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™Ù· Ù¤ÏË ÙË˜ ‰ÂÎ·ÂÙ›·˜ ÙÔ˘ ’60, ˆ˜ ·ÓÙ›‰Ú·ÛË ÛÙÔ ªÈÓÈ-
Ì·ÏÈÛÌfi Î·È ÙËÓ ˘ÂÚ·˘Í·ÓfiÌÂÓË Ù¿ÛË ÌÂÙ·ÌfiÚÊˆÛË˜
ÙÔ˘ ¤ÚÁÔ˘ Ù¤¯ÓË˜ ÛÂ ÚÔ˚fiÓ Î·Ù·Ó¿ÏˆÛË˜, ÁÂÓÓ‹ıËÎÂ Ë
∂ÓÓÔÈÔÏÔÁÈÎ‹ ∆¤¯ÓË. ¶ÚfiÎÂÈÙ·È ÁÈ· ÌÈ· ÌÔÚÊ‹ Ù¤¯ÓË˜ Ë
ÔÔ›· ÛÎÔÂ‡ÂÈ ÛÙËÓ ÓÂ˘Ì·ÙÈÎ‹ ÚÔÛ¤ÁÁÈÛË ÙÔ˘ ¤ÚÁÔ˘,
‰›ÓÔÓÙ·˜ ¤ÌÊ·ÛË ÛÙË Û‡ÏÏË„Ë Î·È ÙËÓ È‰¤·-¤ÓÓÔÈ· ÙÔ˘
¤ÚÁÔ˘, ÂÓÒ Ë Î·Ù·ÛÎÂ˘‹ ÙÔ˘ Î·È ÙÔ ÙÂÏÈÎfi ·ÔÙ¤ÏÂÛÌ·
¤¯Ô˘Ó ‰Â˘ÙÂÚÂ‡ÔÓÙ· ÚfiÏÔ.

ª¤Û· ÛÙÔ Ï·›ÛÈÔ ÙË˜ ∂ÓÓÔÈÔÏÔÁÈÎ‹˜ ∆¤¯ÓË˜, ÌÂ Î›ÓËÙÚ·
ÔÈÎÔÏÔÁÈÎ¿, ·ÈÛıËÙÈÎ¿, ÊÈÏÔÛÔÊÈÎ¿, Î·Ù·ÛÎÂ˘·ÛÙÈÎ¿ Î·È
¿ÏÏ·, ÂÌÊ·Ó›ÛÙËÎ·Ó ÔÈ ÚÒÙÂ˜ ·ÚÂÌ‚¿ÛÂÈ˜ ÛÙË º‡ÛË. 
∏ º‡ÛË ˆ˜ ı¤Ì· Â›Ó·È ‰È·¯ÚÔÓÈÎ‹ Î·È ·Ú·Ì¤ÓÂÈ ÛËÌÂ›Ô
ÔÓÙÔÏÔÁÈÎ‹˜ ·Ó·ÊÔÚ¿˜ ÁÈ· ÙÔÓ ¿ÓıÚˆÔ. £¤Ì·, ËÁ‹
¤ÌÓÂ˘ÛË˜ Î·È ÙfiÔ˜ Î·ÏÏÈÙÂ¯ÓÈÎ‹˜ ÂÌÂÈÚ›·˜, ÛÙÔÓ 20Ô
·ÈÒÓ· ·ÏÏ¿˙ÂÈ ÚfiÏÔ Î·È ‰È¿ÛÙ·ÛË. ªÂ ÙËÓ ÂÌÊ¿ÓÈÛË ÙÔ˘
Land Art Ë º‡ÛË ·‡ÂÈ Ó· Â›Ó·È ·Ïfi ÛËÌÂ›Ô ·Ó·ÊÔÚ¿˜
Î·È Á›ÓÂÙ·È ÙÔ ˘ÏÈÎfi, ÙÔ Ì¤ÛÔ Î·È Ô ¯ÒÚÔ˜ Î·ÏÏÈÙÂ¯ÓÈÎ‹˜
‰ËÌÈÔ˘ÚÁ›·˜. √È Î·ÏÏÈÙ¤¯ÓÂ˜ ‰Ô˘ÏÂ‡Ô˘Ó Î·È ÂÎı¤ÙÔ˘Ó
ÂÎÙfi˜ ÁÎ·ÏÂÚ›, Î¿ÓÔÓÙ·˜ Ì›· ÔÏÈÙÈÎ‹ ‰‹ÏˆÛË ÁÈ· ÙËÓ ÔÈ-
ÎÔÓÔÌ›· ÙË˜ Ù¤¯ÓË˜, ‚Á¿˙ÔÓÙ·˜ ÙËÓ Ù¤¯ÓË ÙÔ˘˜ ¤Íˆ ·fi
ÙÔ ÂÌfiÚÈÔ Î·È ÙËÓ Ú·ÎÙÈÎ‹ “¯Ú‹ÛË” ‹ “·ÍÈÔÔ›ËÛË” ÙˆÓ
¤ÚÁˆÓ Ù¤¯ÓË˜. ∆Ô Land Art ÂÓÒÓÂÈ ÙËÓ Ù¤¯ÓË ÌÂ ÙÔ ¯Ò-
ÚÔ Î·È ÙËÓ ÈÛÙÔÚ›·, Û˘¯Ó¿ ÌÂ ¿ÌÂÛÔ˘˜ ˘·ÈÓÈÁÌÔ‡˜, Û¯Â-
Ù›˙ÂÙ·È ÌÂ ÙË ÁÂˆÏÔÁ›·, ÙËÓ ·ÓıÚˆÔÏÔÁ›· Î·È ÙËÓ ·Ú¯·È-
ÔÏÔÁ›·, ÂÈÛÙ‹ÌÂ˜ Ô˘ ÙÈÌÔ‡Ó ÙÔ ·ÚÂÏıfiÓ Î·È ·ÓÙÈÙ›ıÂÙ·È
ÛÙËÓ ÙÂ¯ÓÔÏÔÁ›· Ë ÔÔ›· ÛÙÚ¤ÊÂÙ·È ÚÔ˜ ÙÔ Ì¤ÏÏÔÓ.
∏ ÌÔÚÊ‹ ·˘Ù‹ Ù¤¯ÓË˜ ‰ÂÓ ¤¯ÂÈ Û¯¤ÛË ÌÂ ÙÈ˜ Û˘Ì‚·ÙÈÎ¤˜
¤ÓÓÔÈÂ˜ ÙË˜ ÎËÔ˘ÚÈÎ‹˜, ÙˆÓ ÌÓËÌÂ›ˆÓ ‹ ÙÔÓ Ê˘ÛÈÎfi
Û¯ËÌ·ÙÈÛÌfi ÙˆÓ ‚Ú¿¯ˆÓ. ∫ÚÈÙÈÎÔ› Ù¤¯ÓË˜, ‚Ú›ÛÎÔ˘Ó ÎÔÈÓ¿
ÛÙÔÈ¯Â›· ÌÂ ÙËÓ Ù¤¯ÓË ÙˆÓ ∞ÈÁ˘Ù›ˆÓ, ÙˆÓ ª¿ÁÈ·˜ Î·È

ÙˆÓ ∞ÁÁÏÔÛ·ÍfiÓˆÓ. ¢È·ÎÚ›ÓÔ˘Ó, Â›ÛË˜, Ì›· ÓÔÛÙ·ÏÁ›·
ÁÈ· ÙËÓ ÎÏ·ÛÈÎ‹ ¤ÓÓÔÈ· ÙÔ˘ “Î‹Ô˘” Î·È ÙÔÓ ƒÔÌ·ÓÙÈÛÌfi
ÙÔ˘ 18Ô˘ ·ÈÒÓ·. 

∆· ¤ÚÁ· ÙÔ˘ Land Art Â›Ó·È ÂÊ‹ÌÂÚ· ·ÓÙ›-ÌÓËÌÂ›·, Ù·
ÔÔ›· ‰ËÌÈÔ˘ÚÁÔ‡ÓÙ·È ÌÂ ·Ê·›ÚÂÛË ‹ ÚfiÛıÂÛË Ê˘ÛÈÎÒÓ
˘ÏÈÎÒÓ ÛÂ Î¿ÔÈ· Û˘ÁÎÂÎÚÈÌ¤ÓË ÙÔÔıÂÛ›·. Œ¯Ô˘Ó ¿ÌÂÛË
Û¯¤ÛË ÌÂ ÙË ÁÏ˘ÙÈÎ‹, ÂÊfiÛÔÓ ÚfiÎÂÈÙ·È ÁÈ· ¯ÂÈÚÈÛÌfi
˘ÏÈÎÒÓ ÙÚÈÒÓ ‰È·ÛÙ¿ÛÂˆÓ Ì¤Û· ÛÙÔ Ê˘ÛÈÎfi ¯ÒÚÔ, ·ÏÏ¿
Î·È ÌÂ ÙËÓ performance-·Ú¿ÛÙ·ÛË ÂÊfiÛÔÓ ÏÂÈÙÔ˘ÚÁÔ‡Ó
ÛÂ Û¯¤ÛË ÌÂ ÙËÓ ÙÔÔıÂÛ›·, ÙËÓ ÂÍ¤ÏÈÍË Î·È ÙË ¯ÚÔÓÈÎ‹
‰È¿ÚÎÂÈ·. √ ÚfiÏÔ˜ ÙÔ˘ ıÂ·Ù‹ ·ÏÏ¿˙ÂÈ ÂÊfiÛÔÓ ‰ÂÓ ·Ú·-
ÙËÚÂ› ÌfiÓÔ, ·ÏÏ¿ Û˘ÌÌÂÙ¤¯ÂÈ Î·È ‚Ú›ÛÎÂÙ·È Ì¤Û· ÛÙÔ ¯Ò-
ÚÔ ÙÔ˘ ¤ÚÁÔ˘, ·ÓÙ›ıÂÙ· ÌÂ ÙËÓ ÎÏ·ÛÈÎ‹ ÁÏ˘ÙÈÎ‹, fiÔ˘ Ë
ÂÌÂÈÚ›· ÙÔ˘ ÍÂÎÈÓ¿  Î·È ÙÂÏÂÈÒÓÂÈ ÌÂ ÙÔ ·ÓÙÈÎÂ›ÌÂÓÔ. 
∏ ÂÌÂÈÚ›· ÙÔ˘ ¤ÚÁÔ˘ Â›Ó·È ·˘Ù‹ ÂÓfi˜ Û˘ÁÎÂÎÚÈÌ¤ÓÔ˘ Ì¤-
ÚÔ˘˜, Ë Ù˘¯·›· ÂÚÈÏ¿ÓËÛË ÛÙÔÓ ÂÚÈ‚¿ÏÏÔÓÙ· ¯ÒÚÔ Î·È
Ì›· ¤ÓÙÔÓË ·›ÛıËÛË ÙÔ˘ “ÂÁÒ”, ÂÌÂÈÚ›Â˜ ÔÈ ÔÔ›Â˜
˘ÂÚ‚·›ÓÔ˘Ó ÙËÓ ·Ï‹ ÔÙÈÎ‹ Î·Ù·ÓfiËÛË ÙÔ˘ ¤ÚÁÔ˘. ∂›Ó·È
Ì›· ÚfiÎÏËÛË  ÁÈ· ÙËÓ ÎÔÈÓˆÓÈÎ‹ Î·È ‰È·ÓÔËÙÈÎ‹ ı¤ÛË
ÙÔ˘ ıÂ·Ù‹ ·fi ÙËÓ ·Ù‹ Î·È ÚÔÛˆÈÎ‹ ÙÔ˘ Û¯¤ÛË ÌÂ ÙË
º‡ÛË, Â›ÙÂ ÙÔ ¤ÚÁÔ ¤¯ÂÈ Á›ÓÂÈ ÌÂ ÔÏfiÎÏËÚË ÌÔ˘ÏÓÙfi˙·
‹ ·fi ·Ï‹ ·ÙËÌ·ÛÈ¿. ∏ ı¤· ·fi ¿Óˆ ÌÔÚÂ› Ó· Â›Ó·È
ÔÏÔÎÏËÚˆÙÈÎ‹, Ë ı¤· ·fi “Ì¤Û·”, fiÌˆ˜, ÚÔÙÂ›ÓÂÈ Û˘Ì-
ÌÂÙÔ¯‹ Î·È ÎÔÈÓˆÓ›·, Î·Ù·Ï‡ÔÓÙ·˜ ÙËÓ ·fiÛÙ·ÛË ·Ó¿ÌÂÛ·
ÛÙÔ ıÂ·Ù‹ Î·È ÙÔ ¤ÚÁÔ Ù¤¯ÓË˜. µ·ÛÈÎfi ÂÓ‰È·Ê¤ÚÔÓ ÙÔ˘
Land Art ·ÔÙÂÏÔ‡Ó Ô ¯ÚfiÓÔ˜ Î·È ÔÈ Ê˘ÛÈÎ¤˜ ‰˘Ó¿ÌÂÈ˜
Ô˘ ÂËÚÂ¿˙Ô˘Ó Ù· ¤ÚÁ·. ŒÓ· ¤ÚÁÔ ÛÙËÓ ‡·ÈıÚÔ Â›Ó·È
ÂÎÙÂıÂÈÌ¤ÓÔ ÛÙÈ˜ Î·ÈÚÈÎ¤˜ Û˘Óı‹ÎÂ˜, ÛÙÈ˜ ÂÔ¯¤˜, ÛÙÈ˜
‰È¿ÊÔÚÂ˜ ÊıÔÚ¤˜  ·fi ÙË º‡ÛË ‹ ÙÔÓ ¿ÓıÚˆÔ Î·È ˙ÂÈ
ÙÈ˜ Ê˘ÛÈÎ¤˜ ÂÓ·ÏÏ·Á¤˜ Ì’ ¤Ó·Ó ÙÚfiÔ ‚·ı‡Ù·Ù· ÔÚÁ·ÓÈÎfi.

