic activities of a person’s everyday life. The work was presented into a city's public place. | had the purpose to engage the
audience to the offered spectacle mingling the notion of what is public and what is private; making the private public and vice versa.

The installation contained objects regularly used in every house and were bought from the supermarket. Performers were invited to introduce
to the audience diverse ways of using the space and objects, expanding the frame and time limits of a portrait, as it is artistically perceived. On
the other hand, the task was not to serve the audience but to puzzle and create absurdities, inviting it this way to there activities, to enter, finally,
also the "portrait”, and the protagonists’ private space.

We see the video cameras to grab images of some seemingly private spaces during becoming public. Four people situated in a structure of four
separate “rooms” seem to be acting trivial performances. At the beginning they clean the space around them; they make coffee, serve it and
relax. The performers exchange positions every half an hour, exchanging in that way also their occupation, communicating with each other. By
the time, their actions become social activities. Through the eye of surveillance the four rooms are not separate anymore but they unify into an
image. We see that as time passes the activities expand out of the preset frame of the actual structure, as if the persons expand their existence,
their Home to the larger field of public space. Gradually, the whole installation becomes a sort of a playground, or an experimental lab with the
performers making their own improvisational acts, using the objects and space in absurd and non functional ways. Thus, they free themselves
of their persona, and of the task they have been given to serve by the social rule.

The 4 performers were actually students in the school of Architecture of the Bauhaus University of Weimar.

The whole artwork, the installation and the performance was created in Weimar-Germany through “The RADAR Project-Connecting Europe
- Contemporary Art for European Cities” sponsored by the European committee and the Program CULTURE 2000; the performance was held
within the frame of the Art Festival of Weimar "Mimikry" in August -September 2003; the installation together with the documentation of the
performance was presented as a sculptural piece in the Castle of Ettersbourg, located near Weimar and Buchenwald. The work exists only in a
video-documentary and photos.
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Anna Tsouloufi Lagiou

