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Eicaywyn oto Land Art

MikaéNa Kapayidvvn

Zra 1éAn g Sekaetiag tou 60, wg aviibpaon oro Mivi-
pakiopd kar v unepaufavdpevn 1don peTapdppwong
Tou €pyou Téxvng ot mpoidv karavdlwong, yevviabnke n
Evvoiohoyikn Téxvn. lMpdkeitar yia pia pop@n 1€xvng n
onoia okonelel OTNV NVEUMATIKA MPOCEyylon Tou €pyou,
Sivoviag €upaon ot oUMnyn kai v 16€a-€vvoia Tou
€PYOU, EV® N KATAOKEUR TOU Kal To TEAIKO anotéleopa
éxouv Geutepeovia polo.

Méca oro nhaicio tng Evvoioloyikig Téxvng, pe kivntpa
oikohoyikd, aioBntikd, PIAoco@Ikd, katackeuaoTikd Kai
dM\a, epgaviotkav ol npdteg napepBdoeig otn Odon.
H Qion wg Béua eivar Siaxpoviki kai napapéver onpeio
ovioloyIKhg avapopdg yia tov dvBpwno. Oéua, nnyh
éunveuong kai 16nog kaMAitexvikng epneipiag, otov 200
aidva aldGler pdho kar Sidotaon. Me v eppdvion Tou
Land Art n ®don nadel va eivar anAé onpeio avapopdg
kal yiveral 10 UNIKS, To PECO Kal O XOPOG KAANTEXVIKAG
Snpioupyiag. Or kaNtéxveg Soulebouv kai exBérouv
ek1dG ykaAepi, kdvoviag pia nolimikn Snkwon yia v ol
kovopia g 1éxvng, Bydloviag v téxvn toug €€w and
10 epndpio kai mv npaktiki “xpron” A “allonoinon” Twv
épywv téxvng. To Land Art evédver tnv 1éxvn pe 10 x6-
PO Kal TNV I0TOopia, OUXVA e QPECOUG UMAIVIYMOUG, OXe-
1iCerar pe 1 yewhoyia, v avBpwnoloyia kai v apxai-
oloyia, eniotipeg nou Tipolv 1o napeA8év kai avmiriBeran
otnv Texvohoyia n onoia oTpEPeral Npog 10 HENNOV.

H poper auth 1éxvng Sev éxer oxéon pe Tig oupBarikég
€VVOIEG TNG KNMOUPIKAG, TWV MVNUEI®V A TOV PUOIKS
oxnpatiopd 1oV Bpdxwv. Kprmikoi 1éxvng, Bpiokouv koivd
oroixeia pe v 1€xvn 1oV Alyuntiov, 1ov Mdylag kai

1ov Ayyloocaldvewv. Aiakpivouy, eniong, pia vootalyia
yia v kh\aoiki évvoia tou “kinou” kai Tov Popavriopd
tou 18ou aidva.

Ta épya tou Land Art eival epripepa avri-pvnpeia, Ta
onoia Snpioupyolvral pe agaipeon i npdoBeon @uoikdv
UNIK@OV o kdnola ouykekpipévn tonoBeoia. Exouv dpeon
oxéon e Tn yAunTikhA, €pooov npdkerral yia Xeipiopd
UNK®V TpIQdy SlaoTdoewy pEca o10 @uaIkd X®dpo, alAd
kal pe v performance-napdotaocn epdoov Aeiroupyouv
oe oxéon pe v tonoBeoia, mv eféNiln kar n xpovikA
Sidpkeia. O pdhog tou Beari aldler epdoov Sev napa-
mpei Yévo, al\d oupperéxel kar Bpiokeral péoa oto xod-
po tou épyou, avriBera pe v KhaoikA yAuntiki, dnou n
epneipia Tou €ekivd  kal TEAEIOVEI pPE TO QVTIKEIWEVO.

H euneipia tou €pyou eival autn evdg OUyKeKpIPEVOU WE-
poug, n Tuxaia mepinAdvnon otov nepiBdMovia xdpo ka
pia éviovn aioBnon tou “eydd”, epneipieg o1 onoieg
unepBaivouv v an\d onrikA karavénon tou épyou. Eivar
pia npdkAnon yia v koivevikh kai Siavontiki Béon
tou Beard and tnv anti kar npoownikA Tou oxéon pe T
®don, eite 10 épyo éxel yivel pe oAdkAnpn pnoulviéla
A and an\i narnpaoid. H Béa and ndve unopei va eival
olokhnpawtiki, n Béa and “péoa”, dpwg, nporeiver oup-
peToxn Kal kolvwvia, karaAloviag tnv andotacn avdyeod
oto Beardi kai 10 épyo 1éxvng. Baciké evSiagpépov Tou
Land Art anoteholv o xpdvog kal oI QUOIKEG Suvdpelg
nou ennpedCouv Ta épya. Eva épyo omv UnaiBpo eiva
exeBeipévo omig kaipikég ouvBrikeg, otig enoxég, orig
Sidpopeg @Bopég and m Dion i 1ov GvBpwno kar (el
11G Quoikég evalayég | évav 1pdno BaBirara opyaviké.



Introduction to Land Art

Mikaela Karayannis

Conceptual Art emerged in the late Sixties as a
reaction to Minimalism and the increasing tendency to
transform art objects into consumer products. This art
form is interested in approaching the art objects from
a conceptual perspective, emphasizing the concept
and the vision behind the art object, assigning a
secondary role to the actual making of it, as well
as to the final product.

Within the framework of Conceptual Art, and with
motives such as ecological, esthetical, and
philosophical, appeared the first artistic intervention in
Nature. Nature has always been a timeless subject
and remains an ontological point of reference for
humans. From being purely a source of inspiration as
artistic experience, Nature enters a new dimension in
the realm of art in the 20th century. With the birth
of Land Art, Nature ceases to be a mere point of
reference and becomes the actual material, the
means and the place of artistic creation. Artists
create and exhibit their work outside galleries,
making a political statement on art’s commercialisa-
tion. Further, they remove their art from commerce
and practical use. In this way, Land Art directly links
art with a given space and history. It rubs shoulders
with geology, anthropology, and archaeology

- sciences which respect the past - and opposes
technology which is future-oriented. This form of art
does not touch upon conservative notions of
gardening, monuments or natural formation of rocks.
Rather, art critics have observed common elements

with the arts of Egyptians, Mayas and the Anglo-
Saxons. Furthermore, they have remarked upon
certain nostalgia for the classical notion of gardens
and the Romanticism of the 18th century.

The works of Land Art are ephemeral anti-monuments,
which are created by the addition or removal of
natural elements of the natural site. Those works are
directly related to the traditional notion of sculpture,
as they consist of handling three-dimensional material
within a natural environment. Moreover, they can be
related to performance, as they operate within the
location, evolution and duration of a particular space.
In contrast to the classical notion of sculpture, where
the viewer’s experience starts and ends at the art
object, the viewer’s experience is changing in Land
Art. Here, the viewer, as a mere observer,
participates and becomes part of the artwork. The
experience of the work is defined as one of a
particular place, of a random journey through the
surrounding environment and a vivid sense of the
"self". All these experiences transcend the simple
visual understanding of the artwork. This challenges
the social and intellectual realm of the viewer and
relies on his/her tangible and personal relationship
with Nature. This is a challenge regardless of
whether the artwork has been created with a
bulldozer or a simple footprint. The view from above
might be complete, yet the view from within the
artwork promotes participation and sharing, eliminating
the distance between the viewer and the artwork.