EÈÛ·ÁˆÁ‹ ÛÙÔ Land Art\
MÈÎ·¤Ï· K·Ú·ÁÈ¿ÓÓË
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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.

Introduction to Land Art
Mikaela Karayannis
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∞˘Ùfi˜ Ô ÂÚÈÔÚÈÛÌ¤ÓÔ˜ ¯ÚfiÓÔ˜ ˙ˆ‹˜ Û¯ÂÙ›˙ÂÙ·È ÌÂ ÙÔ
ÂÚÂ›ˆÌ· fiÏˆÓ ÙˆÓ ·ÓıÚÒÈÓˆÓ ‰ËÌÈÔ˘ÚÁËÌ¿ÙˆÓ ÌÂ ÙÔ
¤Ú·ÛÌ· ÙÔ˘ ¯ÚfiÓÔ˘ (entropy). EÊfiÛÔÓ Ë º‡ÛË ¯·Ú·ÎÙË-
Ú›˙ÂÙ·È ·fi ÙËÓ ·Ú¯‹ ÙË˜ ÂÍ¤ÏÈÍË˜, Ù· ¤ÚÁ· ÊÙÈ·ÁÌ¤Ó·
ÛÂ ·˘Ù‹, Â›Ó·È ÂÊ‹ÌÂÚ·. ∞˘Ùfi Ù·Ú¿˙ÂÈ ÙËÓ ¤ÓÓÔÈ· ÙÔ˘
ÌÔ˘ÛÂ›Ô˘ Î·È ÙË˜ Ù¤¯ÓË˜ ÁÂÓÈÎfiÙÂÚ·. √ ¯ÚfiÓÔ˜ Î·È Ë
‰È·‰ÈÎ·Û›· ÙË˜ Î·Ù·ÛÎÂ˘‹˜ ÙˆÓ ¤ÚÁˆÓ ·ÔÎÙÔ‡Ó Ï¤ÔÓ
ÛËÌ·Û›· ÂÓÒ ÙÔÓ›˙ÂÙ·È Ë ·Í›· ÙÔ˘ Î·ÏÏÈÙ¤¯ÓË Ì¤Û· ÛÂ
·˘ÙfiÓ, ‰È·Ì¤ÛÔ˘ ÙÔ˘ ÂÊ‹ÌÂÚÔ˘ ¤ÚÁÔ˘ ÙÔ˘, ÙÔ ÔÔ›Ô ¯·-
Ú·ÎÙËÚ›˙ÂÙ·È ·fi ÙÔ ·Ó·fiÊÂ˘ÎÙÔ ÙË˜ ÂÍ¤ÏÈÍË˜ Î·È ÙË˜
ÊıÔÚ¿˜.

∆Ô Î›ÓËÌ· ÙÔ˘ Land Art ·›ÚÓÂÈ ÔÏÏ¤˜ ÌÔÚÊ¤˜. À¿Ú-
¯Ô˘Ó ÔÈ ÂÏ¿¯ÈÛÙÂ˜ Î·È ÂÊ‹ÌÂÚÂ˜ ÂÂÌ‚¿ÛÂÈ˜ in situ, ÌÂ-
Á·Ï‡ÙÂÚˆÓ ‰È·ÛÙ¿ÛÂˆÓ ÁÏ˘ÙÈÎ‹ ÁË˜, ÂÌÏ¤ÎÔÓÙ·˜ Î·Ù·-
ÛÎÂ˘·ÛÙÈÎ¿ ÌË¯·Ó‹Ì·Ù·, Ë ÚÔÛ¯Â‰È·ÛÌ¤ÓË Â·Ó·ÊÔÚ¿
ÂÚÈÔ¯ÒÓ ‚ÈÔÌË¯·ÓÈÎÒÓ ·Ô‚Ï‹ÙˆÓ ÛÙË Ê˘ÛÈÎ‹ ÙÔ˘˜ Î·-
Ù¿ÛÙ·ÛË, ‹ ÎÈÓ‹ÛÂÈ˜ ‰È·Ù‹ÚËÛË˜ ÙË˜ Ê˘ÛÈÎ‹˜ Î·Ù¿ÛÙ·ÛË˜
ÙË˜ ÁË˜, fiˆ˜ ·ÎfiÌ· Î·È ÔÈ ÂÁÎ·Ù·ÛÙ¿ÛÂÈ˜ Ì¤Û· ÛÂ ÂÎ-
ıÂÛÈ·ÎÔ‡˜ ¯ÒÚÔ˘˜. AÓ·ÁÓˆÚ›˙ÔÓÙ·È ÙÂÏÈÎ¿ ‰‡Ô “Û¯ÔÏ¤˜”:
·˘Ù‹  ÙÔ˘ Â˘Úˆ·˚ÎÔ‡ Land Art Î·È ÙÔ˘ ·ÌÂÚÈÎ¿ÓÈÎÔ˘
Earth Art.∆· ·¯·Ó‹ ·ÌÂÚÈÎ·ÓÈÎ¿ ÙÔ›·, Ù· ÔÔ›· ·Ï·ÈfiÙÂ-
Ú· ‹Ù·Ó ‰È·ı¤ÛÈÌ· ÁÈ· ÂÍËÌ¤ÚˆÛË, ÛÙÔÓ 20Ô ·ÈÒÓ· Â›-
Ó·È Ï¤ÔÓ, Â‡ıÚ·˘ÛÙ·, ·ÓÔÚÂÍÈÎ¿, ÌÂ ·Ó¿ÁÎË ÁÈ· ÚÔÛÙ·-
Û›· Î·È ‰È·¯Â›ÚÈÛË. ∏ ·ÔÍ¤ÓˆÛË, Ë ÂÚÈ‚·ÏÏÔÓÙÔÏÔÁÈÎ‹
ÏÔÁÈÎ‹ Î·È Â˘·ÈÛıËÙÔÔ›ËÛË, Ë ÂÎÌÂÙ¿ÏÏÂ˘ÛË Î·È Ë Î¿ıÂ
Â›‰Ô˘˜ Ú‡·ÓÛË ˆıÔ‡Ó ÙÔ˘˜ Î·ÏÏÈÙ¤¯ÓÂ˜ Ó· Â¤Ì‚Ô˘Ó
ÛÙËÓ ·ÌÂÚÈÎ¿ÓÈÎË ÁË. ∞Ú¯›˙Ô˘Ó ¤ÙÛÈ Ó· ‰ËÌÈÔ˘ÚÁÔ‡Ó ¤ÚÁ·
ÙÂÚ¿ÛÙÈˆÓ ‰È·ÛÙ¿ÛÂˆÓ ÌÂ ÛÎÔfi Ô ıÂ·Ù‹˜ Ó· ÂÚÈ¤¯ÂÙ·È
Î·È Ó· Û˘ÌÌÂÙ¤¯ÂÈ Û’ ·˘Ù¿, ¯ˆÚ›˜ fiÌˆ˜ Ó· ı¤ÏÔ˘Ó Ó·
ÙÔÓ Î·Ù·ÙÚÔÒÛÔ˘Ó ‹ Ó· ÙÔÓ ÙÚÔÌÔÎÚ·Ù‹ÛÔ˘Ó ÌÂ ÙÔ Ì¤-
ÁÂıfi˜ ÙÔ˘˜. £¤ÏÔ˘Ó Ì’ ¿ÏÏ· ÏfiÁÈ·, Ó’ ·ÓÙÈÛÙ·ıÔ‡Ó ÛÙËÓ
Î·ÈÙ·ÏÈÛÙÈÎ‹ ÎÔÈÓˆÓ›· ÙË˜ Î·Ù·Ó¿ÏˆÛË˜, fiÌˆ˜ ÙÂÏÈÎ¿, Ù·
ÙÂÚ¿ÛÙÈ· ·˘Ù¿ ¤ÚÁ· ··ÈÙÔ‡Ó ÔÈÎÔÓÔÌÈÎ‹ ˘ÔÛÙ‹ÚÈÍË ÁÈ·
ÙËÓ ·ÁÔÚ¿ ÁË˜, ÙËÓ ÂÓÔÈÎ›·ÛË Î·Ù·ÛÎÂ˘·ÛÙÈÎÒÓ ÌË¯·ÓË-
Ì¿ÙˆÓ Î·È ÌÈÎÚÒÓ ·ÂÚÔÛÎ·ÊÒÓ ÁÈ· ÙËÓ ·Ú·ÎÔÏÔ‡ıËÛË,
ÙËÓ Î·Ù·ÁÚ·Ê‹ ÙÔ˘˜, Î.Ï. ŒÙÛÈ ‰ËÌÈÔ˘ÚÁÂ›Ù·È ¤Ó· ÌÔÓ·‰È-
Îfi Û‡ÛÙËÌ· ¯ÚËÌ·ÙÔ‰fiÙËÛË˜ ·fi ¯ÔÚËÁÔ‡˜ Î·È ·ÁÔÚ·-
ÛÙ¤˜ ÙÔ ÔÔ›Ô fi¯È ÌfiÓÔ ‰ÂÓ Î·Ù·Ê¤ÚÓÂÈ Ó· ÍÂÊ‡ÁÂÈ ·fi
ÙÔÓ Î·ÈÙ·ÏÈÛÌfi Î·È ÙÔ˘˜ ÌË¯·ÓÈÛÌÔ‡˜ ÙË˜ ·ÁÔÚ¿˜, ·ÏÏ¿

¯·Ú·ÎÙËÚ›˙ÂÙ·È ˆ˜ ÙÔ “·ÔÈÎÈÔÎÚ·ÙÈÎfi Û‡ÛÙËÌ· ÂÎÌÂÙ¿Ï-
ÏÂ˘ÛË˜ ÙˆÓ Ê˘ÛÈÎÒÓ fiÚˆÓ”. ∂ÓÙ˘ˆÛÈ·Îfi Â›Ó·È fiÙÈ Ô
Î·ÏÏÈÙ¤¯ÓË˜ ¤Ú¯ÂÙ·È ÛÂ Â·Ê‹ ÌÂ ÙËÓ Î·ıËÌÂÚÈÓ‹ ˙ˆ‹
ÁÈ· Ó· ‰ËÌÈÔ˘ÚÁ‹ÛÂÈ ÙÔ ¤ÚÁÔ ÙÔ˘, ÂÊfiÛÔÓ Û¯ÂÙ›˙ÂÙ·È ÌÂ
·ÓıÚÒÔ˘˜ Î¿ıÂ ÂÈ¤‰Ô˘ ÁÈ· Ó· ÂÍ˘ËÚÂÙËıÂ›. ∞ÓÙ›ıÂÙ·
ÌÂ ·˘ÙÔ‡˜ ÙÔ˘˜ “‰È·¯ÂÈÚÈÛÙ¤˜” ÙÔ˘ ÙÔ›Ô˘, ÔÈ Â˘Úˆ·›ÔÈ
Î·ÏÏÈÙ¤¯ÓÂ˜ Â›ÙÂ ‰Ô˘ÏÂ‡Ô˘Ó ÛÙË ¯ÒÚ· ÙÔ˘˜, Â›ÙÂ ·ÏÏÔ‡,
ÏÂÈÙÔ˘ÚÁÔ‡Ó ÈÔ ·˘ıfiÚÌËÙ·, ¿Óˆ ÛÙËÓ ÂÈÊ¿ÓÂÈ· ÙË˜
ÁË˜ ÌÂ Ù· ‰È·ı¤ÛÈÌ· Ê˘ÛÈÎ¿ ˘ÏÈÎ¿. ª¤ÓÔ˘Ó ÎÔÓÙ¿ ÛÙÔÓ
“Ú¿ÛÈÓÔ” ÙÚfiÔ ÛÎ¤„Ë˜ ÙË˜ ÂÔ¯‹˜, ·ÓÙ›ıÂÙ· ÚÔ˜ ÙÔÓ
·ÁÎÔÛÌÈÔÔÈËÌ¤ÓÔ Î·ÈÙ·ÏÈÛÌfi, ÂÊfiÛÔÓ ‰ÂÓ ¤¯Ô˘Ó ÛÙË
‰È¿ıÂÛ‹ ÙÔ˘˜ ÙÈ˜ ·¯·ÓÂ›˜ ·ÌÂÚÈÎ·ÓÈÎ¤˜ ÂÚ‹ÌÔ˘˜. ∂˘Úˆ-
·›ÔÈ Î·È ·ÌÂÚÈÎ¿ÓÔÈ Î·ÏÏÈÙ¤¯ÓÂ˜ Ï·‚·›ÓÔ˘Ó Ì¤ÚÔ˜ ÛÙËÓ
ÚÒÙË Â›ÛËÌË ¤ÎıÂÛË ÌÂ Ù›ÙÏÔ “Earthworks”, ÙÔ 1968
ÛÙËÓ Dwan Gallery ÙË˜ ¡. ÀfiÚÎË˜.

