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t is with great interest that I welcome the admitted-
ly timely and compelling exhibition with the theme
The Rule of Law and the Right to be Human. Nowa-
days, days of rapid historic social change, issues
of state welfare and the rule of law are at stake

globally.

This exhibit offers us some unparalleled perspec-
tives by both acclaimed and emerging artists, Greeks and
Americans on the issues of social justice and the rule of law.
It is my deepest wish that the exhibit succeed in its goal
of raising awareness sensitizing the public about issues of
social justice and the rule of law. Furthermore, I hope that
this is just the beginning of a fruitful and lasting exchange
between the Athens School of Fine Arts and John Jay Col-
lege, City University of New York.

I thank the contributors to this exhibit, and espe-
cially the curators and organizers of the exhibition Thalia
Vrachopoulos, Curator and Professor of Fine Arts, and Bill
Pangburn, Director, Andrew and Anya Shiva Gallery of
John Jay College of Criminal Justice, City University of
New York.

George Harvalias

Rector
Athens School of Fine Arts

€ 101l TeQO eVOLaPEoV YouETILL TNV éxdeon «KpdTog
Avxaiov xor To Auxoaiouo vo eicor Avdpwmog», we
TO OUOAOYOVUEV®G eEaLEeTxd emixapo Téua. XTig
UEQEG UaG, UEQREG LETOQLXMY XOLY@VLXOY GAARYOV, TO
Dépota TOv %0WEVLXOD %EATOVG X0l TOV %EGTOVG
dLxaiov dLoxvBEVOVTOL TAYXOGUIKG.

H mopovoo £ExDecn mapovctdler  evdiapépovta
BAEupOTe  XOTOELOUEVOY  GANG  xoL  aveQXOUEVOY  VELV
®0AMTEXVOY, EAMMvev xor Auegouxovov, e Yéuoto Tov
GILTOVTOL TNG %OLVOVIXTG OLxaloGUVNG %0l TOV XQEATOUG
Owxaiov. EATile xat edxopol 1 ExDecn Vo, ETLTUYEL TOV GTOYO
TNG VO EVOLGINTOTOLGEL TO %00, %AVOVTOG TN POV TOV
ROAMTEYVOY  aUTOV  apoput JSLaAdyov mepl %owweviang
duxatocvvng.  Emimwdéov  va  omwoTEAEGEL oyl YOVIU®Y
cvvepYaoley uetagd tng AXKT xow tov City Universi-
ty of New York.

Evyal6To Tovg 6vVTEAEGTEG auTNG TNG €xVeoTg,
x0L  LOLOETEQD,  TOVG  EMLUEANTEG %0l 0QYOV@TEG  TNG
éxdeong  Odlen  Boayomwovdov, EmueAntowe  Exdéccwv
xor  Kodnyntore  Ewactixov  Texyvov, xor Bill Pang-
burn, Awevdvvti tng Andrew and Anya Shiva Gallery
(John Jay College of Criminal Justice, CUNY).

TNopyog XapBadidg

IMpYtavng
Avotdarn Xxod Kadov Texyvov



April 7, 2014

s part of its ongoing transition into a liberal arts institution with a
broad focus on issues of justice, John Jay College has been finding
new ways to incorporate the arts into its curriculum and campus life.
So it was an easy decision when I was approached with a proposal
for an exhibition to complement our Eleventh Biennial International
Conference, The Rule of Law in an Era of Change: Security, Social
Justice and Inclusive Governance, undertaken in collaboration with
the Center for Security Studies (KEMEA) at the Greek Ministry of
Public Order and Citizen Protection.

John Jay College’s programs are slated to such broad social issues
as political science, public policy, global and local governance, public af-
fairs, public service, citizenship and many more including the arts. The
issue of human rights is a major concern for our diverse student and fac-
ulty population. As seen in the arts as issues of equality, women’s rights,
and the rights of the disenfranchised, even prisoner rights, have a great
impact because of their visual character. The Rule of Law and the Right to
Be Human was organized by two of our faculty without whose community
commitment, the exhibition could not have taken place.

This exhibition provides an alternative means of access to the com-
plex subjects under review at the conference. Comprised of over fifty Greek
and international artists working in multiple fine arts disciplines and in-
terdisciplinary modes, the viewer is presented with a plethora of powerful
visual statements that provide an aesthetic and critical understanding of
the relationship between the rule of law and social justice.