Kabina e Metamorfozés / The metamorphosis

cabins project
Video / video stills, 2006
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presume that one should not have a great difficulty under-  truth perhaps overlooked, taken for granted, set aside or simply
standing that behind the benignly positivistic, idiomatic facade  forgotten. The works presented here are not only an investiga-
of the “There is nothing like home”, the theme of the 13-th  tion into our natures, into our condition of what we are like in
exhibition of the Onufri Prize international competition in visual  our specific circumstances and families, in our relationships in
arts, therein lies a more profound concern; one that deals with  and around the family; they appeal not only to an artistic elite
the fate of the modern day family; its structure and members,  (if such a thing still exists) and an inner circle, but in their own
sufferers and carriers not only of their personalities and nos-  way, each work, however simple sometime its narrative may ap-
talgic pasts, but of class [there where it still exists, in the ideo- pear on the surface, aspires to deal with a hugely personal is-
logical sense) and history itself. The meaning and significance  sue (therefore undecipherable at some of the most acute works
of these symbiotic terms, “family” and “individual” primarily in  where artists deliberately cross the ominous Conradian dusk
the Albania and Europe of the 3rd millennium, have undergone  line from one human state to the other, from youthful innocence
simultaneously in a dialectical manner for the last 2 decades to the heart of adult darkness), while trying to express this pri-
momentous transformations, gone through socio-political radi-  vate inner impulse and sensual sediment through often fiercely
cal changes, which not only make the definition of a “home” and  personal visual statements, in an attempt to make it visible to
“family” even more problematic and slippery than before, but  everyone.
demand to bring in as part of that process of definition the reck-
oning of other socio-psychic phenomena that modern life has  Nowadays no one is anymore so sure what art, and the role
brought to the fore as “"essential” composite parts of a human  of art is and if you happen to believe Baudrillard, “art is simply
being today, in comparison with other periods in human history.  what is discussed in the art world” and “the banality of art is
The ever increasing divorce rate, massive migration of young mixed to the banality of the world"; but there is no denying that
people especially from Eastern Europe, single parent families, its representations have become a direct and total means of
teenage pregnancy, and the general neglect of parents and vehement social critique. | for one still believe that, whatever
elders by children are testimony to the radical changes | am its second or third association and disguise is or might be, the
talking about. primary function of art has always been and still is to make life
more interesting than art.
The reasons for this are complex and you can not just go around
blaming this or that phenomenon as the sole cause. Maybe one  Maybe | am wrong, and | hope to be wrong, but from watch-
of them would be as simple as what Lefebvre says in “Critique  ing the works here it seems to me that our Western modern
of Everyday Life": "Natural and spontaneous (animal and human]  world, the society of meaningless denigrating spectacles where
life offers nothing but ambiguity and the same is true for the everybody is fatally innocent and blatantly a perpetrator of this
amorphous muddle we know as the everyday in all its triviality...".  spectacle, has less and less place for an institution like family
But where does the postmodern man of today's who is so fond  in its traditional sense, despite all the glorious trumpets to the
of ambiguity and rejects all the grand narratives, as Lyotard contrary. Where and how all this journey of the family and the
would insist, stand faced with the family issue, which surely is a  individual being will end no one can tell but from the works here
non-negotiable grand narrative in itself? This, | hope, would be-  you can gauge a strong understanding of the scale and the pri-
come clear watching and analyzing the works of this catalogue.  ority of the problems to be tackled if one wants a better future.
| have always thought of and considered art museums and gal-
leries to be some sort of an aesthetics hospital, a lonely place  Mankind has always had hope that there would be a grandiose
where reality grinds and bites itself to the core, where old or  transformation of their lives, a new way of life, outside religious
new ideas, trends and socio-aesthetic currents take a thorough  frame, that would elevate them to true free social beings, not
artistic beating so we can glimpse the myriads of implications, forced to lie or prostitute to exist with or without the family as
links and consequences of their teleological totality to everyday  a frame or institution. If there is any hope at all for the future of
life displayed bare under a fierce artistic examination, as also, this ever happening, than this would come, as Adorno stresses
from time to time, to see if art still has the possibility “to foretell  in “Minima Moralia”, when men: “Only by virtue of opposition to
and anticipate, to invent, to create “revolutionary” microevents” [mass]}- production as still not wholly encompassed by this or-
(Baudrillard), in the face of an exhausting confrontation with an  der, can men bring about another [way of life] more worthy of
increasingly unclear everyday reality of the modern family. With  human beings”.
this thought in mind | co-wrote this year's theme for this fatigu-
ing game of hope and wait, of social wounds paraded and artistic
bandages applied, is, for me, still one of the most significant and
impetuous aspects of today's art. Whoever sees these works is
assumed to share a communal truth (in this case a “standard”
home of whatever description, a sense of place, of belonging), a

Rubens Shima, curator Onufri 2006
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here's no place like home,” is the phrase Dorothy

chants in the film the Wizard of Oz, in her urgent at-

tempt to be transported back to her family and farm
in Kansas. Despite her exciting adventures in the magical
and colourful land of OZ, where she is treated as a wise,
brave and compassionate adult, adolescent Dorothy longed
to return to the black-and-white world of the farm. The brief
time she spent in OZ clouded her vision of home. Kansas
was not a safe or welcoming place. Her family was strict and
had no patience for Dorothy's rich imagination, she had not
friends beyond her dog, the family lived in fear of the town's
wealthy tyrant, and the forces of nature could destroy the
home and family with a single tornado. Yet, home was famil-

iar. Leaving it meant facing the unknown

The artists in the Onufri 2006 respond with similar conflict-
ing emotions to “home.” Their works provide a variety of
definitions of home, homelessness, and nomadic life. Home
as family, home as fortress, home as community, home as
a place in the imagination, and home away from home are
compellingly explored in a variety of media. The strength of
the Onufri's exhibitions, lured artists from throughout Eu-
rope, Greece, and the Mediterranean, as well as Albania to
apply. For this international juror, it was an effective

introduction to the work of several outstanding artists, three

of whom were awarded the Onufri prize.