Autdg o nepiopiopévog xpdévog (whig oxeriCeral pe 10
epeinopa Sheov 1oV avBpdniveov Snpioupynpdrev pe To
népacpa 1ou xpdvou (entropy). Epdoov n ®don xapakrn-
piCerar and mv apxi g eféNilng, 1a épya @riaypéva
oe auth, eival ephipepa. Autd 1apdlel v évvoia Tou
pouceiou kai Tng 1éxvng yevikdtepa. O xpdvog kai n
Siabikaoia TG KATAOKEUNG TV EPywV anokTouv nAéov
onpacia eved Tovileral n afia Tou kaNiTéxvn péoa oe
aurdy, Siapécou TOoU EPAPEPOU €PYOU TOU, TO OMOIO Xa-
paktnpiCeral andé 1o avandégeukto g eCéNiéng kal g

¢Bopdc.

To kivnpa tou Land Art naipvel noMég popég. Yndp-
xouv ol e\dxioteg Kai eripepeg enepBdoeig in sity, pe-
yoNirepwv Siaotdoewy yAunTikn yng, epnAékovrag Karo-
OKEUaoTIKA pnxavhparg, n npooxediacpévn enavapopd
nepioxcv Biopnxavikdv anoBAirwv om @uoikd Toug ka-
1dotaon, n kivicelg dlatApnong TG QUOIKAG kardotaong
NG YnG, ON®wG aKOMA Kal Ol €yKATAOTACEIS MECA OF ek-
Beoiakolg xdpoug. Avayvwpiloviar 1ehikd 8o “oxolég”:
auth  Tou eupwnaikol Land Art kai Tou apepikdvikou
Earth Art.Ta axavi apepikavikd Ttonia, 1a onoia nahaidre-
pa firav SiaBéoipa yia elnpépwon, otov 200 aidva ei-
vai n\éov, eiBpauota, avopeikd, pe avdykn yia npoota-
oia kar Siaxeipion. H anofévwon, n nepiBaMovroloyikr
NoyikA kai evaioBnronoinon, n experdMeuon kai n kéBe
eiboug pinavon wBolv Toug kaNkitéxveg va enépBouv
omv apepik@vikn yn. ApxiCouv é1ol va Snpioupyolv épya
1epdoTiov Siaotdoewv pe okond o Bearig va nepiéxeral
Kal va oupperéxel o autd, xwpig Spwg va Bélouv va
TOV KATaTpon@oouv N va ToV TPOMOKPATACOUV ME TO ME-
yeBdg toug. ©éNouv W dMa Ndyia, v avriotaBolv oty
KamTaANIoTIKA KoIv@via Tng Katavawong, Opwg TeNiKE, Ta
1epdotia autd épya anairolv olkovopikA unoothpién yia
v ayopd yng, TNV evoIKiaon KATAOKEUAGTIKGOV pnxavn-
MAT@V Kal PIKPOV aEPOoKa@®dV yia tnv napakolouBnon,
mv karaypa@n toug, kAn. Eror Snpioupyeital éva povadi-
k6 olotnua xpnuarodérnong and xopnyolUg Kal ayopa-
otég 10 onoio 6x1 pévo Sev karagépver va Eepuiyer and
ToV KamTtaNiopd Kal Toug pnxaviopoUg TG ayopdg, aAhd

xapakinpileral wg 10 “anoikiokparikd olotnpa ekpeTAA-
Aeuong 1wV Quolkdv népwv’. Eviunwoiakd eivar ém o
kaNtéxvng épxeral oe enagn pe v kaBnpepivi (wn
yia va Snpioupyricel 1o €pyo Tou, epbdoov oxetieral pe
avBpdnoug kdBe emnéSou yia va efunnpernBei. Avribera
pe autolg toug “Siaxelpiotég” Tou Toniou, oI eupwnaiol
KaMITéxveg eite Souheliouv otn xdpa Toug, eite alloy,
Aerroupyolv nio auBdppnta, ndve omv empdveia g
yng pe 1a SiaBéoipa @uoikd uAikG. Mévouv kovid otov
“npdoivo” 1pdno okéyng Tng enoxig, avriBera npog Tov
naykoopionoinuévo kamrahiopd, epdcov Sev €xouv o
81éBeon Toug TG axaveig apepikavikég eppoug. Eupe-
naiol kai apepikdvor kaltéxveg AaBaivouv pépog omv
npod™ enionun ékBeon pe titho “Earthworks”, 10 1968
omv Dwan Gallery g N. Yépkng.

‘Evag and toug npwrondpoug tou Earth Art eival o ape-
pikdvog Robert Smithson (1938-1973), tou onoiou Siapkig
anaoxdéAnon eival n oxéon ng 1€xvng pe tn Qlon kai
1o nepiBdMov. Avantiooer 1n Bewpia g TonoBesiag
(site) kar Tng pn-tonoBeociag (non-site) oe oxéon e 1a
épya é€w kai mv ékBeon Toug péoa otov anpdowno
x®po TG ykahepi. Baoikd €pyo Tou eivar n “ZmipdA
AnoBdBpa” (“Spiral Jetty”, 1970, Salt Lake, Utah, USA).
Mpdkerral yia éva €pyo oe oxéon pe Ty IoTOpia Kal
toug pUBoug Tou nepiBAMoviog xdpou nou ennpéace To
oxfpa kal v enihoyR Tev uNikadv Tou. ©éhnoe va ava-
Coviavéyer éva pépog eykaraheAeiypévo kal Talainwpn-
pévo and tov GvBpwno. Anm, 8nhabh, anddeiln tng Oe-
wpiag Tou yia v aMayd kai ™ @Bopd epdoov perd
ané xpévia BuBiotnke péoa otn Aipvn énou eivar griay-
pévo. O Smithson aoxoMiBnke pe 10 Bépa tng oneipag
oe noMd dMa épya tou. Eva andé autd eivar o “Ino-
opévog Kikhog-Znipdh Adpog” (“Broken Circle-Spiral
Hill’, 1971, Emmen, Holland), éva &in\é épyo, oe oxéon
pe 10 oMav8iké tonio, Tov nipyo Tng BaBéN kar nv
avravdkhaon Tou kaBpéprn.

Ané v dMn nheupd éxoupe Tov Bperavd Richard Long
(1942-) o onoiog Bepeliwoe 10 Land Art omv Eupddnn.



Time and nature’s forces are Land Art's main points
of interest, as these affect the artwork. When
outdoors, an artwork is exposed to the weather, the
seasons and the various decays caused by Nature
or humans. In this way, it experiences natural
alternations in a deeply organic way. This limited life
span is in full coherence with the desertion of all
human creations due to the passing of time (entropy).
As Nature is exemplified by the beginning of
evolution, the artworks created within it are
ephemeral. And this challenges the notion of museums
and of art as a whole. The length and the process
of creation of such an artwork acquire a meaning. In
addition, the artist's value becomes acclaimed,
through the ephemeral artwork, which is depicted by
the inevitable evolution and decay.