ŒÓ·˜ ·fi ÙÔ˘˜ ÚˆÙÔfiÚÔ˘˜ ÙÔ˘ Earth Art Â›Ó·È Ô ·ÌÂ-
ÚÈÎ¿Óo˜ Robert Smithson (1938-1973), ÙÔ˘ ÔÔ›Ô˘ ‰È·ÚÎ‹˜
··Û¯fiÏËÛË Â›Ó·È Ë Û¯¤ÛË ÙË˜ Ù¤¯ÓË˜ ÌÂ ÙË º‡ÛË Î·È
ÙÔ ÂÚÈ‚¿ÏÏÔÓ. ∞Ó·Ù‡ÛÛÂÈ ÙË ıÂˆÚ›· ÙË˜ ÙÔÔıÂÛ›·˜
(site) Î·È ÙË˜ ÌË-ÙÔÔıÂÛ›·˜ (non-site) ÛÂ Û¯¤ÛË ÌÂ Ù·
¤ÚÁ· ¤Íˆ Î·È ÙËÓ ¤ÎıÂÛ‹ ÙÔ˘˜ Ì¤Û· ÛÙÔÓ ·ÚfiÛˆÔ
¯ÒÚÔ ÙË˜ ÁÎ·ÏÂÚ›. µ·ÛÈÎfi ¤ÚÁÔ ÙÔ˘ Â›Ó·È Ë “™ÈÚ¿Ï
∞Ô‚¿ıÚ·” (“Spiral Jetty”, 1970, Salt Lake, Utah, USA).
¶ÚfiÎÂÈÙ·È ÁÈ· ¤Ó· ¤ÚÁÔ ÛÂ Û¯¤ÛË ÌÂ ÙËÓ ÈÛÙÔÚ›· Î·È
ÙÔ˘˜ Ì‡ıÔ˘˜ ÙÔ˘ ÂÚÈ‚¿ÏÏÔÓÙÔ˜ ¯ÒÚÔ˘ Ô˘ ÂËÚ¤·ÛÂ ÙÔ
Û¯‹Ì· Î·È ÙËÓ ÂÈÏÔÁ‹ ÙˆÓ ˘ÏÈÎÒÓ ÙÔ˘. £¤ÏËÛÂ Ó· Í·Ó·-
˙ˆÓÙ·Ó¤„ÂÈ ¤Ó· Ì¤ÚÔ˜ ÂÁÎ·Ù·ÏÂÏÂÈÌÌ¤ÓÔ Î·È Ù·Ï·ÈˆÚË-
Ì¤ÓÔ ·fi ÙÔÓ ¿ÓıÚˆÔ. ∞Ù‹, ‰ËÏ·‰‹, ·fi‰ÂÈÍË ÙË˜ ıÂ-
ˆÚ›·˜ ÙÔ˘ ÁÈ· ÙËÓ ·ÏÏ·Á‹ Î·È ÙË ÊıÔÚ¿ ÂÊfiÛÔÓ ÌÂÙ¿
·fi ¯ÚfiÓÈ· ‚˘ı›ÛÙËÎÂ Ì¤Û· ÛÙË Ï›ÌÓË fiÔ˘ Â›Ó·È ÊÙÈ·Á-
Ì¤ÓÔ. √ Smithson ·Û¯ÔÏ‹ıËÎÂ ÌÂ ÙÔ ı¤Ì· ÙË˜ ÛÂ›Ú·˜
ÛÂ ÔÏÏ¿ ¿ÏÏ· ¤ÚÁ· ÙÔ˘. ŒÓ· ·fi ·˘Ù¿ Â›Ó·È Ô “™·-
ÛÌ¤ÓÔ˜ ∫‡ÎÏÔ˜-™ÈÚ¿Ï §fiÊÔ˜” (“Broken Circle-Spiral
Hill”, 1971, Emmen, Holland), ¤Ó· ‰ÈÏfi ¤ÚÁÔ, ÛÂ Û¯¤ÛË
ÌÂ ÙÔ ÔÏÏ·Ó‰ÈÎfi ÙÔ›Ô, ÙÔÓ ‡ÚÁÔ ÙË˜ µ·‚¤Ï Î·È ÙËÓ
·ÓÙ·Ó¿ÎÏ·ÛË ÙÔ˘ Î·ıÚ¤ÊÙË.

∞fi ÙËÓ ¿ÏÏË ÏÂ˘Ú¿ ¤¯Ô˘ÌÂ ÙÔÓ ‚ÚÂÙ·Ófi Richard Long
(1942-) Ô ÔÔ›Ô˜ ıÂÌÂÏ›ˆÛÂ ÙÔ Land Art ÛÙËÓ ∂˘ÚÒË.
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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 situ,
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.
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°Ï˘ÙÈÎ‹ ÁÈ’ ·˘ÙfiÓ ‰ÂÓ Â›Ó·È Ë ÌÂÙ·ÌfiÚÊˆÛË Î·È Â·ÓÔÚ-
Á¿ÓˆÛË ÙÔ˘ ÙÔ›Ô˘, ÛÂ ·ÓÙ›ıÂÛË ÌÂ ÙÔ˘˜ ·ÌÂÚÈÎ¿ÓÔ˘˜
Î·ÏÏÈÙ¤¯ÓÂ˜ ·ÏÏ¿ Ë Â·Ó·Î¿Ï˘„Ë ÙÔ˘ ¯ÒÚÔ˘ Ì¤Û· ·fi
ÌÈ· ‚ÈˆÌ·ÙÈÎ‹ ‰È·‰ÈÎ·Û›·. °È’ ·˘Ùfi ‰ÈÛÙ¿˙ÂÈ Ó· ÚÔÛı¤ÛÂÈ
Î¿ÙÈ ÌfiÓÈÌÔ Ì¤Û· ÛÂ ¤Ó· ÎfiÛÌÔ ‹‰Ë ÁÂÌ¿ÙÔ, Û¤‚ÂÙ·È ÙË
ÁË Î·È ÚÔÙÈÌ¿ Ó· ÙËÓ ·Ê‹ÓÂÈ Û¯Â‰fiÓ ·Â›Ú·¯ÙË. ™˘ÓÂ¯›-
˙ÂÈ ÙË ‚ÚÂÙ·ÓÈÎ‹ ·Ú¿‰ÔÛË ÛÂ Û¯¤ÛË ÌÂ ÙÔ ÙÔ›Ô Î·È
‰ËÌÈÔ˘ÚÁÂ› ¯ˆÚ›˜ ¤ÍÔ‰· Î·È ÔÏ‡ÏÔÎÂ˜ ‰È·‰ÈÎ·Û›Â˜, ÌÂ
·Ïfi Î·È Â˘ı‡ ÙÚfiÔ, ÌÂ ‚¿ÛË ÙË ÛÎ¤„Ë, ÙËÓ È‰¤·. ∫¿ÓÂÈ
Ù¤¯ÓË ËÁ·›ÓÔÓÙ·˜ ÂÚ›·ÙÔ˘˜ ÛÂ Û¯‹Ì· Â‡ÎÔÏ· ·Ó·ÁÓˆ-
Ú›ÛÈÌÔ (Â˘ıÂ›·, ÙÂÙÚ¿ÁˆÓÔ, Î‡ÎÏÔ˜) Û·Ó ÂÚÈÁÚ·Ê‹ Ì›·˜
ÁÏ˘Ù‹˜ ÊfiÚÌ·˜. ™˘ÏÏ¤ÁÂÈ Ù· ˘ÏÈÎ¿ ÙÔ˘ Î·È ‰ËÌÈÔ˘ÚÁÂ›
Û¯‹Ì·Ù· ÛÙËÓ Ê‡ÛË Ù· ÔÔ›· ·Ê‹ÓÂÈ ›Ûˆ ÙÔ˘. ™Ù· Ê˘-
ÛÈÎ¿ ÁÏ˘Ù¿ ÂÈÛ¿ÁÂÈ ÙË ‰È¿ÛÙ·ÛË ÙÔ˘ ¯ÚfiÓÔ˘, ÙË ‰È¿ÚÎÂÈ·
ÙÔ˘ ÂÚÈ¿ÙÔ˘ ÙÔ˘ ÛÙË Ê‡ÛË. ™˘Ó‹ıˆ˜ ¯ÚËÛÈÌÔÔÈÂ› ÁÈ·
˘ÏÈÎfi ÙÔ˘ ÙËÓ ¤ÙÚ·.

°ÂÓÈÎ¿ Ù· ¤ÚÁ· ÙÔ˘ Land Art Á›ÓÔÓÙ·È Î·Ù·ÓÔËÙ¿, ÂÚÈÛ-
ÛfiÙÂÚÔ ·fi Î¿ıÂ ¿ÏÏÔ Â›‰Ô˜ ÁÏ˘ÙÈÎ‹˜, ·fi ÙÔÓ ÙÚfiÔ
ÌÂ ÙÔÓ ÔÔ›Ô ¤¯Ô˘Ó ÊˆÙÔÁÚ·ÊËıÂ›. ∆Ô Land Art ÂÈÛ¿ÁÂÈ
Ì›· Ó¤· ¿Ô„Ë ÙÔ˘ ¤ÚÁÔ˘, ·fi ÙÔÓ ·¤Ú·, ˘ÈÔıÂÙÒÓÙ·˜
ÙËÓ ·ÂÚÔÊˆÙÔÁÚ·Ê›· ·fi ÙËÓ ·Ú¯·ÈÔÏÔÁ›·. ∏ ı¤· ·fi
ÙÔÓ ·¤Ú· ÌÔÚÂ› Ó· Â›Ó·È Ì¤ÚÔ˜ ÙË˜ Ê·ÓÙ·Û›·˜ ÙÔ˘
Î·ÏÏÈÙ¤¯ÓË ·fi ÙËÓ ·Ú¯‹ Î·È Â›Ó·È ¤Ó· Ì¤ÚÔ˜ ÙË˜ ‰È·‰È-
Î·Û›·˜ ÙË˜ ÂÈÙ‹ÚËÛË˜. ∏ ·ÂÚÔÊˆÙÔÁÚ·Ê›· Â›Ó·È ¯Ú‹ÛÈÌË
ÁÈ· ÙË ¯·ÚÙÔÁÚ¿ÊËÛË ÙˆÓ ÚÔÙÂÈÓfiÌÂÓˆÓ ÙÔ›ˆÓ, ‰›ÓÂÈ
Ì›· Û˘ÏÏÔÁÈÎ‹ Î¿ÙÔ„Ë ÙÔ˘ ¤ÚÁÔ˘, ·ÏÏ¿ ‰ÂÓ ÌÔÚÂ› ÔÙ¤
Ó· ‰ÒÛÂÈ ÌÈ· Ï‹Úˆ˜ Î·Ù·ÓÔËÙ‹ ÂÈÎfiÓ· ÙÔ˘ ÛÙÔÓ ıÂ·Ù‹.
¢˘ÛÙ˘¯Ò˜, Ô ıÂ·Ù‹˜, Û˘Ó‹ıˆ˜, ¤Ú¯ÂÙ·È ÛÂ Â·Ê‹ ÌÂ ÙÈ˜
ÂÈÎfiÓÂ˜ ÙˆÓ ¤ÚÁˆÓ Î·È Û¿ÓÈ· ·ÔÎÙ¿ ÙË Ê·ÈÓÔÌÂÓÔÏÔÁÈ-
Î‹ ÂÌÂÈÚ›· ÙÔ˘˜, ÂÊfiÛÔÓ Ù· ¤ÚÁ· Â›Ó·È ·ÔÌÔÓˆÌ¤Ó·
ÛÂ Ì·ÎÚÈÓ¤˜ ÙÔÔıÂÛ›Â˜, ‰ÂÓ ÌÂÙ·ÎÈÓÔ‡ÓÙ·È Î·È Â›Ó·È ÂÊ‹-
ÌÂÚ·. ™ÙËÓ ÂÈÎfiÓ· ‚Ï¤Ô˘ÌÂ  ÙÔ ¤ÚÁÔ ·fi ¤Ó· ÛËÌÂ›Ô,
ÌÈ· ¿Ô„Ë Ô˘ ÙÔ ‚Á¿˙ÂÈ ¤Íˆ ·fi Ù· fiÚÈ· ÙÔ˘ ¯ÚfiÓÔ˘.
∏ Î·Ù·ÓfiËÛË ÙÔ˘ ¤ÚÁÔ˘ ·ÔÚÔÛ·Ó·ÙÔÏ›˙ÂÙ·È, ÂÊfiÛÔÓ
‰ÂÓ ˘¿Ú¯ÂÈ ¿ÌÂÛË Â·Ê‹ ÌÂ ÙË ÏÂÈÙÔ˘ÚÁ›· ÙÔ˘ ·ÏÏ¿ Î·È
ÌÂ ÙÔ ¯ÒÚÔ ÛÙÔÓ ÔÔ›Ô ‚Ú›ÛÎÂÙ·È. ¢ÂÓ Ú·ÁÌ·ÙÔÔÈÂ›Ù·È
ÙÔ Û‡ÓÔÏÔ ÙË˜ ÂÓÙ‡ˆÛË˜ ÙÔ˘ ÁÏ˘ÙÔ‡ ·ÏÏ¿ ·ÔÙ˘ÒÓÂÙ·È
ÛÂ ‰‡Ô ‰È·ÛÙ¿ÛÂÈ˜, ÌÈ· ÊÂ˘Á·Ï¤· Î·È ·ÔÛ·ÛÌ·ÙÈÎ‹ Ì·-
ÙÈ¿. ∏ ÊˆÙÔÁÚ·Ê›· ·›˙ÂÈ ÛËÌ·ÓÙÈÎfi ÚfiÏÔ ÛÙÔ Land Art.