Additionally, this project represents a furthering of the bond be-
tween our two institutions and countries. This exhibition with its accom-
panying catalog unites the work of the faculty from both institutions, the
Athens School of Fine Arts and John Jay College, begetting a new working
relationship that will hopefully lead to more future exchanges between the
two institutions.

Finally, I would like to express my gratitude to our hosts, President
Georgios Harvalias at the Athens School of Fine Arts and its faculty and
staff for their support and assistance. For us, as a college, whose mission
incorporates the ideals of social justice, having this conference and exhibi-
tion in Greece, the land that originated the democratic ideals to which we
subscribe, is an honor and a privilege. This collaboration provides hope that
such ideals will foster a fairer world on both sides of the Atlantic.

Sincerely,

Jeremy Travis
President

7 Amoidiov Tov 2014

0 John Jay College, A0Y® TNG UETABAGNG TOV TEOYUATOTOLEL GE LYGTLTOVTO
eAev¥épov 6movdev we fupacn o DéuaTto dLxoLocvVNg, avalnTd véoug
TEOTOVG EVEOUATWGNG TOV TEXVOV GTO EXTOULIEVTIXG TOV TEOYQOWUO
%o T QortNTxt {of. Omdte xow dev duoxolevTNxo Vo amwodeyd® TN
TEOTAGT TOV WOV €YLve Yo, TN dLoeydvwon éxdeong mov da cuuTApeve
70 Awedvég Xvvédpro Eleventh Biennial, «Kpdtog Suxalov e wo ewoyi
alAoyig: a6@alela, xowovixi SixoaocOvn xol AcPaiig AvaxvBépvnen»,
oe guvepyacio we To Kévtpo Medetwv Acpaleiag (KEMEA), tov EMANvL%00
Yrovpyelov Anudsiog Tagng »xaw IIpoctaciog Tov IToAity.

To wpoyeduwoto Tov John Jay College mwpoteivovy wpog culNHTNem
TAQTLE, %0LVOVIXG {NTAROTO OTOC 0L TTOALTLXEG ETLGTNWES, N ONUOGLO. TOAMTLXT, 1
duedvilg xow Tomix? SraxvBépvnon, dnudcleg vTMEEGieg o {NTHAUOTO LBOYEVELOG
%0 TOAMAG x0T GUUTTEQLAOUBAVOUEVOY TV Texvev. To {tnue TV avdemTivey
OXUOUATOV  elvow wior WEYLGTN aVNGUXi0 TOU (QOLTNTIX0V %ol OSdaXTLX0D WO
dvvouxov. Oneg @aivetor, Yépata 0TOG N LGOTNTO, TO YUVOLXED SLXOLOWOLTN, TO
dLxot@UoTo 060V 6TEQOVYTOL TNG PPOV, 0xOWT %0l SIXUOUATO TOV QUAAXIGUEVOY,
&yovy ueyaln emidooacn 6T TEYVEG, €EaLTiog TOVL OTTLXOV TOVG YoEaxTNE. «To
Kodtog Awxaiov xow to Awxaiouo vo Eicor AvBowmog» opyavednxe amd 800 wéAn
TOU OLBAXTLXOV UG TEOGWITLAOV, YWEIE TNV aPoGiwcn Tev omolwv, 1 éxdeon dev da
uIToEovVGE VoL 0QYOVWYEL.

H éxdeon avti amwotedel Evoy eVvoAMaxXTIXO TEOTO TEOGEYYLGTG TV GVVIET®Y
Veudtov wov eEeTdlovtar 6To cvvidplo. Kabog mepuhauBdver wepLte6dTeQovs amd
wevivta, ‘EAANveg xow Aedvelc xoAMTéYVEG TOUL €QYALOVTOL GE  BLOPOQETLXOVG
ROAMTEYVLXOVG 0L DETLGTNUOVLXOVG XAEOOVG, TOEOVGLALEL GTOV BeaTT Ulor TANTOE
LGYLEOY OTTTLXOV INADGEDY TOV EEAGPANLOVY TNV aeDNTIXT] %0 %QLTLXT %oTOVONGT
TNG GYEONG OWAUEGD GTO %QATOG BLxalov %0 TNV %O0LY@VLAT dLxatoc0VT).