The movement of Land Art has taken many forms.
There are a few ephemeral interventions in sity,
which are either sculptures of greater dimensions
created by the use of construction machinery, or pre-
planned rehabilitation of areas devastated by
industrial waste, or efforts to preserve the natural
condition of Earth, or even installations within
exhibitions. We can finally identify two “schools” of
Land Art: the European Land Art and the American
Earth Art. The vast American landscapes, once virgin
and available for taming, have become fragile in the
20th century and desperately need protection and
management. The desertion, the environmental
awareness, the extortion and any sort of pollution
motivate artists to intervene in the American land.
Thus they begin to create artworks of immense scale
aiming for the viewer’s inclusion and participation,
without minimising or intimidating him/her with their
size. In other words, land artists are aiming to resist
capitalistic society and consumption. However, these
huge land interventions require funding to buy the
land, rent the construction material, hire the planes to
record the land’s evolution, etc. Hence, a unique

fundraising system is created, which not only fails to
resist capitalism and commercialism, but is actually
reflecting the “colonialist system of exploiting natural
resources”. What is striking is the fact that the artist
comes into contact with everyday life, while s/he
needs to confront all sorts of people to achieve

his/her goals.

In total opposition to these land "managers”, the
European Land artists, whether they work in their
own countries or not, work more spontaneously and
with what nature provides. They remain in close
contact with the "green" thinking of the time and in
opposition to globalisation and capitalism, as the vast
American deserts are not available to them. Both
European and American Land artists participate in the
first formal exhibition entitled "Earthworks", which
took place in 1968 at the Dwan Gallery in NY.

One of the pioneers of Land Art was the American
artist Robert Smithson (1938-1973). Smithson’s main
interest was the relationship of art with Nature and
the environment. He developed the theory of "site"
and "non-site" in relation to the artworks outside and
their exhibition inside the non-descript space of a
gallery. His most important artwork is "Spiral Jetty"
(1970, Salt Lake, Utah, USA). "Spiral Jetty" reflects
upon the relationship between the history and the
legends of its surrounding space. More or less, these
dictated the final shape of the artwork and the
materials used. Smithson wanted to bring back to life
an abandoned and wrecked-by-man area. A striking
validation of his theory on change and decay was
the fact that "Spiral Jetty" sunk within the lake in
which it was created, several years after its
completion. Smithson continued to work on the notion
of the spiral in several of his other works, such as
the "Broken Circle - Spiral Hill" {1971, Emmen, Holland).
This was a double work, relating to Dutch landscape,
Babel’'sTower and the notion of reflection in a mirror.



Mhunmikd yi' autév Sev eivar n perapdppwon Kar enavop-
yévwon tou toniou, oe avriBeon pe toug apepikdvoug
kKaMitéxveg aMd n enavakdAuyn Tou xodpou péoa and
pia Biopariki Siadikacia. I auré 8io16lel va npooBéoe
kdm pévigo péoa oe éva kdopo Adn yeudro, oéBerar n
yn kai npotiyd va v agnvel oxedov aneipaxm. Luvexi-
Cer  Bperaviki napdboon oe oxéon pe 1o Tomio kal
Snpioupyei xwpic é€oba kal noAinhokeg Siabikaocieg, pe
anhé kar euBd 1pdno, pe Bdon m okéyn, mv 16éa. Kdvel
TEXVN nnyaivoviag nepinatoug oe oxnpa elkoha avayve-
pioipo (euBeia, terpdywvo, kikhog) cav neprypagn piag
yAuntig @oppag. Luléyel Ta ulNikd Tou Kal Snpioupyei
oxnpara oty ¢uon Ta onoid aPAvel Nicw Tou. XTd u-
olkd yhuntd eiodyel 1n Sidotacn tou xpdvou, T Sidpkela
Tou nepindrou Tou o @uon. XuviBwg xpnoiponoiei yia
UNIKS Tou Tnv nérpa.

levikd 1a épya tou Land Art yivovrar karavontd, nepio-
obrepo and kdBe dMo eibog yAuntikig, and Tov 1pdno
pe Tov onoio éxouv @wroypapnBei. To Land Art eicdyel
pia véa dnoyn tou épyou, and tov aépa, uloBerdvrag
v aepopwroypagia and v apxaioloyia. H Béa anéd
Tov aépa Hnopei va eival PEPOG NG paviasiag Tou
kaAiTExvn and v apxn kai eival éva pépog g Siadi-
kaoiag tng enmipnong. H aepopwroypapia eivar xphoiun
yia Tn XapToypdpnon TV MPOTEIVOPEV®Y Tomi®Y, Sivel
Mia ouMoyikn kdroyn Tou €pyou, aA\d Sev pnopei noté
va 8ooel pia n\ipwg karavonti eikdva tou otov Bearn.
Auctuxadg, o Bearig, ouviBwg, épxetar oe enagn pe TIg
eIKOVEG TV €py®V Kal ondvia danokrd Tn paivopevoAoyi-
KA edneipia Toug, eOCOV Ta €pya €ival ANOMPOVWUEVA
oe pakpivég tonoBecieg, Sev perakivolvial kai eival e@h-
pepa. Lmv eikdva BAénoupe 10 €pyo and éva onpeio,
pia dnown nou 1o Bydler é€w and ta dpia Tou xpdvou.
H karavénon tou épyou anonpocavarolileral, epdoov
bev undpxel dueon enagn pe Tn Aeimoupyia Tou aANd Kal
pe 10 xdpo otov onoio Bpiokeral Aev npayuaronoieita
10 olvolo Tng eviinwong Tou yAuntol aMd anotundveral
oe dUo Slaordoelg, pia peuyoléa Kal ANOCMNACHATIKA Ma-
nd. H ¢wroypagia naiCer onpaviiké péro oro Land Art.

Anotedei 10 povadiké ixvog nou npooéperar oto Bau-
paopd kai 1 SiaBeBaiwon 1wV Spactnpiotitev A Twv
eprpepwv yeyovotwv. Eror anoktd evvoiohoyiki Sidortaon
kal apxelakn €vvola, epdoov karaypdgel n diadikacia
Karaokeurg n onoia ouvaywviCerar pe 10 anotéheopa.
Acixver v kardoraon evog x@pou, and Tnv onoia eppn-
vederal 10 €pyo n ol @doeig ng Siabikaciag. Xpnoipo-
noieitar pali pe v mBavi kivnparoypagiki anorinwon
WG OpPXEi0 KAl WG MEPOG TG avriAnyng Tou Guvolou.
Mnopei pev n gwroypagia kai 10 @Ay, and T yn, Tov
aépa f 10 Bidotnpa, va perapop@idvouv Tig aAnBivég
Siaotdoeig Tou €pyou, aMd xpnoiponoiobvial pali pe 1@
keigeva yia v anAn nAnpogdpnon kai tn Siddoon Ttou
Land Art. O1 kaMitéxveg nou BéAnocav va Eepuyouv and
Ta pouoceia kal To KUKA@Ha Tng ayopdg h TIG YKaAep,
karakdyouv va ekdidouv pwrtoypapieg Twv €pywv TOUg
oe nepiodikd kar BiBNia. H aepogwroypapia kupiapxei
ora BiBAia, dpa n dnoyn Tou épyou Sev avrikarontpilel
v @uoikA Tou ovidinta, al\d yiverar Bépa 1oV péowv
napouciaong.