The exhibition itself was temporary. Fortunately, after all
the works were dispersed to their homes, the catalogue re-
mains as a lasting document of the brief exciting moment of
Onufri 2006.

Bonnie Clearwater
Executive Director and Chief Curator, Museum of Contemporary Art, North Miami, Florida, USA
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alking through the exhibition spaces of the Nation-
al Gallery of Arts in Tirana and reflecting about
the given theme of the 13th competition of the

Onufri Prize, | had the feeling that the whole exhibition space
was questioning the meaning of its own ubi consistere.

Between the wing dedicated to icons (the Prize is named
after the most famous Albanian icon painter, Onufri), the
wing of nineteenth and twentieth century painting, the one
of Socialist art, or the one of neaclassical and realist sculp-
tures, only the thread of contemporaneity could let me ex-
perience in its entirety, as a viewer, the problematic nature
and the strength of such a concept: there is no place like
home. Home? In the high and Romantic sense of the Hei-
mat? House/homeland, native land, the present time fed by
the vitality of the historical, cultural and emational origins, in
this case, by a dimension of deep harmony between place
and common life? Or rather the present to be considered as
a place where to leave the signs, and sometimes the waste
(Junkspace, as Rem Koolhaas would say), of a past that
cannot be put to order anymore? The thread of contempo-
raneity, represented by the most recent artistic concerns,
seemed to me to be the trail that allowed us to penetrate
through the current contradictions. Following it unravel be-
tween the wings of the home,/museum in Tirana, | thought
the problem was no longer to put the past in order and con-
nect it to the present and perhaps it was, overall, not even a
problem of connections; nor one of meaning. Maybe houses
[our private ones, as well as that common house for which
the museum has stood so powerfully as a symbol) cannot
offer any longer an orderly arrangement of settings. Every
wing is a situation; every work an entrance into the labyrinth.
| thought that, if the space | was walking through was some-
how a labyrinth, it was however an empty one at that as the
Minotaur has disappeared a long time ago: in those wings,
his tragic heartbeat was by now only a distant and dimin-
ished echo. | believe the artists tried to listen to and express
this echo of danger, this slight sign of strangeness, which
makes labyrinthine every home.

Thus, the places where we live, the orderliness we would
like to identify with, vibrate with a restlessness that cannot
be expressed anymore by materializing a tangible threat
- by a sudden reappearance of the Minotaur. But what it
consists of is a purgatorial condition in which intimacy and
strangeness blur with one another. An indimbo condition
that permeates our everyday spaces, our usual objects, our
affections, our habits. Many of the exhibited works reiterate
with strength precisely this undetermined status, by keep-
ing in balance the current impossibility to express a quiet
and peaceful sensation of “feeling at home” - in German,
the word Gemiithlichkeit synthesizes this condition and is

often used to death by the advertising industry, or to define
the exemplary life of a politician to be elected - and the risk,
considering the subject, to personify cries and anguish that
can nonetheless reverberate between the domestic walls of
one's home.

But is a vibration itself already banalized now by the serial
production of horror movies, violent videogames and daily
news. Instead what the works on display in their complexity
were able to describe was a status of emotional suspension
that accepts fleetingness and uncertainty as elements of the
‘natural’ condition of being at home.

The city of Tirana is undergoing a deep transformation be-
ing one of the urban frontiers of the more general European
transformation that has occurred during the last few years.
The sensation of ‘feeling at home’ in Tirana, and in Europe es-
pecially after the recent expansion of the borders of the com-
munity to other countries, is a very complex and stratified
feeling. For sure this is not anymore time of Minotaurs lying
in wait at the end of the labyrinth; but when walking through
the rooms of the house, of the house as it is conceived by
the works in this exhibition, you feel a slight tension, holding
your breath like someone who, even being European, had to
understand until yesterday (and maybe even today), in a split
second, if other’s behaviour was a sign of threat or rather
of friendship, or if it was still their home, that thing that the
unusual chiaroscuro of the nightfall suddenly transformed in
a mass of shadows.