Emimpoctétog, To £pevvnTind avTtd TEOYEOUWe ETLTUYYAVEL T1 dLevpuven
TOV 8EGUOV aVAUEGD, 6TO, DVO TTOVETLGTAULO %0 TLG OWTIGTOLYES X WEES. H éxdeon wali
UE TOV %0TAAOYO TOV TN 6LVOdeVEL PEpveL wall To QY0 TOV dLBaATLA(OV TEOGHTTLXOV
g Avetdtng Zyolg Kalav Texvov xar tov John Jay College, wpoxoAovtog wio
Véa, £QYAGLOXT GYEGT TOV EVEATLGTOVUE OTL Do 08NYTGEL GE TEQLGGOTEQEG WEAAOVTLXEG
U0RPOTIXEG avTaAAaYEG avduesa 6Ta dV0 IdgvuaTto.

Téhog Do iBeho va exPEAG® TNY ELYVOUOGUVI WOV GTOUG OLX0OEGTOTES
uag, tov Ipvtavn tng Avetdtng Xyodig Kadov Texvov I'iweyo XapBaiid xal TO
OB TL%0 %ol Lol NTIXO TEOGWTLAO TNG XL OANG YLow TNV VITOGTNELEN %o TN BoNBela
7oV wag TEOcPepow. Elvor weyddn Tl xol weovowo Yo uog, ©g KoAAéywo wov
VINEETEL TO, LOAVLXG TNG XOLWOVLXNG SLXOLOGVVNG, VO, TEOYUOTOTOLOVUE TO GUVESQLO
xon TV €éxdecn avth 6Ty EAAGDO, TN xweo Tov Yévvnee To dNUo%QaTixd 1demdn
T, orwoto emdoxtualovpe. H wapotvca cuvepyasioo dnuoveyel Tnv eAstida dTL TéTol
Wavixd Vo exdoéPhouy évav xaA0TeQo x06U0 %ol 6TIG dV0 TALVEEG TOV ATAAVTIXOD.

Evhixouvd 8uxdg cog,

Jeremy Travis
ITpdedpog
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EUXQQLGTLEQ

Q¢ emueITég %ot doeYoveTés avthg Tng éxdesng, o Bill Pangburn xol eyo
exmpocemovue to Tufuo Téxvng xor Moveixig xar Ty I'xalepl “Andrew and Anya Shiva”
Tov KoAeyiov IMowixng AwxarocVvng John Jay (John Jay College of Criminal Justice),
Tov IMavemoTnuiov Tng wOANG TNg Néag Yopxng (CUNY). Xyedidoaue avti v €xdeon ©g
dnuoveYwxt oavTaddayn wetagd tng Avotatng Xyodils Kadwv Texyvov tng Adfvag xal tov
John Jay College, ét61, eAmifovpe va ToQOVGLAGOVUE TOVG EAM|VEG XOAMTELVEG GTOV YOO
NG Yxohepl wag, 6t Néo Yopxn o 2015.

Oa Yéhaue vo evYAELETNGOVUE To 0xOAOVDG LEEVUATO %o TEOGOTG, YWEIG TNV
apoctowévn BoNdelo Twv omolwv 0ev Do wwoEoVGaUE TOTE VO, TEAYUATOTOL|GOVUE OVTT TN
onuovtixi éxdeon: v Avotatn Zyodh Keadov Texyvov tng AdMvag xow tov I[lpvTtovn x.
Tedpyro XapBahd Yo T1 GLVEQYOGIO, TNV TAEAKMENGN TNG XENoNS TNG aidovsag Kesoavi,
aANG %o TNV Teodvulo va TeBoUY 6T1 diadecT| (oG TOEOL %0l EYAUTOGTAGELS TG LY 0ANG.
Evyaptetodue emtiong Tov I1péedpo Tov John Jay College of Criminal Justice x. Jeremy Tra-
vis, Tnv Koouftopa %. Jane Bowers, tov AvTimpoedpo ». Robert Pignatello, Tov Extelectiné
Avevdvvtiy x. Jeffrey C. Brown xaw to Ioageio Ilpowdneng tng Epevvog, v Tn cvvexi
VITOGTTQLET] TOVG.