Q¢ oupnépacpa pnopolpe va nolpe 61 1o Land Art,
napd tov piCoonactiké Tou xapaktipa, embIOKE! va
evepyonoiioel kdnoieg avBpwniotikég afieg nou pia une-
pontiki dnoyn, doov agopd Tn oxéon Tou avBpdnou kai
tou nepiBdMovrog, éxel Béoel, G8ika, oto mepiBdpio.
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On the other side of the Atlantic, we have the
British artist Richard Long (1942-), who founded the
Land Art movement in Europe. In contrast to the
American land artists’ view of sculpture as the
transformation and re-organisation of the site, Long
sees it as the re-discovery of a site through the
process of living experience. For this reason, he
hesitates to place something permanent in an already
complete world. In this way, he respects the land
and chooses to leave it almost intact. He maintains
the British tradition in relation to landscape and
creates artwork without any costs or complicated
procedures; rather, he uses a simple and direct
manner, based on the concept, the idea behind it.
He creates by going on walks of simple and easily
recognisable shapes (a straight line, a square,

a circle), which operate as the description of the
sculptural form. He collects his material, usually
stones, and creates shapes in nature, which he
leaves behind. Hence, he introduces to his natural
sculptures the notion of time and the duration of his
walk in nature.

More than any other form of sculpture, the works of
Land Art become intelligible through the manner in
which they have been photographed. Land Art
introduces a new way of viewing the artwork: from
above, borrowing the use of arial photography from
archaeology. The view from above may be part of
the artist’s imagination from the start and also a part
of the process of surveillance. Arial photography is
useful for the mapping of the recommended
sites/landscapes, and it gives a complete perspective
of the artwork. However, it can never give the
viewer a totally understandable vision of the artwork.
Unfortunately, the viewer usually experiences Land
Art visually, through the images of the artwork. Their
experience is rarely physically, as these artworks are
usually set in remote locations, they cannot be
moved and are ephemeral. Through an image, we

can also view the artwork from a single angle, and
as a result, it is experienced outside its time
framework. The point of understanding is disoriented
as there is no direct link with its function or with
the landscape in which it is created. Furthermore, a
photograph offers only a two dimensional view of
the artwork, a fleeting glimpse of the artwork,
leaving the complete impression of the sculpture
behind. Nevertheless, photography plays an important
role in Land Art; it is the only visual trace for
admiring and confirming those ephemeral artworks
and activities. Hence, it acquires a conceptual
dimension and becomes an archival documentation of
the construction process, ending up competing with
the final artwork. Photography shows the states of
the site, and leads to the interpretation of the
artwork and the phases of the creation.

Photography or films, whether taken from land, air or
space, may result in the transformation of the actual
dimensions of the artwork. However, along with text,
they operate as simple means of informing viewers
and disseminating Land Art. In the end, all these
artists who wished to escape from museums,
galleries and the commercialisation of the art, end up
publishing photographs of their artworks in magazines
and books. Arial photography dominates these
publications, hence, even though the image of the
artwork does not reflect its real entity, it becomes
the means of presentation.

In conclusion, we may say that Land Art, besides its
radical character, aims to awaken some human
values which have unfairly been marginalised by a
certain arrogant view of the relationship between
humans and nature.

Bibliography (see opposite pg. 8)



Mikaéha Kapayiavvn, H yn wg téxvn
Mdvog Zreavibng

“Or repdoriegc (wypaikég tou Pollock anéruxav va
yivouv nivakeg, €yivav Suwg nepiBdAovra”.
Allan Kaprow 1958

Av kdn néruxav 6ha autd ta xpdvia ol nioviépol
kaM\itéxveg Tou Land Art, auté kupiwg oxeriCeral pe
v euaicBntonoinon i kal aguinvion Tou kGOPOU WG
npog T1ov kéopo nou tov nepiBaNer. Ki autd xi
1600 pe oikohoylkh xpoid h SackaAioTikn vootponia
600 pe pia ordon euBéwg ouveildnoiakA kal npoow-
nikA. Oxi &nhabni “epeig anévavr otov kdopo”, ak-
NG “epeig otov kéopo”, n kaNitepa “epeig, o Kkd-
opog”. To Land Art Aoindv eival 1o Eavaképbiopa
Tov avoixtdv opildviwv kai evég nepiBdiovrog
nou Sev Bewpeital epyakeiakd al\d npoékraon Tou
avBpodnivou odparog. Nari, ag pnv Eexvdpe, orov
oUyxpovo KOOHO O KATOIKOG TV HEYOAOUNOAEWY -
KI OxI pHOvo - ouyxéel ouxvd 1o “@uoikd” npog 1o
“rexvn1d” -BupnBeite ™ Aipvodnohn tou Nrdvahvr
Nrak- kar Aeitoupyei neploodrepo WG KATAavaAwThg
kal xprotng kai Aiyétepo wg noAitng. O épog Land
Art Noindév 8ev nephapBdver pévo 1a épya nou
anokahoulvrar -cupBarikg- Earthworks (épya tng yng),
eneidn uAikd Toug kal XOPOG Toug eival n yn, aAAG
kar doa épya aykahidlouv Tov xdpo eykaividCoviag
évav 8idhoyo pe 10 nepiBdMov Snwg énpaav ol
pivipahiotég. H Mikaéha Kapayidvvn aviiker ¢’ auti
™ Seldtepn katnyopia yiari n aywvia tng ouviotaral
oTnV €navaktnon pIag oucidboug ox€ong He TO u-
oikd nepiBaNov kar omnv eledBepn avriperdnion Tou
nepiBdM\oviog autol wg 1éxvng. AkSpn emicdkel va

pdBer Tov onpepivé (pikpo)aotd -aoxérwg Balavriou-
41 n yn nepiocdrepo and oikovopikin unepaia ouvi-
o1é avBpwniotiki aia kar 611 o avactoxaocpdg nd-
v ofn ¢@ion tng anotelei npdln duuvag doo kai
npdén euBivng. H Xneipa | nou éxer karackeudoel
otov Moo 1ng DiNoBéng Sev anotehei pévo pia
neipapariki ekboxi ora kal’ nudg tng Spiral Jetty
(1969-70) fi 1ou Observatory (1977) 1wv Robert
Smithson kai Robert Morris avriotoixa, a\\d éva ou-
ykpotnpévo eyxeipnua AoyikAg kai cuvaicBhiparog
dote va evepyonoinBolv oxeTikd o1 kaMTéxveg Kal
10 koIvé Tng narpidag g Aeimoupydvrag yia Aiyo
ek1éG menatnpévng. L évav 16no Sénou n Snpdoia
yAuntikA TtautiCerar oxe8Sv anokheioTikd pe Ta
“npcda” kai 1a pvnpeia Sixwg pvipn, n Kapayidvvn
€dwoe €va dnpdoio €pyo, xwpig Snudoia pnropeia
A enionun xpAon aMd pe ndunolMeg AaBég yia
NPOOCWNIKEG OXEOEIG Kal avayveoelg. Xtov “Apler”
81aBdloupe nwg n 1éxvn Sev eival yia Toug nol-
AoUg oute yia toug Aiyoug. H téxvn eival yia tov
kaBéva xwpiotdl Ki autd eival noAd onpavrikd.

levikétepa o1 kAaoikoi kal\itéxveg Tou Land Art,
ogeiloupe va nolpe €d®, avranédwoav otov ¢apl-
ocaiopd NG akadnpaikAg TEXvNg Tnv nepippdvnon
Toug npog Toug enionpoug Beopolg kar Tnv avdykn
Toug yia évav véo neipapatiopd kai piav pnéikéleu-
Bn ékeppaon.