∞ÔÙÂÏÂ› ÙÔ ÌÔÓ·‰ÈÎfi ›¯ÓÔ˜ Ô˘ ÚÔÛÊ¤ÚÂÙ·È ÛÙÔ ı·˘-
Ì·ÛÌfi Î·È ÙË ‰È·‚Â‚·›ˆÛË ÙˆÓ ‰Ú·ÛÙËÚÈÔÙ‹ÙˆÓ ‹ ÙˆÓ
ÂÊ‹ÌÂÚˆÓ ÁÂÁÔÓfiÙˆÓ. ŒÙÛÈ ·ÔÎÙ¿ ÂÓÓÔÈÔÏÔÁÈÎ‹ ‰È¿ÛÙ·ÛË
Î·È ·Ú¯ÂÈ·Î‹ ¤ÓÓÔÈ·, ÂÊfiÛÔÓ Î·Ù·ÁÚ¿ÊÂÈ ÙË ‰È·‰ÈÎ·Û›·
Î·Ù·ÛÎÂ˘‹˜ Ë ÔÔ›· Û˘Ó·ÁˆÓ›˙ÂÙ·È ÌÂ ÙÔ ·ÔÙ¤ÏÂÛÌ·.
¢Â›¯ÓÂÈ ÙËÓ Î·Ù¿ÛÙ·ÛË ÂÓfi˜ ¯ÒÚÔ˘, ·fi ÙËÓ ÔÔ›· ÂÚÌË-
ÓÂ‡ÂÙ·È ÙÔ ¤ÚÁÔ ‹ ÔÈ Ê¿ÛÂÈ˜ ÙË˜ ‰È·‰ÈÎ·Û›·˜. ÃÚËÛÈÌÔ-
ÔÈÂ›Ù·È Ì·˙› ÌÂ ÙËÓ Èı·Ó‹ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÎ‹ ·ÔÙ‡ˆÛË
ˆ˜ ·Ú¯Â›Ô Î·È ˆ˜ Ì¤ÚÔ˜ ÙË˜ ·ÓÙ›ÏË„Ë˜ ÙÔ˘ Û˘ÓfiÏÔ˘.
ªÔÚÂ› ÌÂÓ Ë ÊˆÙÔÁÚ·Ê›· Î·È ÙÔ ÊÈÏÌ, ·fi ÙË ÁË, ÙÔÓ
·¤Ú· ‹ ÙÔ ‰È¿ÛÙËÌ·, Ó· ÌÂÙ·ÌÔÚÊÒÓÔ˘Ó ÙÈ˜ ·ÏËıÈÓ¤˜
‰È·ÛÙ¿ÛÂÈ˜ ÙÔ˘ ¤ÚÁÔ˘, ·ÏÏ¿ ¯ÚËÛÈÌÔÔÈÔ‡ÓÙ·È Ì·˙› ÌÂ Ù·
ÎÂ›ÌÂÓ· ÁÈ· ÙËÓ ·Ï‹ ÏËÚÔÊfiÚËÛË Î·È ÙË ‰È¿‰ÔÛË ÙÔ˘
Land Art. √È Î·ÏÏÈÙ¤¯ÓÂ˜ Ô˘ ı¤ÏËÛ·Ó Ó· ÍÂÊ‡ÁÔ˘Ó ·fi
Ù· ÌÔ˘ÛÂ›· Î·È ÙÔ Î‡ÎÏˆÌ· ÙË˜ ·ÁÔÚ¿˜ ‹ ÙÈ˜ ÁÎ·ÏÂÚ›,
Î·Ù·Ï‹ÁÔ˘Ó Ó· ÂÎ‰›‰Ô˘Ó ÊˆÙÔÁÚ·Ê›Â˜ ÙˆÓ ¤ÚÁˆÓ ÙÔ˘˜
ÛÂ ÂÚÈÔ‰ÈÎ¿ Î·È ‚È‚Ï›·. ∏ ·ÂÚÔÊˆÙÔÁÚ·Ê›· Î˘ÚÈ·Ú¯Â›
ÛÙ· ‚È‚Ï›·, ¿Ú· Ë ¿Ô„Ë ÙÔ˘ ¤ÚÁÔ˘ ‰ÂÓ ·ÓÙÈÎ·ÙÔÙÚ›˙ÂÈ
ÙËÓ Ê˘ÛÈÎ‹ ÙÔ˘ ÔÓÙfiÙËÙ·, ·ÏÏ¿ Á›ÓÂÙ·È ı¤Ì· ÙˆÓ Ì¤ÛˆÓ
·ÚÔ˘Û›·ÛË˜.

ø˜ Û˘Ì¤Ú·ÛÌ· ÌÔÚÔ‡ÌÂ Ó· Ô‡ÌÂ fiÙÈ ÙÔ Land Art,
·Ú¿ ÙÔÓ ÚÈ˙ÔÛ·ÛÙÈÎfi ÙÔ˘ ¯·Ú·ÎÙ‹Ú·, ÂÈ‰ÈÒÎÂÈ Ó·
ÂÓÂÚÁÔÔÈ‹ÛÂÈ Î¿ÔÈÂ˜ ·ÓıÚˆÈÛÙÈÎ¤˜ ·Í›Â˜ Ô˘ ÌÈ· ˘Â-
ÚÔÙÈÎ‹ ¿Ô„Ë, fiÛÔÓ ·ÊÔÚ¿ ÙË Û¯¤ÛË ÙÔ˘ ·ÓıÚÒÔ˘ Î·È
ÙÔ˘ ÂÚÈ‚¿ÏÏÔÓÙÔ˜, ¤¯ÂÈ ı¤ÛÂÈ, ¿‰ÈÎ·, ÛÙÔ ÂÚÈıÒÚÈÔ.
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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)



“√È ÙÂÚ¿ÛÙÈÂ˜ ˙ˆÁÚ·ÊÈÎ¤˜ ÙÔ˘ Pollock ·¤Ù˘¯·Ó Ó·
Á›ÓÔ˘Ó ›Ó·ÎÂ˜, ¤ÁÈÓ·Ó fiÌˆ˜ ÂÚÈ‚¿ÏÏÔÓÙ·”.

Allan Kaprow 1958 

∞Ó Î¿ÙÈ ¤Ù˘¯·Ó fiÏ· ·˘Ù¿ Ù· ¯ÚfiÓÈ· ÔÈ ÈÔÓÈ¤ÚÔÈ
Î·ÏÏÈÙ¤¯ÓÂ˜ ÙÔ˘ Land Art, ·˘Ùfi Î˘Ú›ˆ˜ Û¯ÂÙ›˙ÂÙ·È ÌÂ
ÙËÓ Â˘·ÈÛıËÙÔÔ›ËÛË ‹ Î·È ·Ê‡ÓÈÛË ÙÔ˘ ÎfiÛÌÔ˘ ˆ˜
ÚÔ˜ ÙÔÓ ÎfiÛÌÔ Ô˘ ÙÔÓ ÂÚÈ‚¿ÏÏÂÈ. ∫È ·˘Ùfi fi¯È
ÙfiÛÔ ÌÂ ÔÈÎÔÏÔÁÈÎ‹ ¯ÚÔÈ¿ ‹ ‰·ÛÎ·Ï›ÛÙÈÎË ÓÔÔÙÚÔ›·
fiÛÔ ÌÂ ÌÈ· ÛÙ¿ÛË Â˘ı¤ˆ˜ Û˘ÓÂÈ‰ËÛÈ·Î‹ Î·È ÚÔÛˆ-
ÈÎ‹. Ÿ¯È ‰ËÏ·‰‹ “ÂÌÂ›˜ ·¤Ó·ÓÙÈ ÛÙÔÓ ÎfiÛÌÔ”, ·Ï-
Ï¿ “ÂÌÂ›˜ ÛÙÔÓ ÎfiÛÌÔ”, ‹ Î·Ï‡ÙÂÚ· “ÂÌÂ›˜, Ô Îfi-
ÛÌÔ˜”. ∆Ô Land Art ÏÔÈfiÓ Â›Ó·È ÙÔ Í·Ó·Î¤Ú‰ÈÛÌ·
ÙˆÓ ·ÓÔÈ¯ÙÒÓ ÔÚÈ˙fiÓÙˆÓ Î·È ÂÓfi˜ ÂÚÈ‚¿ÏÏÔÓÙÔ˜
Ô˘ ‰ÂÓ ıÂˆÚÂ›Ù·È ÂÚÁ·ÏÂÈ·Îfi ·ÏÏ¿ ÚÔ¤ÎÙ·ÛË ÙÔ˘
·ÓıÚÒÈÓÔ˘ ÛÒÌ·ÙÔ˜. °È·Ù›, ·˜ ÌËÓ ÍÂ¯Ó¿ÌÂ, ÛÙÔÓ
Û‡Á¯ÚÔÓÔ ÎfiÛÌÔ Ô Î¿ÙÔÈÎÔ˜ ÙˆÓ ÌÂÁ·ÏÔ˘fiÏÂˆÓ -
ÎÈ fi¯È ÌfiÓÔ - Û˘Á¯¤ÂÈ Û˘¯Ó¿ ÙÔ “Ê˘ÛÈÎfi” ÚÔ˜ ÙÔ
“ÙÂ¯ÓËÙfi” -ı˘ÌËıÂ›ÙÂ ÙË §ÈÌÓÔ‡ÔÏË ÙÔ˘ ¡ÙfiÓ·ÏÓÙ
¡Ù·Î- Î·È ÏÂÈÙÔ˘ÚÁÂ› ÂÚÈÛÛfiÙÂÚÔ ˆ˜ Î·Ù·Ó·ÏˆÙ‹˜
Î·È ¯Ú‹ÛÙË˜ Î·È ÏÈÁfiÙÂÚÔ ˆ˜ ÔÏ›ÙË˜. √ fiÚÔ˜ Land
Art ÏÔÈfiÓ ‰ÂÓ ÂÚÈÏ·Ì‚¿ÓÂÈ ÌfiÓÔ Ù· ¤ÚÁ· Ô˘
·ÔÎ·ÏÔ‡ÓÙ·È -Û˘Ì‚·ÙÈÎ¿- Earthworks (¤ÚÁ· ÙË˜ ÁË˜),
ÂÂÈ‰‹ ˘ÏÈÎfi ÙÔ˘˜ Î·È ¯ÒÚÔ˜ ÙÔ˘˜ Â›Ó·È Ë ÁË, ·ÏÏ¿
Î·È fiÛ· ¤ÚÁ· ·ÁÎ·ÏÈ¿˙Ô˘Ó ÙÔÓ ¯ÒÚÔ ÂÁÎ·ÈÓÈ¿˙ÔÓÙ·˜
¤Ó·Ó ‰È¿ÏÔÁÔ ÌÂ ÙÔ ÂÚÈ‚¿ÏÏÔÓ fiˆ˜ ¤Ú·Í·Ó ÔÈ
ÌÈÓÈÌ·ÏÈÛÙ¤˜. ∏ ªÈÎ·¤Ï· ∫·Ú·ÁÈ¿ÓÓË ·Ó‹ÎÂÈ Û’ ·˘Ù‹
ÙË ‰Â‡ÙÂÚË Î·ÙËÁÔÚ›· ÁÈ·Ù› Ë ·ÁˆÓ›· ÙË˜ Û˘Ó›ÛÙ·Ù·È
ÛÙËÓ Â·Ó¿ÎÙËÛË ÌÈ·˜ Ô˘ÛÈÒ‰Ô˘˜ Û¯¤ÛË˜ ÌÂ ÙÔ Ê˘-
ÛÈÎfi ÂÚÈ‚¿ÏÏÔÓ Î·È ÛÙËÓ ÂÏÂ‡ıÂÚË ·ÓÙÈÌÂÙÒÈÛË ÙÔ˘
ÂÚÈ‚¿ÏÏÔÓÙÔ˜ ·˘ÙÔ‡ ˆ˜ Ù¤¯ÓË˜. ∞ÎfiÌË ÂÈ‰ÈÒÎÂÈ Ó·