Considering the importance of the exhibition's theme, a
theme that relates so well to the current Albanian condition
and, generally, to the European one - therefore to the Italian
condition too, a country whose history on many occasions
has intertwined with that of the Albanians - we thought that
the exhibition could have other venues, places where ques-
tioning the meaning of ‘feeling at home' could be as much
relevant. Like in Venice and Venice mainland, as the city rep-
resented in the past and still represents today one of the
most important cultural nodes for a thorough observation,
especially from the artistic standpoint, of social mutations at
work in the society.

Riccardo Caldura

Professor of Phenomenoalogy of contemporary arts, Academy of Fine Arts, Venice. Artistic Director, Gallery " Contemporaneo"”, Mestre-Venecia
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Tov Anpikio tou 2005 mpayuatornoirifnke ékBeon eikaotikoy Bi-
VIEO QOITNTPIRV Kal gortntwyv tng AZKT yia mévie pépeg (13-17)
otov ekBEOIaKS XWPO TNG ZXOAG «TO £pY0OTdcion, Meipaidc

256, Ayiog lwdvwng Péving.

To nevBrjuepo ouvodeltnke and dlo MapdMnAeg exdnAwoeic:
[MpoBAriBnkav épya eikaotikol Bivieo, Ta omoia mapaxwpenoe
guyevig To EBviké Mouaeio Zbyxpovng Téxvng amd tig pévi-
HEG OUANOYEG TOU.

Me titho «H biapkric apnxavia umpootd atov Mnéucy mpaypa-
Toroindnkav mpoBoAég Bivieo tpiwv Spdoewv tou Mmdug, pe
eloaywyr} kar oxéNa g Iotopikol téxvng Péag Ztpiyydpn-

Thonges. AkololBnoe oulrjtnon pe tnv i6ia kai Toug Mapia

Mapaykol, kpitikd-ioTopikd Téxvng, Sieublivipia Kévipou

20yxpovng Téxvng PeBlpvou, Niko uddkn, kprtikd téxvng, kat
Niko AaokahoBavdorn), BewpnTikd TExvNG Kai emikoupo kadn-

YNt TNG Avwtdtng 2xoAc Kalav Texvav.

In April 2005, for five days (from April 13 through April 17, 2005),
an exhibition of video art was held at “the factory”, the exhibi-
tion venue of the Athens School of Fine Arts (Pireos 256,Aghios

loannis Rentis).

This five-day exhibition was accompanied by two parallel events:

On April 13, video works were screened, which were kindly
lent by the National Museum of Contemporary Art.
On April 14, under the title “The continuous mystification in the
presence of Joseph Beuys” videos on three actions by Joseph
Beuys were presented; the videos were introduced and com-
mented by Dr. Rea Stringari-Thonges, who also participated in
the panel discussion that followed, along with Maria Marangovu,
art critic/art historian and director of Rethymnon Centre for
Contemporary Art; Nikos Xydakis, art critic;and Nikos Daska-
lothanassis, art theorist and assistant professor of Art History
at the Athens School of Fine Arts.







H éxbeon Eikaotikoy Bivteo mou Siopyavaver n Avwtdtn Zxohdj Kahdv Texviv napoucidler Snuioupyikée EPYAOIEG TWV POI-
TPIGY KAl TV QOItNTdV TG IxoAfg Mou éyivav ta teAeutala xpdvia kai Seixvouv Tov Suvapiopd kai Ty riopeia avdntu-
ENG Twv Yneiakey pécwv. Autd Ta péoa e10ixXBnKav WG VEO YVWOTIKS QVTIKEIUEVO 0T IxOA, apXIKd TO akadnuaikd étog
1993-1994, o meipapatikd otddio. Extote, To peydho evBiagépov piag Siapkdg auEavépevng pepidac QOITNTPIWV KAl QOITN-
v 0drjynoe 010 va anoKToouy Ta TMePIcadTEPa EPYacTAPIa Yn@Iakd péod, ad kai va eviaxBolv oto npdypappa orou-
Sv wg mportuxiaké pdbnua ta molupéaa. Emiong SnuioupyrBnke petantuxiaké mpdypaupa oto 810 medio KAANITEXVIKIG

dnuioupyiag, To omofo éxel Mpowdrioer TV £peuva kai éxel 48N anoddoel onpavTIKoUC Kapmoug.