- ANiBeia, nolog kai yiari @oBdrar 1o kavoipio;

To Land Art Aoindv eivar éva kaMitexviké kivnua
nou Sev napdyer 1éoo “épya”, doo nopelerar pe



Mikaela Karayannis, The land as art
Manos Stefanides

"Pollock’s enormous works failed to become
paintings, yet became landscapes.”

Allan Kaprow 1958

If the pioneering artists of Land Art have achieved
anything in all these years, it mostly concerns
sensitising people or building their awareness with
respect to the surrounding world - and this is not
so much in the ecological sense or with a pedantic
attitude but with a directly personal and conscious
attitude. In other words not "we versus the world"
but "we inside the world," or even better "we, the
world." In this light, Land Art is the reacquisition of
open horizons and of an environment that is not
regarded as a tool but as the extension of the
human body. For we should not forget that the
inhabitants of the great cities of today - and they
are not the only ones - often confuse “natural” with
“artificial” - just think of Donald Duck’s Lake City.
The term Land Art therefore does not refer only to
works conventionally called Earthworks as their
material and location is land, but also to those that
embrace space, initiating a dialogue with the
environment, like minimalists did. Mikaela Karayannis
belongs to the latter category, for her preoccupation
is to restore an essential relationship with the
natural environment and to regard it freely as art.
Moreover, she seeks to teach all contemporary
(petits) bourgeois - irrespective of financial means-
that land is a humanistic value rather than a
financial surplus-value, and that re-evaluating its

nature constitutes an act of defence as well as an
act of responsibility. Spiral |, constructed on the hill
of Filothei, is not just an experimental version of
Spiral Jetty (1969-70) or Observatory (1977) by
Robert Smithson and Robert Morris respectively, but
a cohesive attempt through sense and sensibility to
mobilise artists and the public in her country to
operate in a manner off the beaten track for a
while. In a country where public sculpture is almost
exclusively identified with heroic monuments without
memory, Karayannis has come up with a public
work without public rhetoric or any official use but
instead offering innumerable occasions for personal
relations and readings. We read in Hamlet that art
is neither for the many nor for the few. Art is for
everyone individually! This is very important.

Classic Land Art artists in general, it should be
noted, paid back the pharisaic academic art with
contempt for official institutions and a claim for
fresh experimentation and radical expression -after
all, who is afraid of the new, and why?

So Land Art is an artistic movement that does not
so much produce "works" as it practices ideas and
redefines relations. It mostly redefines our
relationship with nature - from our immediate
surroundings to our planet as a whole. The material
of this art is space as a philosophical conception
as well as an everyday - often painful - experience
and a way of life, an arrival as well as a
departure on a new journey. Already in the Sixties,



16éeg kar enavadianpayparelerar oxéoelg. Kupiwg
Sianpaypareberal n oxéon pag pe tn @ion (and 10
dueco pag nepiBédAov wg tov nhavAtn pag oro
olvolo tou). YAk Tng 1éxVng QuThg eival o x®dpog
@G @INoco@ikh cUMnwn ald kai oG kaBnpepivd
-ouxvd encdduvo- Biwpa, wg epneipia aAAd kal wg
1pdnog (wig, wg emotpodi ald kal wg avaxopn-
on yia éva kaivoupio 1aidi. And v Sekaetia Tou
60 akdun kal napdMnha npog TG npodTeg Siarundd-
oeig Tou Mivipahiopod (eNdxiotng 1éxvng), o1 &npi-
oupyoi Tou Land Art xwpiotnkav oe Suo karnyopieg:
YT0UG QVaKATOOKEUAOTEG NG aréppovng ¢uong oav
tov Smithson, tov Morris A tov De Maria kar octoug
oTOXAOTIKOUG NEPINATNTEG KAl MENETNTEG TNG (PUOIKAG
epneipiag oav tov Long f tov Dibbets. Eror Aeiroup-
yoviag napevéBnoav ouxvd otov QuUOIKS XDOPO -M.X.
10 épyo 9 Azimuths omv OrdBa tou Morris 10
1970- ouvbudloviag ouxvd Tnv karackeun pe Tnv
oeipaikn Siabikacia kar v avaAutikn okéyn. To
Land Art ypriyopa népace and piav “papawviki’
peyalootopia oe npdypara nio ouciactikd (o i8io
ouvéBn kai ocupBaiver kai omnv EAAGSa).

TeNikd av npokpivoupe onpepa €va aitnpa enioTpo-
PNg otn @uon, dev ekNANP@OVOUPE anNA®G To OVEIPO
Tov Popaviikdv yia kdBapon ald piav dMn, enita-
KTIKOTEPN aVAYKN: TNV aTopIKA Kal OUAAOYIKA pag
owtnpia. Ki akipovo av Sev eivar n 1€xvn npwroné-
pog otnv karedBuvon auth. O kaMitéxvng Noindv
nou ekppdlerar péow tou Land Art EavaBérer onpe-
pa pe noAU mio neioTiké 6co Kal NiECTIKG Tpdmo, Ta
npoaidvia (ntApara: 11 eivar 1éxvn, nwg ekppdlera
ekppdlovrag v kdBe enoxiA kar oe 1 ouvioraral n
dnapén g ndvra oe oxéon pe tov GvBpwno. Ané-
vavti Aomnmév otnv akadnpaikn A SiakoopntikA 1éxvn
10 Land Art npoBdéMer pe euBirnta v ecwrepiki
aywvia ald kai v eAniba cwtnpiag: Av Sev eivai
€rol, dev pnopei va eivar Siapoperikd.

O Robert Smithson éheye 10 1968 &1 “the strata of
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the Earth is a jumbled museum”. H Mikaé\a Kapa-
yiavvn pe tnv Xneipa | eni tov 0ddv Kapadiokdkn
kal Mnoupnoulivag oto épio npaypatikd g néAng
Snhabn T1ou aotikoU Tomiou kal TnG ¢uong, ndel va
ner evég Xx@OPou mépav Tng xpnong kai T®v 1810KTn-
oidv, karaBérer évav npoBAnpatiopd nou oxeriCera
éx1 pévo pe aioBntikd A @ihocopikd {ntipara Tng
enoxng al\d kar pe 1a ouykekpipéva adiéoda nou
avriperoniCouv o1 kdroikor Tou AekavoneSiou. Mdvew
otn otéyn piag eykaraleleippévng Se€apeving Siapé-
TPOU €IKOCITPIOV METPWY n kaNTéxvig napepBaivel
pe UNKG nou oculAéyel and 1o yipw nepiBdNov
enavaonparodordviag Aeitoupyieg, OXEOEIG, QVIOXEG,
16éeg, kA To npoindpxov pnetdv goprilerar and
v nepiéNi€n piag nérpivng o@ioeibolg KaTaoKeung
nou napanépnel oe apxéyova npdtuna ald kar o
évav paBnpariké-yewperpikd 1pdéno opydvwong Tng
eikévag. H oneipa anoteleitar ané 8 kikAoug kar 7
81adpdpoug o1 onoiol avantiooovial pe AoyapiBpi-
kég-pubuikég oxéoeig ndxoug kai Siapérpou @rdvo-
viag toug eBSopnAvia 1600ug 1éVOUG oE dyko Kal
1a 199 nepinou pérpa oe prkog. Oa ’Aeya 61 eival
pia alyeBpikA popen avanentapévn o1o xdpo Kal
Tov xpdvo Tng onoiag n appovikA avdnruén kai
ohokMipwon ouviotd kar 1o BaBirepo tng nepiexd-
pevo , tnv aicBntikAd tng. Akéun kaldrepa pia ai-
oBntiki nou avriBaiver v 1péxouca “avaicBnoia” h
tov pikpoaioBntiké oupBiBacpd kar enixeipei va
enavadianpaypareuBei v aioBntikd pag. Xpeidorn-
kav nepinou Tpia xpdvia npoetoipaciag kar 100 pé-
peg Souleldg yia va pnopei n Xneipa tng Mikaéhag
V' areviCel 10 kaBnpaypévo armikd tonio péoa and
éva {Epwto npaypariké al\d kar oupBohikd: 1o &é-
pwto oto Nogo g DiNoBéng aMd kai éva EEpw-
10 €Anidag...