Ì¿ıÂÈ ÙÔÓ ÛËÌÂÚÈÓfi (ÌÈÎÚÔ)·ÛÙfi -·Û¯¤Ùˆ˜ ‚·Ï·ÓÙ›Ô˘-
fiÙÈ Ë ÁË ÂÚÈÛÛfiÙÂÚÔ ·fi ÔÈÎÔÓÔÌÈÎ‹ ˘ÂÚ·Í›· Û˘ÓÈ-
ÛÙ¿ ·ÓıÚˆÈÛÙÈÎ‹ ·Í›· Î·È fiÙÈ Ô ·Ó·ÛÙÔ¯·ÛÌfi˜ ¿-
Óˆ ÛÙË Ê‡ÛË ÙË˜ ·ÔÙÂÏÂ› Ú¿ÍË ¿Ì˘Ó·˜ fiÛÔ Î·È
Ú¿ÍË Â˘ı‡ÓË˜. ∏ ™Â›Ú· π Ô˘ ¤¯ÂÈ Î·Ù·ÛÎÂ˘¿ÛÂÈ
ÛÙÔÓ ÏfiÊÔ ÙË˜ ºÈÏÔı¤Ë˜ ‰ÂÓ ·ÔÙÂÏÂ› ÌfiÓÔ ÌÈ·
ÂÈÚ·Ì·ÙÈÎ‹ ÂÎ‰Ô¯‹ ÛÙ· Î·ı’ ËÌ¿˜ ÙË˜ Spiral Jetty
(1969-70) ‹ ÙÔ˘ Observatory (1977) ÙˆÓ Robert
Smithson Î·È Robert Morris ·ÓÙ›ÛÙÔÈ¯·, ·ÏÏ¿ ¤Ó· Û˘-
ÁÎÚÔÙËÌ¤ÓÔ ÂÁ¯Â›ÚËÌ· ÏÔÁÈÎ‹˜ Î·È Û˘Ó·ÈÛı‹Ì·ÙÔ˜
ÒÛÙÂ Ó· ÂÓÂÚÁÔÔÈËıÔ‡Ó Û¯ÂÙÈÎ¿ ÔÈ Î·ÏÏÈÙ¤¯ÓÂ˜ Î·È
ÙÔ ÎÔÈÓfi ÙË˜ ·ÙÚ›‰·˜ ÙË˜ ÏÂÈÙÔ˘ÚÁÒÓÙ·˜ ÁÈ· Ï›ÁÔ
ÂÎÙfi˜ Â·ÙËÌ¤ÓË˜. ™’ ¤Ó·Ó ÙfiÔ fiÔ˘ Ë ‰ËÌfiÛÈ·
ÁÏ˘ÙÈÎ‹ Ù·˘Ù›˙ÂÙ·È Û¯Â‰fiÓ ·ÔÎÏÂÈÛÙÈÎ¿ ÌÂ Ù·
“ËÚÒ·” Î·È Ù· ÌÓËÌÂ›· ‰›¯ˆ˜ ÌÓ‹ÌË, Ë ∫·Ú·ÁÈ¿ÓÓË
¤‰ˆÛÂ ¤Ó· ‰ËÌfiÛÈÔ ¤ÚÁÔ, ¯ˆÚ›˜ ‰ËÌfiÛÈ· ÚËÙÔÚÂ›·
‹ Â›ÛËÌË ¯Ú‹ÛË ·ÏÏ¿ ÌÂ ¿ÌÔÏÏÂ˜ Ï·‚¤˜ ÁÈ·
ÚÔÛˆÈÎ¤˜ Û¯¤ÛÂÈ˜ Î·È ·Ó·ÁÓÒÛÂÈ˜. ™ÙÔÓ “∞ÌÏÂÙ”
‰È·‚¿˙Ô˘ÌÂ ˆ˜ Ë Ù¤¯ÓË ‰ÂÓ Â›Ó·È ÁÈ· ÙÔ˘˜ ÔÏ-
ÏÔ‡˜ Ô‡ÙÂ ÁÈ· ÙÔ˘˜ Ï›ÁÔ˘˜. ∏ Ù¤¯ÓË Â›Ó·È ÁÈ· ÙÔÓ
Î·ı¤Ó· ¯ˆÚÈÛÙ¿! ∫È ·˘Ùfi Â›Ó·È ÔÏ‡ ÛËÌ·ÓÙÈÎfi.

°ÂÓÈÎfiÙÂÚ· ÔÈ ÎÏ·ÛÈÎÔ› Î·ÏÏÈÙ¤¯ÓÂ˜ ÙÔ˘ Land Art,
ÔÊÂ›ÏÔ˘ÌÂ Ó· Ô‡ÌÂ Â‰Ò, ·ÓÙ·¤‰ˆÛ·Ó ÛÙÔÓ Ê·ÚÈ-
Û·˚ÛÌfi ÙË˜ ·Î·‰ËÌ·˚Î‹˜ Ù¤¯ÓË˜ ÙËÓ ÂÚÈÊÚfiÓËÛË
ÙÔ˘˜ ÚÔ˜ ÙÔ˘˜ Â›ÛËÌÔ˘˜ ıÂÛÌÔ‡˜ Î·È ÙËÓ ·Ó¿ÁÎË
ÙÔ˘˜ ÁÈ· ¤Ó·Ó Ó¤Ô ÂÈÚ·Ì·ÙÈÛÌfi Î·È ÌÈ·Ó ÚËÍÈÎ¤ÏÂ˘-
ıË ¤ÎÊÚ·ÛË.
- ∞Ï‹ıÂÈ·, ÔÈÔ˜ Î·È ÁÈ·Ù› ÊÔ‚¿Ù·È ÙÔ Î·ÈÓÔ‡ÚÈÔ;
∆Ô Land Art ÏÔÈfiÓ Â›Ó·È ¤Ó· Î·ÏÏÈÙÂ¯ÓÈÎfi Î›ÓËÌ·
Ô˘ ‰ÂÓ ·Ú¿ÁÂÈ ÙfiÛÔ “¤ÚÁ·”, fiÛÔ ÔÚÂ‡ÂÙ·È ÌÂ

MÈÎ·¤Ï· K·Ú·ÁÈ¿ÓÓË, H ÁË ˆ˜ Ù¤¯ÓË 
M¿ÓÔ˜ ™ÙÂÊ·Ó›‰Ë˜
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"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 I, 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,

Mikaela Karayannis, The land as art
Manos Stefanides
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È‰¤Â˜ Î·È Â·Ó·‰È·Ú·ÁÌ·ÙÂ‡ÂÙ·È Û¯¤ÛÂÈ˜. K˘Ú›ˆ˜
‰È·Ú·ÁÌ·ÙÂ‡ÂÙ·È ÙË Û¯¤ÛË Ì·˜ ÌÂ ÙË Ê‡ÛË (·fi ÙÔ
¿ÌÂÛÔ Ì·˜ ÂÚÈ‚¿ÏÏÔÓ ˆ˜ ÙÔÓ Ï·Ó‹ÙË Ì·˜ ÛÙÔ
Û‡ÓÔÏÔ ÙÔ˘). ÀÏÈÎfi ÙË˜ Ù¤¯ÓË˜ ·˘Ù‹˜ Â›Ó·È Ô ¯ÒÚÔ˜
ˆ˜ ÊÈÏÔÛÔÊÈÎ‹ Û‡ÏÏË„Ë ·ÏÏ¿ Î·È ˆ˜ Î·ıËÌÂÚÈÓfi 
-Û˘¯Ó¿ ÂÒ‰˘ÓÔ- ‚›ˆÌ·, ˆ˜ ÂÌÂÈÚ›· ·ÏÏ¿ Î·È ˆ˜
ÙÚfiÔ˜ ˙ˆ‹˜, ˆ˜ ÂÈÛÙÚÔÊ‹ ·ÏÏ¿ Î·È ˆ˜ ·Ó·¯ÒÚË-
ÛË ÁÈ· ¤Ó· Î·ÈÓÔ‡ÚÈÔ Ù·Í›‰È. ∞fi ÙËÓ ‰ÂÎ·ÂÙ›· ÙÔ˘
’60 ·ÎfiÌË Î·È ·Ú¿ÏÏËÏ· ÚÔ˜ ÙÈ˜ ÚÒÙÂ˜ ‰È·Ù˘Ò-
ÛÂÈ˜ ÙÔ˘ ªÈÓÈÌ·ÏÈÛÌÔ‡ (ÂÏ¿¯ÈÛÙË˜ Ù¤¯ÓË˜), ÔÈ ‰ËÌÈ-
Ô˘ÚÁÔ› ÙÔ˘ Land Art ¯ˆÚ›ÛÙËÎ·Ó ÛÂ ‰˘Ô Î·ÙËÁÔÚ›Â˜:
™ÙÔ˘˜ ·Ó·Î·Ù·ÛÎÂ˘·ÛÙ¤˜ ÙË˜ ·Ù¤ÚÌÔÓË˜ Ê‡ÛË˜ Û·Ó
ÙÔÓ Smithson, ÙÔÓ Morris ‹ ÙÔÓ De Maria Î·È ÛÙÔ˘˜
ÛÙÔ¯·ÛÙÈÎÔ‡˜ ÂÚÈ·ÙËÙ¤˜ Î·È ÌÂÏÂÙËÙ¤˜ ÙË˜ Ê˘ÛÈÎ‹˜
ÂÌÂÈÚ›·˜ Û·Ó ÙÔÓ Long ‹ ÙÔÓ Dibbets. ŒÙÛÈ ÏÂÈÙÔ˘Ú-
ÁÒÓÙ·˜ ·ÚÂÓ¤‚ËÛ·Ó Û˘¯Ó¿ ÛÙÔÓ Ê˘ÛÈÎfi ¯ÒÚÔ -.¯.
ÙÔ ¤ÚÁÔ 9 Azimuths ÛÙËÓ √Ù¿‚· ÙÔ˘ Morris ÙÔ
1970- Û˘Ó‰˘¿˙ÔÓÙ·˜ Û˘¯Ó¿ ÙËÓ Î·Ù·ÛÎÂ˘‹ ÌÂ ÙËÓ
ÛÂÈÚ·˚Î‹ ‰È·‰ÈÎ·Û›· Î·È ÙËÓ ·Ó·Ï˘ÙÈÎ‹ ÛÎ¤„Ë. ∆Ô
Land Art ÁÚ‹ÁÔÚ· ¤Ú·ÛÂ ·fi ÌÈ·Ó “Ê·Ú·ˆÓÈÎ‹”
ÌÂÁ·ÏÔÛÙÔÌ›· ÛÂ Ú¿ÁÌ·Ù· ÈÔ Ô˘ÛÈ·ÛÙÈÎ¿ (ÙÔ ›‰ÈÔ
Û˘Ó¤‚Ë Î·È Û˘Ì‚·›ÓÂÈ Î·È ÛÙËÓ ∂ÏÏ¿‰·).

∆ÂÏÈÎ¿ ·Ó ÚÔÎÚ›ÓÔ˘ÌÂ Û‹ÌÂÚ· ¤Ó· ·›ÙËÌ· ÂÈÛÙÚÔ-
Ê‹˜ ÛÙË Ê‡ÛË, ‰ÂÓ ÂÎÏËÚÒÓÔ˘ÌÂ ·ÏÒ˜ ÙÔ fiÓÂÈÚÔ
ÙˆÓ ƒÔÌ·ÓÙÈÎÒÓ ÁÈ· Î¿ı·ÚÛË ·ÏÏ¿ ÌÈ·Ó ¿ÏÏË, ÂÈÙ·-
ÎÙÈÎfiÙÂÚË ·Ó¿ÁÎË: ÙËÓ ·ÙÔÌÈÎ‹ Î·È Û˘ÏÏÔÁÈÎ‹ Ì·˜
ÛˆÙËÚ›·. ∫È ·Ï›ÌÔÓÔ ·Ó ‰ÂÓ Â›Ó·È Ë Ù¤¯ÓË ÚˆÙÔfi-
ÚÔ˜ ÛÙËÓ Î·ÙÂ‡ı˘ÓÛË ·˘Ù‹. √ Î·ÏÏÈÙ¤¯ÓË˜ ÏÔÈfiÓ
Ô˘ ÂÎÊÚ¿˙ÂÙ·È Ì¤Ûˆ ÙÔ˘ Land Art Í·Ó·ı¤ÙÂÈ Û‹ÌÂ-
Ú· ÌÂ ÔÏ‡ ÈÔ ÂÈÛÙÈÎfi fiÛÔ Î·È ÈÂÛÙÈÎfi ÙÚfiÔ, Ù·
ÚÔ·ÈÒÓÈ· ˙ËÙ‹Ì·Ù·: ÙÈ Â›Ó·È Ù¤¯ÓË, ˆ˜ ÂÎÊÚ¿˙ÂÙ·È
ÂÎÊÚ¿˙ÔÓÙ·˜ ÙËÓ Î¿ıÂ ÂÔ¯‹ Î·È ÛÂ ÙÈ Û˘Ó›ÛÙ·Ù·È Ë
‡·ÚÍË ÙË˜ ¿ÓÙ· ÛÂ Û¯¤ÛË ÌÂ ÙÔÓ ¿ÓıÚˆÔ. ∞¤-
Ó·ÓÙÈ ÏÔÈfiÓ ÛÙËÓ ·Î·‰ËÌ·˚Î‹ ‹ ‰È·ÎÔÛÌËÙÈÎ‹ Ù¤¯ÓË
ÙÔ Land Art ÚÔ‚¿ÏÏÂÈ ÌÂ Â˘ı‡ÙËÙ· ÙËÓ ÂÛˆÙÂÚÈÎ‹
·ÁˆÓ›· ·ÏÏ¿ Î·È ÙËÓ ÂÏ›‰· ÛˆÙËÚ›·˜: ∞Ó ‰ÂÓ Â›Ó·È
¤ÙÛÈ, ‰ÂÓ ÌÔÚÂ› Ó· Â›Ó·È ‰È·ÊÔÚÂÙÈÎ¿.