Autr n ékBeon éxel okomd va avadeiEel Ty mpooibia poper, SnAadh v 18iaitepdTnTa Kai TN XapaKINPEIoTIKY yPa@r] Tou €IKa-
otkoU Bivieo, n oroia diagoporoieital and dMeg xpAOEIG aUToU Tou pECoU kal SiekSIkef N povadikdtntd tne, 100 wg
€vvola 600 Kal WG eéppa. Méoa amd T epyacieg Toug o POITTEG KAl QOITATPIES Slepeuvolv Snpioupyikd v évvoia tou
XpGvou o€ MOManAG enimeda kai enegepydlovial véoug TPdMOUS EIKAOTIKAG agerynong, e eupnuatikdtnta, apeodtnta, xiol-

pop, pavtaocia kar 1d1aitepn uneubuvdtnta.

Autég eival o Adyog mou n AZKT mpérer dueca va dnpioupyroel évav véo Topéa o omoioc va KaMigpyel TV téxvn Tou avarrtio-
OETal PE TG VEEG Texvooyieg, liati n avBpwridtnta, and téte mou undpxel o' autiv T yn, ovelpeletal kai Snuioupyei dveipa Tou

xapdooovtal ndvw oTo Xpdvo, eAISEC piag kahiTtepng whG, He Ta epyaleia Tou o avBpGTIVOC VOUS OUVEXWG KATAOKEUALE!.

Xpdvng Mnétooylou
nputavng g Avwtdtng Zxohri¢ KaAdv Texviv

The Video Art exhibition organized by the Athens School of Fine Arts presents the projects made in the past few years by
students of the School, showing the drive and the development of digital media. Initially, in the academic year 1993-1994, these
media were introduced into the curriculum as a new subject of study, in an experimental stage. Ever since, the keen interest
of a constantly growing number of students has led to the acquisition of the latest digital facilities; furthermore, Multimedia
has been introduced into the curriculum as an undergraduate course.A postgraduate program was also created in the same

field of artistic creation, which has promoted research and has already borne substantial fruits.

This exhibition aims at setting off the appropriated form of video, namely its particularity and its characteristic mode, which
is differentiated from other uses of this medium and claims its singularity, both as a concept and as a form.The students in-
vestigate through their videos the notion of time on multiple levels and elaborate new ways of visual narration, with inge-

nuity, directness, wittiness, imagination and a particular sense of responsibility.

For that very reason, the Athens School of Fine Arts has to set up promptly a new department, which shall foster the art that
develops through the new technologies. Since its first existence on in this Earth, human kind dreams and creates dreams that

are inscribed on time, the hopes of a better life, using the tools that are incessantly constructed by the human mind.

Chronis Botsoglou
rector of the Athens School of Fine Arts
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H éxBeon opyavwBnke amé Toug:

Nopyo Xouhiapd, avumpitavn kai kabnyntd FAuntikic
Péva Manaonipou, kabnyritpia Zwypapikrig

Zé&gpo =ayopdpn, Aéktopa Zwypd@IkAg

Ndvvn Mehavitn, ouvepydtn tou topéa MAumTikig
Mdpyo Koupavidn, ekmpbéowno twv @ortntwy

The exhibition was organized by:

Yorgos Houliaras, vice rector and professor of Sculpture
Rena Papaspyrou, professor of Painting

Zafos Xagoraris, lecturer of Painting

Yannis Melanitis, collaborator of the Department of Sculpture
Yorgos Koumanidis, students’ representative

Wneionoinon, apxeio®étnon kai empéleia mpoBoAdv: Ndvvng MeAavitng
Digitalization, assembly of archive material, screening supervision: Yannis Melanitis
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