Mdvog Zrepavibng
AieuBuvrig tou Mouceiou @pucipa



and along with the early manifestations of
Minimalism, Land artists were divided into two
categories: The remanufacturers of eternal nature
such as Smithson, Morris or De Maria, and the
contemplative globetrotters and students of natural
experience such as Long or Dibbets. In this manner
they often interfered with the natural environment

- as did for instance Morris’s 9 Azimuths in Ottawa
in 1970 - often combining construction with a serial
process and analytical thought. Land Art rapidly
moved on from "pharaonic" grandiloquence to more
substantial things - and the same has been and is
true in Greece.

If we were to put our stakes on going back to
nature nowadays, it is not just in order to fulfil the
dream of the Romantics for redemption but for
another, more pressing need: our personal and
collective salvation. Art ought indeed to be at the
forefront in this respect. So artists who express
themselves through Land Art reinstate - in a much
more convincing and pressing manner - the eternal
issues: What is art, what form it takes in expressing
each period, and what its existence is all about

- always in relation with people. Therefore Land Art
- as opposed to academic or decorative art- directly
underlines our personal anxiety as well as our hope
for salvation: If it is not like this, it cannot be any
other way.

Robert Smithson said in 1968 that, "The strata of the
Earth is a jumbled museum". With Spiral I, on the
corner of Karaiskaki and Bouboulinas Streets, on the
dividing line between city - urban landscape - and
nature, in other words in an area beyond use and
ownership, Mikaela Karayannis formulates her ideas
concerning not only contemporary aesthetic or
philosophical issues but specific cul-de-sacs with
which the inhabitants of the Athens area are faced.
The artist works on the 23m diameter roof of an
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abandoned water tank with materials collected from
the immediate surroundings, reinvesting with
significance processes, relations, strengths, ideas, etc.
The pre-existing concrete is charged by the winding
of a stone, snake-like construction, evoking primal
standards as well as a mathematical-geometrical
manner of organising the image. The spiral consists
of 8 cycles and 7 corridors which develop based
on logarithmic-rhythmic relations of thickness and
diameter, reaching a weight of more than 70 tons
and a length of about 199m. It is like an algebraic
form, unfolding in space and time, whose harmonic
development and completion go against current
"callousness" or the compromise of a petty
aesthetics, and attempt to renegotiate our aesthetics.
It took about three years of preparation and 100
days of work for Mikaeld’s Spiral to come to
confront the shattered landscape of Athens from a
real as well as a symbolic open space: the open
space on the Filothei hill and an open space for
hope...

Manos Stefanidis
Director, Fryssiras Museum

Translated by Dimitris Saltabassis



H 8c€apevn wg Lneipa

MikaéNa Kapayidvvn

H oneipa eivalr pia ¢déppa Quaoikh Tnv onoia ouva-
vidpe naviol otn (wnh, and 1 popen Tou yaladia
Mag g 1 Sopn 1wv ardpwv. Mopeh e€éNiéng pe
XAOTIKA oupnepIpopd anoteei 10 POVvIEAO opydvo-
ong Tou KOOMOU. Xav YEWMETPIKA POppa eival Oup-
perpikn, akohouBei éva ouykekpipévo potiBo kai
enavahapBdverar adpiora. Zav oldpBoro eivar apxé-
yovo kai SiadeSopévo, yepdro évvoieg. Aidhea va
Souhéww pe auth v @Sppa nou oupBoAiler To
Aicdvio, 10 Andhuto, 10 Aneipo, tn yévvnon, v eé-
N&n, v nopeia g C(whg npog Tov Bdvaro kai
avriotpépwg. H oneipa eival ouykevipwpévn oto
KeVIpIKS Tng onpeio and 1o onoio SAa ekivolv kai
oto onoio 6Aa obnyouv.

Ané nalhid n eykaraleleigpévn otpoyyuli Seapevi
nou Bpiokerar ndvw otov Népo tng DihoBéng, pou
eixe kevipioel 10 evdiapépov. Autd 10 peydho Kri-
opa and pnerdv oe avriBeon pe 10 yUpo Tomio
Bpiokerar oe pia npovopioixa Béon “kpuppévn”
péoa oto npdoivo. Exer avoixth Béa otnv ABhva,
ané v [eviéAn avaroAikd, tov Yuntié votioavaro-
Nkd, wg v Bdhacoa voriobutikd. H otpoyyuli Tng
otéyn éxel Siduerpo 23 pérpa kal evd 10 KEVIPO
G eival unepuywpévo, n enipdveld Tng oTadiakd
XapnAa@vel yia va ¢rtdoer otnv nepipépeia 40 ex.
no Kdt®w. Meletdviag Tov x®dpo naparipnoa nwg
naviol ylpw kupiapxei n nérpa, €rol v enélea
oav UlNiké pou. Baciotnka otn paBnparikd akolou-
Bia tou Fibonacci kar éByaha 10 oxé8i0 g Sikng
pou oneipag.

Zekivdw otpappévn otnv AvatoAn pe pikpég Siaotd-
oeig Uyoug Kal NAGTOUG XPNOIPONOIMVIAG HIKPEG
nérpeg O1aPOPETIKOV XpwUdTwy. 21adlakd OAa al-
NdCouv, 10 Uwog, 10 nAdrog, n nérpa, oi &iddpopol,
dha peyaldvouv kai apxiCouv va EexwpiCouv 1a
Xp®para nou xpnoiponold. Anpioupyd nepdopara
povéxpwua pe 10 pnel, 10 @iNoBedtiko kdkkivo, TO
naywpévo ykpl, 10 ykpi okolpo. KaBdg npoxwpdw
apxiCw kar x1iCw v nétpa yia va ¢@1dow 1O anai-
Tolpevo Uyog Kal n Karaockeun naipver Gyko Kal
kaBapd oxrpa. Ordve va karaliyw Tnv nopeia pou
korrdviag v Alon, éxovrag euBuypappiotei nAéov
ME TO unooTApIypd Mou.