√ Robert Smithson ¤ÏÂÁÂ ÙÔ 1968 fiÙÈ “the strata of

the Earth is a jumbled museum”. ∏ ªÈÎ·¤Ï· ∫·Ú·-
ÁÈ¿ÓÓË ÌÂ ÙËÓ ™Â›Ú· π Â› ÙˆÓ Ô‰ÒÓ ∫·Ú·˚ÛÎ¿ÎË
Î·È ªÔ˘ÌÔ˘Ï›Ó·˜ ÛÙÔ fiÚÈÔ Ú·ÁÌ·ÙÈÎ¿ ÙË˜ fiÏË˜
‰ËÏ·‰‹ ÙÔ˘ ·ÛÙÈÎÔ‡ ÙÔ›Ô˘ Î·È ÙË˜ Ê‡ÛË˜, ¿ÂÈ Ó·
ÂÈ ÂÓfi˜ ¯ÒÚÔ˘ ¤Ú·Ó ÙË˜ ¯Ú‹ÛË˜ Î·È ÙˆÓ È‰ÈÔÎÙË-
ÛÈÒÓ, Î·Ù·ı¤ÙÂÈ ¤Ó·Ó ÚÔ‚ÏËÌ·ÙÈÛÌfi Ô˘ Û¯ÂÙ›˙ÂÙ·È
fi¯È ÌfiÓÔ ÌÂ ·ÈÛıËÙÈÎ¿ ‹ ÊÈÏÔÛÔÊÈÎ¿ ˙ËÙ‹Ì·Ù· ÙË˜
ÂÔ¯‹˜ ·ÏÏ¿ Î·È ÌÂ Ù· Û˘ÁÎÂÎÚÈÌ¤Ó· ·‰È¤ÍÔ‰· Ô˘
·ÓÙÈÌÂÙˆ›˙Ô˘Ó ÔÈ Î¿ÙÔÈÎÔÈ ÙÔ˘ §ÂÎ·ÓÔÂ‰›Ô˘. ¶¿Óˆ
ÛÙË ÛÙ¤ÁË ÌÈ·˜ ÂÁÎ·Ù·ÏÂÏÂÈÌÌ¤ÓË˜ ‰ÂÍ·ÌÂÓ‹˜ ‰È·Ì¤-
ÙÚÔ˘ ÂÈÎÔÛÈÙÚÈÒÓ Ì¤ÙÚˆÓ Ë Î·ÏÏÈÙ¤¯ÓÈ˜ ·ÚÂÌ‚·›ÓÂÈ
ÌÂ ˘ÏÈÎ¿ Ô˘ Û˘ÏÏ¤ÁÂÈ ·fi ÙÔ Á‡Úˆ ÂÚÈ‚¿ÏÏÔÓ
Â·Ó·ÛËÌ·ÙÔ‰ÔÙÒÓÙ·˜ ÏÂÈÙÔ˘ÚÁ›Â˜, Û¯¤ÛÂÈ˜, ·ÓÙÔ¯¤˜,
È‰¤Â˜, ÎÙÏ. ∆Ô ÚÔ¸¿Ú¯ÔÓ ÌÂÙfiÓ ÊÔÚÙ›˙ÂÙ·È ·fi
ÙËÓ ÂÚÈ¤ÏÈÍË ÌÈ·˜ ¤ÙÚÈÓË˜ ÔÊÈÔÂÈ‰Ô‡˜ Î·Ù·ÛÎÂ˘‹˜
Ô˘ ·Ú·¤ÌÂÈ ÛÂ ·Ú¯¤ÁÔÓ· ÚfiÙ˘· ·ÏÏ¿ Î·È Û’
¤Ó·Ó Ì·ıËÌ·ÙÈÎfi-ÁÂˆÌÂÙÚÈÎfi ÙÚfiÔ ÔÚÁ¿ÓˆÛË˜ ÙË˜
ÂÈÎfiÓ·˜. ∏ ÛÂ›Ú· ·ÔÙÂÏÂ›Ù·È ·fi 8 Î‡ÎÏÔ˘˜ Î·È 7
‰È·‰ÚfiÌÔ˘˜ ÔÈ ÔÔ›ÔÈ ·Ó·Ù‡ÛÛÔÓÙ·È ÌÂ ÏÔÁ·ÚÈıÌÈ-
Î¤˜-Ú˘ıÌÈÎ¤˜ Û¯¤ÛÂÈ˜ ¿¯Ô˘˜ Î·È ‰È·Ì¤ÙÚÔ˘ ÊÙ¿ÓÔ-
ÓÙ·˜ ÙÔ˘˜ Â‚‰ÔÌ‹ÓÙ· ÙfiÛÔ˘˜ ÙfiÓÔ˘˜ ÛÂ fiÁÎÔ Î·È
Ù· 199 ÂÚ›Ô˘ Ì¤ÙÚ· ÛÂ Ì‹ÎÔ˜. £· ’ÏÂÁ· fiÙÈ Â›Ó·È
ÌÈ· ·ÏÁÂ‚ÚÈÎ‹ ÌÔÚÊ‹ ·Ó·ÂÙ·Ì¤ÓË ÛÙÔ ¯ÒÚÔ Î·È
ÙÔÓ ¯ÚfiÓÔ ÙË˜ ÔÔ›·˜ Ë ·ÚÌÔÓÈÎ‹ ·Ó¿Ù˘ÍË Î·È
ÔÏÔÎÏ‹ÚˆÛË Û˘ÓÈÛÙ¿ Î·È ÙÔ ‚·ı‡ÙÂÚÔ ÙË˜ ÂÚÈÂ¯fi-
ÌÂÓÔ , ÙËÓ ·ÈÛıËÙÈÎ‹ ÙË˜. ∞ÎfiÌË Î·Ï‡ÙÂÚ· ÌÈ· ·È-
ÛıËÙÈÎ‹ Ô˘ ·ÓÙÈ‚·›ÓÂÈ ÙËÓ ÙÚ¤¯Ô˘Û· “·Ó·ÈÛıËÛ›·” ‹
ÙÔÓ ÌÈÎÚÔ·ÈÛıËÙÈÎfi Û˘Ì‚È‚·ÛÌfi Î·È ÂÈ¯ÂÈÚÂ› Ó·
Â·Ó·‰È·Ú·ÁÌ·ÙÂ˘ıÂ› ÙËÓ ·ÈÛıËÙÈÎ‹ Ì·˜. ÃÚÂÈ¿ÛÙË-
Î·Ó ÂÚ›Ô˘ ÙÚ›· ¯ÚfiÓÈ· ÚÔÂÙÔÈÌ·Û›·˜ Î·È 100 Ì¤-
ÚÂ˜ ‰Ô˘ÏÂÈ¿˜ ÁÈ· Ó· ÌÔÚÂ› Ë ™Â›Ú· ÙË˜ ªÈÎ·¤Ï·˜
Ó’ ·ÙÂÓ›˙ÂÈ ÙÔ Î·ıËÌ·ÁÌ¤ÓÔ ·ÙÙÈÎfi ÙÔ›Ô Ì¤Û· ·fi
¤Ó· Í¤ÊˆÙÔ Ú·ÁÌ·ÙÈÎfi ·ÏÏ¿ Î·È Û˘Ì‚ÔÏÈÎfi: ÙÔ Í¤-
ÊˆÙÔ ÛÙÔ ÏfiÊÔ ÙË˜ ºÈÏÔı¤Ë˜ ·ÏÏ¿ Î·È ¤Ó· Í¤Êˆ-
ÙÔ ÂÏ›‰·˜...

M¿ÓÔ˜ ™ÙÂÊ·Ó›‰Ë˜
¢ÈÂ˘ı˘ÓÙ‹˜ ÙÔ˘ MÔ˘ÛÂ›Ô˘ ºÚ˘Û›Ú·
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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

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 Mikaela’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

13



∏ ÛÂ›Ú· Â›Ó·È ÌÈ· ÊfiÚÌ· Ê˘ÛÈÎ‹ ÙËÓ ÔÔ›· Û˘Ó·-
ÓÙ¿ÌÂ ·ÓÙÔ‡ ÛÙË ˙ˆ‹, ·fi ÙË ÌÔÚÊ‹ ÙÔ˘ Á·Ï·Í›·
Ì·˜ ˆ˜ ÙË ‰ÔÌ‹ ÙˆÓ ·ÙfiÌˆÓ. ªÔÚÊ‹ ÂÍ¤ÏÈÍË˜ ÌÂ
¯·ÔÙÈÎ‹ Û˘ÌÂÚÈÊÔÚ¿ ·ÔÙÂÏÂ› ÙÔ ÌÔÓÙ¤ÏÔ ÔÚÁ¿Óˆ-
ÛË˜ ÙÔ˘ ÎfiÛÌÔ˘. ™·Ó ÁÂˆÌÂÙÚÈÎ‹ ÊfiÚÌ· Â›Ó·È Û˘Ì-
ÌÂÙÚÈÎ‹, ·ÎÔÏÔ˘ıÂ› ¤Ó· Û˘ÁÎÂÎÚÈÌ¤ÓÔ ÌÔÙ›‚Ô Î·È
Â·Ó·Ï·Ì‚¿ÓÂÙ·È ·fiÚÈÛÙ·. ™·Ó Û‡Ì‚ÔÏÔ Â›Ó·È ·Ú¯¤-
ÁÔÓÔ Î·È ‰È·‰Â‰ÔÌ¤ÓÔ, ÁÂÌ¿ÙÔ ¤ÓÓÔÈÂ˜. ¢È¿ÏÂÍ· Ó·
‰Ô˘Ï¤„ˆ ÌÂ ·˘Ù‹ ÙËÓ ÊfiÚÌ· Ô˘ Û˘Ì‚ÔÏ›˙ÂÈ ÙÔ
∞ÈÒÓÈÔ, ÙÔ ∞fiÏ˘ÙÔ, ÙÔ ÕÂÈÚÔ, ÙË Á¤ÓÓËÛË, ÙËÓ ÂÍ¤-
ÏÈÍË, ÙËÓ ÔÚÂ›· ÙË˜ ˙ˆ‹˜ ÚÔ˜ ÙÔÓ ı¿Ó·ÙÔ Î·È
·ÓÙÈÛÙÚfiÊˆ˜. ∏ ÛÂ›Ú· Â›Ó·È Û˘ÁÎÂÓÙÚˆÌ¤ÓË ÛÙÔ
ÎÂÓÙÚÈÎfi ÙË˜ ÛËÌÂ›Ô ·fi ÙÔ ÔÔ›Ô fiÏ· ÍÂÎÈÓÔ‡Ó Î·È
ÛÙÔ ÔÔ›Ô fiÏ· Ô‰ËÁÔ‡Ó.

∞fi ·ÏÈ¿ Ë ÂÁÎ·Ù·ÏÂÏÂÈÌÌ¤ÓË ÛÙÚÔÁÁ˘Ï‹ ‰ÂÍ·ÌÂÓ‹
Ô˘ ‚Ú›ÛÎÂÙ·È ¿Óˆ ÛÙÔÓ ÏfiÊÔ ÙË˜ ºÈÏÔı¤Ë˜, ÌÔ˘
Â›¯Â ÎÂÓÙÚ›ÛÂÈ ÙÔ ÂÓ‰È·Ê¤ÚÔÓ. ∞˘Ùfi ÙÔ ÌÂÁ¿ÏÔ ÎÙ›-
ÛÌ· ·fi ÌÂÙfiÓ ÛÂ ·ÓÙ›ıÂÛË ÌÂ ÙÔ Á‡ÚÔ ÙÔ›Ô
‚Ú›ÛÎÂÙ·È ÛÂ ÌÈ· ÚÔÓÔÌÈÔ‡¯· ı¤ÛË “ÎÚ˘ÌÌ¤ÓË”
Ì¤Û· ÛÙÔ Ú¿ÛÈÓÔ. Œ¯ÂÈ ·ÓÔÈ¯Ù‹ ı¤· ÛÙËÓ ∞ı‹Ó·,
·fi ÙËÓ ¶ÂÓÙ¤ÏË ·Ó·ÙÔÏÈÎ¿, ÙÔÓ ÀÌËÙÙfi ÓÔÙÈÔ·Ó·ÙÔ-
ÏÈÎ¿, ˆ˜ ÙËÓ ı¿Ï·ÛÛ· ÓÔÙÈÔ‰˘ÙÈÎ¿. ∏ ÛÙÚÔÁÁ˘Ï‹ ÙË˜
ÛÙ¤ÁË ¤¯ÂÈ ‰È¿ÌÂÙÚÔ 23 Ì¤ÙÚ· Î·È ÂÓÒ ÙÔ Î¤ÓÙÚÔ
ÙË˜ Â›Ó·È ˘ÂÚ˘„ˆÌ¤ÓÔ, Ë ÂÈÊ¿ÓÂÈ¿ ÙË˜ ÛÙ·‰È·Î¿
¯·ÌËÏÒÓÂÈ ÁÈ· Ó· ÊÙ¿ÛÂÈ ÛÙËÓ ÂÚÈÊ¤ÚÂÈ· 40 ÂÎ.
ÈÔ Î¿Ùˆ. ªÂÏÂÙÒÓÙ·˜ ÙÔÓ ¯ÒÚÔ ·Ú·Ù‹ÚËÛ· ˆ˜
·ÓÙÔ‡ Á‡Úˆ Î˘ÚÈ·Ú¯Â› Ë ¤ÙÚ·, ¤ÙÛÈ ÙËÓ Â¤ÏÂÍ·
Û·Ó ˘ÏÈÎfi ÌÔ˘. µ·Û›ÛÙËÎ· ÛÙË Ì·ıËÌ·ÙÈÎ‹ ·ÎÔÏÔ˘-
ı›· ÙÔ˘ Fibonacci Î·È ¤‚Á·Ï· ÙÔ Û¯¤‰ÈÔ ÙË˜ ‰ÈÎ‹˜
ÌÔ˘ ÛÂ›Ú·˜.