To &in\6é otoixeio ndvia pe anaoxoholoe. Aoulelo-
viag v oneipa (o pia oeipd and avriBéoeig oe
oxéon pe 1nv kivnon, 1o péyeBog, 1a @uoikd kal Ta
avBpdniva oroixeia. Aoulelw ornv ®lon, ndve o
éva avBpdnivo oiko8Sunpa. Me @uoikd ulikd opya-
vopéva olupwva pe v avBpdnivn hoyikA. Bpiokw
40 ek. Gyog kal dnpioupyd 40 ek. Oyog, and 1o
UNEPUYWHEVO OTO XAMNAS Kal avTioTpdpwg. Zekivdw
pia SUokohn apxn, karahiyw o €va elkoho TENOG.
Ané v AvaroAd orn Adon. And 10 pikpd oto pe-
ydho. Ané péoa npog 1a €fw, and kdTw npog Ta
navo.

O xpévog naiCer Baoiké pdho oto épyo pou. H
karaockeun ohokAnpdBnke péoa oe 1pia xpdvia, oe
100 npépeg Souleidg. Méoa o autd 10 xpovikd
8idotnpa n nérpa petagépBnke andé 1o Bouvé oto
povondr ki and ekei pe yepavd ndve otn Seapevn.



The water tank as Spiral
Mikaela Karayannis

The spiral is a natural form found in all manifesta-
tions of life, from the form of our galaxy to the
structure of atoms. An evolutionary form with chaotic
behaviour, it is the organisational model of the
universe. A symmetrical geometrical form, it pursues
an incessantly recurring specific motive. It is a
primeval and widespread symbol, full of significance.
| chose to work on this form, symbolising Eternal,
Absolute, Infinite, birth, evolution, the course of life
towards death and vice versa. The spiral focuses on
its centre, from which everything springs and into
which everything leads.

The abandoned cylindrical water tank, located on
the hill of Filothei, (an Athenian suburb), has long
captured my interest. This great concrete building -
in stark contrast with its surroundings - enjoys a
privileged location, obscured by trees. There is an
extended view of Athens - from Mount Penteli east
and Mount Ymittos southeast all the way to the sea
southwest. lts circular roof is 23m in diameter.
Although its centre is elevated, its surface gradually
lowers, reaching the rim 40cm lower. Studying the
area, | observed that stone prevails all around, so |
selected it as my material. Based on Fibonacci's
mathematical sequence, | created the design of my
spiral.

Using small stones of various colours, | start out

facing the East with small dimensions of height and
width. Gradually everything changes - height, width,
stones, corridors- everything grows and the hues |

use begin to show. | create monochrome passages
with beige, the Filothei red, ice grey, dark grey.
Moving on, | begin to build the stone in order to
reach the required height, and the construction
acquires volume and begins to shape. | complete my
journey facing the West, now in alignment with my
support.

The dual element has always been a preoccupation
of mine. Working on the spiral, | live through a
series of contrasts regarding movement, size, and
the natural and human elements. | work in Nature
on top of a human construction; with natural
materials arranged according to human logic. | find
a height of 40cm, and create a 40cm height, from
the elevated to the low and vice versa. | begin
with a difficult beginning and come to an easy end.
From East to West. From small to large. From the
inside to the outside. From the lowest to the

highest.

Time is an important aspect of my work. The
construction was completed in 100 days of work
over three years. During this period of time, the
stone was transported from the mountain to the
track and from there up onto the water tank by a
crane. The stone may have started out from its
original location large in shape only to wind up
after this course featuring in small bits in different
parts of the spiral. Each stone incorporates
geological time, holds within it traces of life, the
flow of water, the passage of time. lts life goes on



Méoa o’ auriv v nopeia n nérpa pnopei va Eexi-
vnoe peydAn and v @uoikd tng Béon yia va kara-
Ml va eppaviferal oe pikpd koppdria noANég
@opég péoa otn oneipa. H kdBe nérpa epnepiéxel
ToV YEWAOYIKS xpdvo, kheivel péoa tng ixvn CwAg,
T0 népacpa Tou vepol, To népacua tou xpdvou. H
Cwn g ouvexierar kard v Sidpkeia NG perago-
pds kai EavapxiCer va kuhder otn véa tng Béon. H
oneipa dMale npdowno nolég opég péoa ora
Tpia xpdvia karackeurig tng. Or €& kikhoi e€éNiEng
nou &npiolpynca v nNpdTn popd eixav neplopl-
opévo xpdvo napouciag Aoyw Twv efwTepIKOV
enepBdoewy nou Siékowav Ty nopeia Tou épyou.
H appovia 1ov xpwpdrov kar 1ov oxnpdiov xdBn-
ke paCi pe v npd™n auBdpunta riaypévn eikdva
tou. H okAnpi Souleid tecodpwv pnvadv SiaAiBnke
péoa oe Mia OTIyPA and TNV pavia KAnolwv ayve-
otwv. Merd and evduion xpdévo avaykdornka va
enéw €1 véoug kikhoug eféhi€ng. H karaokeur,
kGBe @opd nou éleina Sexdrav emBéoeig, é1ol, KE-
Be popd nou v eniokebala dMale poper. Exo-
viag nAéov teleidoel 1o €pyo To napadidbw ora xé-
pia 1ng ®long. Edxopar va eivar ekeivn nou 6 al-
Aoidoel otadlakd pe 10 népacpa Tou xpdvou Tnv
eikdva tou. To xdpa, o aépag, 10 vepd, o (wvia-
voi opyaviopoi Ba eivar nAéov o1 véor Snpioupyoi
g eikdvag Tng oneipag MEoa oto xpovo. Zkdneud
va napaddow 10 épyo auté oro koivd. Pavraléd-
pouv Toug avBpdnoug va Couv tnv epneipia Tng
oneipag, va v nepnarolv kai va vidBouv v al-
Aayr kar v eféNén éunpakta. Auotuxdg perd and
ng eniBéoeig anogdoioca 10 épyo va napapeivel ka-
Bapd ontikd.

Mpdkeirar yia éva épyo Berkd kar aicié68ofo Tou
onoiou n evépyeia kareuBiverar npog 1a ndvw. Ta
yhlva xp®pard Tou To evidooouv oOTo Tomio and 1o
onoio npoépxeral 10 UAIKS Tou, aldloviag Tov pd-
Ao T1ou unootnpiypardg tou. Me €viovo 1o oOTOIXEIO
g 8inAig kivnong, 10 épyo oxeriferal pe epéva

v i&ia kar tov kéopo. Mia ox€on enikolvwviag
au@idpoun pe pia kivnon and péoa npog 1a é€w
Kal avrioTpopwg. And 10 €va npog OAa, and SAa
npog 10 éva. Na epéva n oneipa ocupBoAiler ™ ou-
vexii aMayr, v aévan eféhién, v aidvia avavéw-
on. TautiCopar pe autiv kar v avriperoni(o oav
autonopTpPETO.

“AMdCovrag Eavayivopar ndvra n i&ia.”*

* “Eadem mutata resurgo” - Jacob Bernonilli 1698



during transportation and begins to flow anew in its
new location. The spiral changed form many times
during the three years of its construction. The six
cycles of evolution | had initially created only
enjoyed a limited presence due to the outside
interference that interrupted the progress of the
work. The harmony of colours and shapes vanished
along with the first spontaneously created version.
Four months of hard work were gone in a moment,
because of the rage of unknown people. One and
a half years later, | had to make six new cycles of
evolution. The construction was vandalised whenever
| was absent, so every time | repaired it its image
changed. Having now finished the work, | entrust it
to the hands of Nature. Hopefully, it will only be
Nature that is going to alter its image gradually
with the passage of time. Soil, air, water, living
organisms -these will become the creators of the
form of the spiral from now on. | intended to
deliver this work to the public. | imagined people
experiencing the spiral, walking on it, and feeling
change and evolution firsthand. Unfortunately, after
the attacks | decided that the work should remain
purely visual.

It is a positive and optimistic work, whose energy
flows upward. lts earthly hues make it a part of
the landscape from which its material was derived,
changing the role of its support. With the
prominence of dual movement, the work relates to
both myself and to the world. A two-way
communicative relationship - an inward movement
and an outward movement. From one to everything,
from everything to one. For me, the spiral
symbolises constant change, incessant development,
and eternal renewal. | identify myself with it and
regard it as a self-portrait.

"I remain the same always through changing."*

* "Eadem mutata resurgo" - Jacob Bernonilli, 1698

Translated by Dimitris Saltabassis



H @uoikn kardotaon

The natural enviroment
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H karaokeun

The construction
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H karaotpopn

The destruction
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H eféhién

The process
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To npepoAdyio

1998

louviog MNpooxédia.

Auyouotog MpooxéSio opdkevipwy KUKA®Y.
ZentéuBpiog  Apxn Kataokeung.

NoéuBpiog Mpdro térapro 1ou 6ou kikhou e&éNiEng.
AcskéuBpiog MpdTn KaracTpopn.

1999

lavoudpiog Aelrepn karactpopn.

2000

Auyouotog Yuykévipwon nérpag.
ZentéuBpiog  Enmiokeuég.

OktaBpiog ~ OMokAripwon bou kikAou.
NoéuBpiog Tpito 1érapto tou 7ou KUKAoU.
2001

Maiog OMNokAipwon karaokeung.

H tautdrnta

YnootApiypa: ubarobe€apevii and pnerdv

Erog karackeuvrg: 1977-78

Xwpntikétnra: 1500m3

Aiguerpog: 2060

Yyog: 5,50

lMaxog otéyng: 15 ex.

Enipaveiakn Siapopa uwoug otéyng

(and 1o kévipo oinv nepipépeia): 40ex

Karaokeun: EepoNBid oe oxApa oneipag

MAdrog kikAwv e&éMEng (ueraBAntd): bex, 8ek,13ex, 2lex,
34ek, 55ek, 8%k, 144p.

Yyog kikAwv e&éMiEng (ueraBAntd): Sex, bek, 7ex, 10ek,
14ek, 21ex, 3lex, 40ek.

MAdrog 8i1abpopwv (ueraBAnrd): 13ex, 2lex, 3dek, 55ex,
8%k, 1,44, 2,33p.

ZuvoAiké prkog Tng karaockeung: 198,70

ZuvoAiké Bdapog: 70,7 410ovol

Oykog: 39,30m3

The diary

1998

June Preparatory sketches.

August Layout of concentric circles.

September Beginning of construction.

November One quarter of the sixth cycle of evolution.

December First destruction.
1999

Januvary  Second destruction.
2000

August Collection of stone.

September Reconstruction
October  Completion of sixth cycle.
November Three quarters of seventh cycle.

2001
May Completion of construction.
The identity

Support: a cylindrical concrete water tank

Year of construction: 1977-78

Capacity: 1500m3

Diameter: 20m60

Height: 5,50m

Thickness of tank’s roof: 15cm

Difference of height of roofs surface

(from the centre to the circumference): 40cm
Construction: Dry-stone in the shape of a spiral
Width of the cycles of evolution (variable): écm, 8cm,
1Bem, 21lcm, 34cm, 55cm, 89cm,1,44m

Height of the cycles of evolution (variable): 5cm, écm,
7cm, 10cm, 14cm, 21cm, 3lcm, 40cm

Width of the corridors (variable): 13cm, 21cm, 34cm, 55cm,
89cm,1,44m, 2,33m

Total length of the construction: 198,70m

Total weight: 70,74 tons

Volume: 39,30 m3
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Euxapiortieg

Euxapiordd

Tnv Ahpapxo ®ihoBéng,

ka EAévn Tapavrivou-Mavayiwronolviou

kal 10 npoownikd Tou Afdpou ®ihoBéng,
yia v unootApin kal Tn ouvepyacia Toug.

Tov ko Z. lopraAdkn, tov ko M. Tdvveg kar tov ko B. AdAa
yla v dpeon avrandkpion Kal TNV €UYEVIKA Xopnyid Toug.

Tov ko K. Qwotnpénouro kai ko A. Kapayidvvn
yia 1 8iéBeon tou ehikontépou ToUG.

Tov ko L. Mwpeadnouho yia v noAutiun
kaBobhynon Tou oty opydvwon kai
10 otAcipo 1ng ékBeong kar Tou kataldyou.

Tov ko B. NikoAénoulo yia n Bivieookénnon tou épyou.
Tov ko B. Zavoido yia 1n oratikn pelémn.

Tov ko M. Aagroh yia v avextipnin BorBeia tou.

Tov ko B. Huso yia 1 cupnapdorach tou.

OMoug T10UG CuvepYdTEG MOU YIa
TNV Katavonoh Toug

Tnv oikoyéveld pou.

Kar éhoug éooug niotewav oe péva
MK.

35

Aknowledgments

| would like to thank

The Mayor of Filothei,

Mrs. Eleni Tarandinou-Panagiotopouloy,

and the staff of Filothei Municipality, for their support
and collaboration.

Mr. Z. Portalakis, Mr. M. Tannes and Mr. V. Lolas for

their immediate response and their generous sponsorship.

Mr. K. Fostiropoulos and Mr. A. Karayiannis for offering
to supply the helicopter.

Mr. S. Moressopoulos for his valuable help in organising
and putting together the exhibition as well as the
catalogue.

Mr. V. Nikolopoulos for the filming of the project.
Mr. V. Sanoudos for his static study.

Mr. P. Laftsis for his invaluable help.

Mr. B. Huso for his support.

All those who worked with me on this project and
showed much understanding.

My family

And all those who believed in me.

MK.



O kardhoyog aurég ek860nke oe 1000 avrituna
and 11 ek8éoeig [Mévrié orn oeipd Téxvn, tov
Mdio tou 2002.

H €kBeon tng karaypagric tng karackeurg tou Ep-
you napouoidornke oro Kévipo Eikaorikdv Texvdv
Aripou ®iroBéng “I. Kapubng” 14-27 Maiou 2001.

This catalogue was published by Pontix Editions in
the Art series, in 1000 copies in May 2002.

The exhibition of photographs and sketches of the
project's construction was presented in the Art
Center of the Filothei Municipality "G. Karydis" in
May 4 to 27, 2001.

Xopnyoi

ZAXAPIAZ I'. MOPTAAAKHE |

MEAOZ TOY XPHMATIZTHPIOY AZION AGHNON
ZOGOKAEQYZ 7-9, 105 53 AOHNA

XPHMATIEZTHPIAKH A.E. I

‘ -
" ZACHARIAS G. PORTALAKIS S.A.

BROKERAGE FIRM
MEMBER OF THE ATHENS STOCK EXCHANGE

SOFOKLEQUS 7-9, 105 53 ATHENS

RV e

.-}Fﬂ;fr