•ÂÎÈÓ¿ˆ ÛÙÚ·ÌÌ¤ÓË ÛÙËÓ ∞Ó·ÙÔÏ‹ ÌÂ ÌÈÎÚ¤˜ ‰È·ÛÙ¿-
ÛÂÈ˜ ‡„Ô˘˜ Î·È Ï¿ÙÔ˘˜ ¯ÚËÛÈÌÔÔÈÒÓÙ·˜ ÌÈÎÚ¤˜
¤ÙÚÂ˜ ‰È·ÊÔÚÂÙÈÎÒÓ ¯ÚˆÌ¿ÙˆÓ. ™Ù·‰È·Î¿ fiÏ· ·Ï-
Ï¿˙Ô˘Ó, ÙÔ ‡„Ô˜, ÙÔ Ï¿ÙÔ˜, Ë ¤ÙÚ·, ÔÈ ‰È¿‰ÚÔÌÔÈ,
fiÏ· ÌÂÁ·ÏÒÓÔ˘Ó Î·È ·Ú¯›˙Ô˘Ó Ó· ÍÂ¯ˆÚ›˙Ô˘Ó Ù·
¯ÚÒÌ·Ù· Ô˘ ¯ÚËÛÈÌÔÔÈÒ. ¢ËÌÈÔ˘ÚÁÒ ÂÚ¿ÛÌ·Ù·
ÌÔÓfi¯ÚˆÌ· ÌÂ ÙÔ ÌÂ˙, ÙÔ ÊÈÏÔıÂ¿ÙÈÎÔ ÎfiÎÎÈÓÔ, ÙÔ
·ÁˆÌ¤ÓÔ ÁÎÚÈ, ÙÔ ÁÎÚÈ ÛÎÔ‡ÚÔ. ∫·ıÒ˜ ÚÔ¯ˆÚ¿ˆ
·Ú¯›˙ˆ Î·È ¯Ù›˙ˆ ÙËÓ ¤ÙÚ· ÁÈ· Ó· ÊÙ¿Ûˆ ÙÔ ··È-
ÙÔ‡ÌÂÓÔ ‡„Ô˜ Î·È Ë Î·Ù·ÛÎÂ˘‹ ·›ÚÓÂÈ fiÁÎÔ Î·È
Î·ı·Úfi Û¯‹Ì·. ºÙ¿Óˆ Ó· Î·Ù·Ï‹Áˆ ÙËÓ ÔÚÂ›· ÌÔ˘
ÎÔÈÙÒÓÙ·˜ ÙËÓ ¢‡ÛË, ¤¯ÔÓÙ·˜ Â˘ı˘ÁÚ·ÌÌÈÛÙÂ› Ï¤ÔÓ
ÌÂ ÙÔ ˘ÔÛÙ‹ÚÈÁÌ¿ ÌÔ˘.

∆Ô ‰ÈÏfi ÛÙÔÈ¯Â›Ô ¿ÓÙ· ÌÂ ··Û¯ÔÏÔ‡ÛÂ. ¢Ô˘ÏÂ‡Ô-
ÓÙ·˜ ÙËÓ ÛÂ›Ú· ˙ˆ ÌÈ· ÛÂÈÚ¿ ·fi ·ÓÙÈı¤ÛÂÈ˜ ÛÂ
Û¯¤ÛË ÌÂ ÙËÓ Î›ÓËÛË, ÙÔ Ì¤ÁÂıÔ˜, Ù· Ê˘ÛÈÎ¿ Î·È Ù·
·ÓıÚÒÈÓ· ÛÙÔÈ¯Â›·. ¢Ô˘ÏÂ‡ˆ ÛÙËÓ º‡ÛË, ¿Óˆ Û’
¤Ó· ·ÓıÚÒÈÓÔ ÔÈÎÔ‰fiÌËÌ·. ªÂ Ê˘ÛÈÎ¿ ˘ÏÈÎ¿ ÔÚÁ·-
ÓˆÌ¤Ó· Û‡ÌÊˆÓ· ÌÂ ÙËÓ ·ÓıÚÒÈÓË ÏÔÁÈÎ‹. µÚ›ÛÎˆ
40 ÂÎ. ‡„Ô˜ Î·È ‰ËÌÈÔ˘ÚÁÒ 40 ÂÎ. ‡„Ô˜, ·fi ÙÔ
˘ÂÚ˘„ˆÌ¤ÓÔ ÛÙÔ ¯·ÌËÏfi Î·È ·ÓÙÈÛÙÚfiÊˆ˜. •ÂÎÈÓ¿ˆ
ÌÈ· ‰‡ÛÎÔÏË ·Ú¯‹, Î·Ù·Ï‹Áˆ Û’ ¤Ó· Â‡ÎÔÏÔ Ù¤ÏÔ˜.
∞fi ÙËÓ ∞Ó·ÙÔÏ‹ ÛÙË ¢‡ÛË. ∞fi ÙÔ ÌÈÎÚfi ÛÙÔ ÌÂ-
Á¿ÏÔ. ∞fi Ì¤Û· ÚÔ˜ Ù· ¤Íˆ, ·fi Î¿Ùˆ ÚÔ˜ Ù·
¿Óˆ.

√ ¯ÚfiÓÔ˜ ·›˙ÂÈ ‚·ÛÈÎfi ÚfiÏÔ ÛÙÔ ¤ÚÁÔ ÌÔ˘. ∏
Î·Ù·ÛÎÂ˘‹ ÔÏÔÎÏËÚÒıËÎÂ Ì¤Û· ÛÂ ÙÚ›· ¯ÚfiÓÈ·, ÛÂ
100 ËÌ¤ÚÂ˜ ‰Ô˘ÏÂÈ¿˜. ª¤Û· Û’ ·˘Ùfi ÙÔ ¯ÚÔÓÈÎfi
‰È¿ÛÙËÌ· Ë ¤ÙÚ· ÌÂÙ·Ê¤ÚıËÎÂ ·fi ÙÔ ‚Ô˘Ófi ÛÙÔ
ÌÔÓÔ¿ÙÈ ÎÈ ·fi ÂÎÂ› ÌÂ ÁÂÚ·Ófi ¿Óˆ ÛÙË ‰ÂÍ·ÌÂÓ‹.

H ‰ÂÍ·ÌÂÓ‹ ˆ˜ ™Â›Ú·
MÈÎ·¤Ï· K·Ú·ÁÈ¿ÓÓË
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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.
I 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. Its circular roof is 23m in diameter.
Although its centre is elevated, its surface gradually
lowers, reaching the rim 40cm lower. Studying the
area, I observed that stone prevails all around, so I
selected it as my material. Based on Fibonacci’s
mathematical sequence, I created the design of my
spiral.

Using small stones of various colours, I start out
facing the East with small dimensions of height and
width. Gradually everything changes - height, width,
stones, corridors- everything grows and the hues I

use begin to show. I create monochrome passages
with beige, the Filothei red, ice grey, dark grey.
Moving on, I begin to build the stone in order to
reach the required height, and the construction
acquires volume and begins to shape. I 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, I live through a
series of contrasts regarding movement, size, and
the natural and human elements. I work in Nature
on top of a human construction; with natural
materials arranged according to human logic. I find
a height of 40cm, and create a 40cm height, from
the elevated to the low and vice versa. I 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. Its life goes on

The water tank as Spiral
Mikaela Karayannis
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ª¤Û· Û’ ·˘Ù‹Ó ÙËÓ ÔÚÂ›· Ë ¤ÙÚ· ÌÔÚÂ› Ó· ÍÂÎ›-
ÓËÛÂ ÌÂÁ¿ÏË ·fi ÙËÓ Ê˘ÛÈÎ‹ ÙË˜ ı¤ÛË ÁÈ· Ó· Î·Ù·-
Ï‹ÍÂÈ Ó· ÂÌÊ·Ó›˙ÂÙ·È ÛÂ ÌÈÎÚ¿ ÎÔÌÌ¿ÙÈ· ÔÏÏ¤˜
ÊÔÚ¤˜ Ì¤Û· ÛÙË ÛÂ›Ú·. ∏ Î¿ıÂ ¤ÙÚ· ÂÌÂÚÈ¤¯ÂÈ
ÙÔÓ ÁÂˆÏÔÁÈÎfi ¯ÚfiÓÔ, ÎÏÂ›ÓÂÈ Ì¤Û· ÙË˜ ›¯ÓË ˙ˆ‹˜,
ÙÔ ¤Ú·ÛÌ· ÙÔ˘ ÓÂÚÔ‡, ÙÔ ¤Ú·ÛÌ· ÙÔ˘ ¯ÚfiÓÔ˘. ∏
˙ˆ‹ ÙË˜ Û˘ÓÂ¯›˙ÂÙ·È Î·Ù¿ ÙËÓ ‰È¿ÚÎÂÈ· ÙË˜ ÌÂÙ·ÊÔ-
Ú¿˜ Î·È Í·Ó·Ú¯›˙ÂÈ Ó· Î˘Ï¿ÂÈ ÛÙË Ó¤· ÙË˜ ı¤ÛË. ∏
ÛÂ›Ú· ¿ÏÏ·ÍÂ ÚfiÛˆÔ ÔÏÏ¤˜ ÊÔÚ¤˜ Ì¤Û· ÛÙ·
ÙÚ›· ¯ÚfiÓÈ· Î·Ù·ÛÎÂ˘‹˜ ÙË˜. √È ¤ÍÈ Î‡ÎÏÔÈ ÂÍ¤ÏÈÍË˜
Ô˘ ‰ËÌÈÔ‡ÚÁËÛ· ÙËÓ ÚÒÙË ÊÔÚ¿ Â›¯·Ó ÂÚÈÔÚÈ-
ÛÌ¤ÓÔ ¯ÚfiÓÔ ·ÚÔ˘Û›·˜ ÏfiÁˆ ÙˆÓ ÂÍˆÙÂÚÈÎÒÓ
ÂÂÌ‚¿ÛÂˆÓ Ô˘ ‰È¤ÎÔ„·Ó ÙËÓ ÔÚÂ›· ÙÔ˘ ¤ÚÁÔ˘. 
∏ ·ÚÌÔÓ›· ÙˆÓ ¯ÚˆÌ¿ÙˆÓ Î·È ÙˆÓ Û¯ËÌ¿ÙˆÓ ¯¿ıË-
ÎÂ Ì·˙› ÌÂ ÙËÓ ÚÒÙË ·˘ıfiÚÌËÙ· ÊÙÈ·ÁÌ¤ÓË ÂÈÎfiÓ·
ÙÔ˘. ∏ ÛÎÏËÚ‹ ‰Ô˘ÏÂÈ¿ ÙÂÛÛ¿ÚˆÓ ÌËÓÒÓ ‰È·Ï‡ıËÎÂ
Ì¤Û· ÛÂ ÌÈ· ÛÙÈÁÌ‹ ·fi ÙËÓ Ì·Ó›· Î¿ÔÈˆÓ ·ÁÓÒ-
ÛÙˆÓ. ªÂÙ¿ ·fi ÂÓ¿ÌÈÛË ¯ÚfiÓÔ ·Ó·ÁÎ¿ÛÙËÎ· Ó·
ÊÙÈ¿Íˆ ¤ÍÈ Ó¤Ô˘˜ Î‡ÎÏÔ˘˜ ÂÍ¤ÏÈÍË˜. ∏ Î·Ù·ÛÎÂ˘‹,
Î¿ıÂ ÊÔÚ¿ Ô˘ ¤ÏÂÈ· ‰Â¯fiÙ·Ó ÂÈı¤ÛÂÈ˜, ¤ÙÛÈ, Î¿-
ıÂ ÊÔÚ¿ Ô˘ ÙËÓ ÂÈÛÎÂ‡·˙· ¿ÏÏ·˙Â ÌÔÚÊ‹. Œ¯Ô-
ÓÙ·˜ Ï¤ÔÓ ÙÂÏÂÈÒÛÂÈ ÙÔ ¤ÚÁÔ ÙÔ ·Ú·‰›‰ˆ ÛÙ· ¯¤-
ÚÈ· ÙË˜ º‡ÛË˜. ∂‡¯ÔÌ·È Ó· Â›Ó·È ÂÎÂ›ÓË Ô˘ ı’ ·Ï-
ÏÔÈÒÛÂÈ ÛÙ·‰È·Î¿ ÌÂ ÙÔ ¤Ú·ÛÌ· ÙÔ˘ ¯ÚfiÓÔ˘ ÙËÓ
ÂÈÎfiÓ· ÙÔ˘. ∆Ô ¯ÒÌ·, Ô ·¤Ú·˜, ÙÔ ÓÂÚfi, ÔÈ ˙ˆÓÙ·-
ÓÔ› ÔÚÁ·ÓÈÛÌÔ› ı· Â›Ó·È Ï¤ÔÓ ÔÈ Ó¤ÔÈ ‰ËÌÈÔ˘ÚÁÔ›
ÙË˜ ÂÈÎfiÓ·˜ ÙË˜ ÛÂ›Ú·˜ Ì¤Û· ÛÙÔ ¯ÚfiÓÔ. ™ÎfiÂ˘·
Ó· ·Ú·‰ÒÛˆ ÙÔ ¤ÚÁÔ ·˘Ùfi ÛÙÔ ÎÔÈÓfi. º·ÓÙ·˙fi-
ÌÔ˘Ó ÙÔ˘˜ ·ÓıÚÒÔ˘˜ Ó· ˙Ô˘Ó ÙËÓ ÂÌÂÈÚ›· ÙË˜
ÛÂ›Ú·˜, Ó· ÙËÓ ÂÚ·ÙÔ‡Ó Î·È Ó· ÓÈÒıÔ˘Ó ÙËÓ ·Ï-
Ï·Á‹ Î·È ÙËÓ ÂÍ¤ÏÈÍË ¤ÌÚ·ÎÙ·. ¢˘ÛÙ˘¯Ò˜ ÌÂÙ¿ ·fi
ÙÈ˜ ÂÈı¤ÛÂÈ˜ ·ÔÊ¿ÛÈÛ· ÙÔ ¤ÚÁÔ Ó· ·Ú·ÌÂ›ÓÂÈ Î·-
ı·Ú¿ ÔÙÈÎfi.

¶ÚfiÎÂÈÙ·È ÁÈ· ¤Ó· ¤ÚÁÔ ıÂÙÈÎfi Î·È ·ÈÛÈfi‰ÔÍÔ ÙÔ˘
ÔÔ›Ô˘ Ë ÂÓ¤ÚÁÂÈ· Î·ÙÂ˘ı‡ÓÂÙ·È ÚÔ˜ Ù· ¿Óˆ. ∆·
Á‹ÈÓ· ¯ÚÒÌ·Ù¿ ÙÔ˘ ÙÔ ÂÓÙ¿ÛÛÔ˘Ó ÛÙÔ ÙÔ›Ô ·fi ÙÔ
ÔÔ›Ô ÚÔ¤Ú¯ÂÙ·È ÙÔ ˘ÏÈÎfi ÙÔ˘, ·ÏÏ¿˙ÔÓÙ·˜ ÙÔÓ Úfi-
ÏÔ ÙÔ˘ ˘ÔÛÙËÚ›ÁÌ·Ùfi˜ ÙÔ˘. ªÂ ¤ÓÙÔÓÔ ÙÔ ÛÙÔÈ¯Â›Ô
ÙË˜ ‰ÈÏ‹˜ Î›ÓËÛË˜, ÙÔ ¤ÚÁÔ Û¯ÂÙ›˙ÂÙ·È ÌÂ ÂÌ¤Ó·

ÙËÓ ›‰È· Î·È ÙÔÓ ÎfiÛÌÔ. ªÈ· Û¯¤ÛË ÂÈÎÔÈÓˆÓ›·˜
·ÌÊ›‰ÚÔÌË ÌÂ ÌÈ· Î›ÓËÛË ·fi Ì¤Û· ÚÔ˜ Ù· ¤Íˆ
Î·È ·ÓÙÈÛÙÚfiÊˆ˜. ∞fi ÙÔ ¤Ó· ÚÔ˜ fiÏ·, ·fi fiÏ·
ÚÔ˜ ÙÔ ¤Ó·. °È· ÂÌ¤Ó· Ë ÛÂ›Ú· Û˘Ì‚ÔÏ›˙ÂÈ ÙË Û˘-
ÓÂ¯‹ ·ÏÏ·Á‹, ÙËÓ ·¤Ó·Ë ÂÍ¤ÏÈÍË, ÙËÓ ·ÈÒÓÈ· ·Ó·Ó¤ˆ-
ÛË. ∆·˘Ù›˙ÔÌ·È ÌÂ ·˘Ù‹Ó Î·È ÙËÓ ·ÓÙÈÌÂÙˆ›˙ˆ Û·Ó
·˘ÙÔÔÚÙÚ¤ÙÔ. 
“AÏÏ¿˙ÔÓÙ·˜ Í·Ó·Á›ÓÔÌ·È ¿ÓÙ· Ë ›‰È·.”*

* “Eadem mutata resurgo” - Jacob Bernonilli 1698
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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 I 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, I had to make six new cycles of
evolution. The construction was vandalised whenever
I was absent, so every time I repaired it its image
changed. Having now finished the work, I 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. I intended to
deliver this work to the public. I imagined people
experiencing the spiral, walking on it, and feeling
change and evolution firsthand. Unfortunately, after
the attacks I decided that the work should remain
purely visual.

It is a positive and optimistic work, whose energy
flows upward. Its 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. I 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
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H Ê˘ÛÈÎ‹ Î·Ù¿ÛÙ·ÛË
The natural enviroment
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H Î·Ù·ÛÎÂ˘‹
The construction
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H Î·Ù·ÛÙÚÔÊ‹
The destruction
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H ÂÍ¤ÏÈÍË
The process
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1998
IÔ‡ÓÈÔ˜ ¶ÚÔÛ¯¤‰È·. 
A‡ÁÔ˘ÛÙÔ˜ ¶ÚÔÛ¯¤‰ÈÔ ÔÌfiÎÂÓÙÚˆÓ Î‡ÎÏˆÓ.
™ÂÙ¤Ì‚ÚÈÔ˜ AÚ¯‹ Î·Ù·ÛÎÂ˘‹˜.
NÔ¤Ì‚ÚÈÔ˜ ¶ÚÒÙÔ Ù¤Ù·ÚÙÔ ÙÔ˘ 6Ô˘ Î‡ÎÏÔ˘ ÂÍ¤ÏÈÍË˜.
¢ÂÎ¤Ì‚ÚÈÔ˜ ¶ÚÒÙË Î·Ù·ÛÙÚÔÊ‹.

1999
I·ÓÔ˘¿ÚÈÔ˜ ¢Â‡ÙÂÚË Î·Ù·ÛÙÚÔÊ‹.

2000
A‡ÁÔ˘ÛÙÔ˜ ™˘ÁÎ¤ÓÙÚˆÛË ¤ÙÚ·˜.
™ÂÙ¤Ì‚ÚÈÔ˜ EÈÛÎÂ˘¤˜.
OÎÙÒ‚ÚÈÔ˜ OÏÔÎÏ‹ÚˆÛË 6Ô˘ Î‡ÎÏÔ˘.
NÔ¤Ì‚ÚÈÔ˜ TÚ›ÙÔ Ù¤Ù·ÚÙÔ ÙÔ˘ 7Ô˘ Î‡ÎÏÔ˘.

2001
M¿ÈÔ˜ OÏÔÎÏ‹ÚˆÛË Î·Ù·ÛÎÂ˘‹˜.

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
January 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.

TÔ ËÌÂÚÔÏfiÁÈÔ The diary

H Ù·˘ÙfiÙËÙ· The identity

YÔÛÙ‹ÚÈÁÌ·: ˘‰·ÙÔ‰ÂÍ·ÌÂÓ‹ ·fi ÌÂÙfiÓ
ŒÙÔ˜ Î·Ù·ÛÎÂ˘‹˜: 1977-78
ÃˆÚËÙÈÎfiÙËÙ·: 1500m3
¢È¿ÌÂÙÚÔ˜: 20Ì60
⁄„Ô˜: 5,50Ì.
¶¿¯Ô˜ ÛÙ¤ÁË˜: 15 ÂÎ.
∂ÈÊ·ÓÂÈ·Î‹ ‰È·ÊÔÚ¿ ‡„Ô˘˜ ÛÙ¤ÁË˜
(·fi ÙÔ Î¤ÓÙÚÔ ÛÙËÓ ÂÚÈÊ¤ÚÂÈ·): 40ÂÎ
∫·Ù·ÛÎÂ˘‹: ÍÂÚÔÏÈıÈ¿ ÛÂ Û¯‹Ì· ÛÂ›Ú·˜
¶Ï¿ÙÔ˜ Î‡ÎÏˆÓ ÂÍ¤ÏÈÍË˜ (ÌÂÙ·‚ÏËÙfi): 6ÂÎ, 8ÂÎ,13ÂÎ, 21ÂÎ,
34ÂÎ, 55ÂÎ, 89ÂÎ, 1,44Ì.
⁄„Ô˜ Î‡ÎÏˆÓ ÂÍ¤ÏÈÍË˜ (ÌÂÙ·‚ÏËÙfi): 5ÂÎ, 6ÂÎ, 7ÂÎ, 10ÂÎ,
14ÂÎ, 21ÂÎ, 31ÂÎ, 40ÂÎ.
¶Ï¿ÙÔ˜ ‰È·‰ÚfiÌˆÓ (ÌÂÙ·‚ÏËÙfi): 13ÂÎ, 21ÂÎ, 34ÂÎ, 55ÂÎ,
89ÂÎ,1,44Ì, 2,33Ì.
™˘ÓÔÏÈÎfi Ì‹ÎÔ˜ ÙË˜ Î·Ù·ÛÎÂ˘‹˜: 198,70Ì
™˘ÓÔÏÈÎfi ‚¿ÚÔ˜: 70,74ÙÔÓÔÈ
ŸÁÎÔ˜: 39,30m3

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 roof’s surface
(from the centre to the circumference): 40cm
Construction: Dry-stone in the shape of a spiral
Width of the cycles of evolution (variable): 6cm, 8cm,
13cm, 21cm, 34cm, 55cm, 89cm,1,44m
Height of the cycles of evolution (variable): 5cm, 6cm,
7cm, 10cm, 14cm, 21cm, 31cm, 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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E˘¯·ÚÈÛÙ›Â˜ Aknowledgments

E˘¯·ÚÈÛÙÒ

∆ËÓ ¢‹Ì·Ú¯Ô ºÈÏÔı¤Ë˜, 
Î· ∂Ï¤ÓË ∆·Ú·ÓÙ›ÓÔ˘-¶·Ó·ÁÈˆÙÔÔ‡ÏÔ˘
Î·È ÙÔ ÚÔÛˆÈÎfi ÙÔ˘ ¢‹ÌÔ˘ ºÈÏÔı¤Ë˜, 
ÁÈ· ÙËÓ ˘ÔÛÙ‹ÚÈÍË Î·È ÙË Û˘ÓÂÚÁ·Û›· ÙÔ˘˜.

∆ÔÓ ÎÔ ∑. ¶ÔÚÙ·Ï¿ÎË, ÙÔÓ ÎÔ ª. ∆¿ÓÓÂ˜ Î·È ÙÔÓ ÎÔ µ. §ÒÏ·
ÁÈ· ÙËÓ ¿ÌÂÛË ·ÓÙ·fiÎÚÈÛË Î·È ÙËÓ Â˘ÁÂÓÈÎ‹ ¯ÔÚËÁ›· ÙÔ˘˜.

∆ÔÓ ÎÔ K. ºˆÛÙËÚfiÔ˘ÏÔ Î·È ÎÔ A. ∫·Ú·ÁÈ¿ÓÓË
ÁÈ· ÙË ‰È¿ıÂÛË ÙÔ˘ ÂÏÈÎÔÙ¤ÚÔ˘ ÙÔ˘˜.

∆ÔÓ ÎÔ ™. ªˆÚÂÛfiÔ˘ÏÔ ÁÈ· ÙËÓ ÔÏ‡ÙÈÌË 
Î·ıÔ‰‹ÁËÛ‹ ÙÔ˘ ÛÙËÓ ÔÚÁ¿ÓˆÛË Î·È 
ÙÔ ÛÙ‹ÛÈÌÔ ÙË˜ ¤ÎıÂÛË˜ Î·È ÙÔ˘ Î·Ù·ÏfiÁÔ˘.

∆ÔÓ ÎÔ B. ¡ÈÎÔÏfiÔ˘ÏÔ ÁÈ· ÙË ‚ÈÓÙÂÔÛÎfiËÛË ÙÔ˘ ¤ÚÁÔ˘.

∆ÔÓ ÎÔ B. ™·ÓÔ‡‰Ô ÁÈ· ÙË ÛÙ·ÙÈÎ‹ ÌÂÏ¤ÙË.

∆ÔÓ ÎÔ ¶. §·ÊÙÛ‹ ÁÈ· ÙËÓ ·ÓÂÎÙ›ÌËÙË ‚Ô‹ıÂÈ· ÙÔ˘.

∆ÔÓ ÎÔ B. Huso ÁÈ· ÙË Û˘Ì·Ú¿ÛÙ·Û‹ ÙÔ˘.

ŸÏÔ˘˜ ÙÔ˘˜ Û˘ÓÂÚÁ¿ÙÂ˜ ÌÔ˘ ÁÈ· 
ÙËÓ Î·Ù·ÓfiËÛ‹ ÙÔ˘˜

∆ËÓ ÔÈÎÔÁ¤ÓÂÈ¿ ÌÔ˘.

∫·È fiÏÔ˘˜ fiÛÔ˘˜ ›ÛÙÂ„·Ó ÛÂ Ì¤Ó·
M.K.
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The Mayor of Filothei, 
Mrs. Eleni Tarandinou-Panagiotopoulou, 
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.
M.K.



O Î·Ù¿ÏÔÁÔ˜ ·˘Ùfi˜ ÂÎ‰fiıËÎÂ ÛÂ 1000 ·ÓÙ›Ù˘·
·fi ÙÈ˜ ÂÎ‰fiÛÂÈ˜ ¶fiÓÙÈÍ ÛÙË ÛÂÈÚ¿ T¤¯ÓË, ÙÔÓ
M¿ÈÔ ÙÔ˘ 2002. 

H ¤ÎıÂÛË ÙË˜ Î·Ù·ÁÚ·Ê‹˜ ÙË˜ Î·Ù·ÛÎÂ˘‹˜ ÙÔ˘ ¤Ú-
ÁÔ˘ ·ÚÔ˘ÛÈ¿ÛÙËÎÂ ÛÙÔ K¤ÓÙÚÔ EÈÎ·ÛÙÈÎÒÓ TÂ¯ÓÒÓ
¢‹ÌÔ˘ ºÈÏÔı¤Ë˜ “°. K·Ú‡‰Ë˜” 14-27 M·˝Ô˘ 2001.

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

The exhibition Ôf photographs and sketches of the
project’s construction was presented in the Art
Center of the Filothei Municipality "G. Karydis" in
May 14 to 27, 2001.
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