Eivoar Myo to Depuod evyaolot® 6Tov x. L'idvvn Mehawitn Yoo T 6xAnET SovAELd %o
oV eE0LEETLXO GYEdLacUd TOV %ATAMGYOV, GAND %L Yio TNV EVBGEEVYVGT TOV XATH TO GTASLO TOV
Gyedtocuov TG éxdeong. Eluacte eEatpeTind evyvowoveg 6ty %. Apteun IHotauwdvov yio Tnv
emAOYT evOg WOV artd TOUg XUAMTEYVEG TOV AaUBAvoUy WEQOg 6T GUYXEXQLUEVT ExDesT,
%0L TN GUVANOYT TOV BLOYROMPLX®Y TOVG GTOLYEI®Y Yior wog. 'Htav wooywatinh evyaeictnomn vo
6VYVEEYOGTOVUE We TNV %. Mapio Mapadiyxa, Yaevdvvn tov Tuquatog Hvaxodhxng, Exdécewv,
DoTtoypadxov Agyeiov xor Ntoxovuévtev g AXKT, wov vTopoveTnd xoL eVYEVIXE amdVTNGE
GE EXOTOVTAOEG NAEXTQOVIXEG ETGTOAEG UOG %0l XOVOVLGE OUETONTEG AETTOUEQELEG GYETLXE, e

Ty €éxdec.

Oéhovue eTiong Vo exPAcovue €vo, TOAD Depud EVXOOLGT® GTO UEAT TOV SLBGXTIXOD
TEOGOTLXOV TNG Lol Kadov Texyvov, 6tov Aéxtoga x. I'idvvn Mehavitn, 6Tny AéxtoQa
% Acnuiva Kowvidon xor 6Tov emixovpo xadnynt x. Koeto Ieovvidn, xobog xar cTny
xodnyfrole . Erin Thompson tov John Jay College, yio ™) cvyyeapi Te@v vwéQoywv
doxitiov Tov xotaldyov. Exoedlovue emicng Ty extiunot woag 6ty %x. Kateplvo Toxxadq
Yoo TNY TOAV®EN GxANET coyocior Tng, oty x. EBita Iamactavpov, xodog xor 6Tnv x.
Avtovia Hawatlovdxn wov woxdneoy yo Tig AEEELG %0TA TN UETAPQUCT TV BOXLUI®Y TOV
euavitovrar ed0. Tehevtaio, oAl Oy MydTeQo oruovTLe, Yo TEETEL VO, ovayVeEIGoUUE
TN GUWBOM TNG OUABOG EYXOTAGTOGNG TOV OTOTEAELTOL OO UEQLXOVG OO TOVG %(OAMTEYVEG
ovTig TG €xdeomg, Tov x. Kovetavtivo touatiov, Tov x. Xei6Tdgoeo AovAyéen, Tov dixd uag
%. Bill Pangburn, tov . I'idvvn Mehowvitn, xadodg xor Tovg VTOAANAOVG %0l TO TEOGOTLAO
TG ZyoAfg. Evyaoletodue emiong OAOVG TOUG %OAMTELVEG TOL GUUUETEXOVY GTNY ExDecn
Yo TN GLVEQRYOGLO X0 TN GUUBOAT TOUG, %0VMOG %ol Yior TNV TEOVVWICL TOVG VO TEOGPEQOVY,
axOU™ %Ol VO EYAATAGTAGOVY T €QY0L TOVG GE 0QLGUEVEG TEQLITTOGEL,. KAelvovTag, meémer va
emieNUavovue 0Tl dev €xovue GUVaVTHGEL TOVDEVA o aVidLloTelelg avdp@TOVG 06 VTOVG
TOV EQYAGTNXOAY YO, OUTAY TNV €xDEGN, X0 xouio, amToAVTOG arolMuiect, exTog amd Tig

ELAMLXQLVEIG WOIG EVYOQLOTIEG XaL TOV GEBAGUO WOG.

Thalia Vrachopoulos xou Bill Pangburn



The Rule of Law and the 14th Amendment in Art

One of the primary functions of the arts is to engage the viewer in observing a pictorial
story whether in two or three dimensions. In this presentation our goal is to show how art elu-
cidates issues of equal protection under the rule of law. An area that is deeply influenced by the
enforcement and interpretation of equal protection laws are those of civil rights.

The passage of equal protection laws In the United States was predicated upon the procla-
mation issued by President Lincoln on January 1, 1863, freeing the slaves in those territories still
in rebellion against the Union. Thereafter, the 13th Amendment formally abolishing slavery in the
United States was passed by the Congress on January 31, 1865, and ratified by the states on Decem-
ber 6, 1865. Some three years later the Congress ratified the 14th Amendment of the Constitution on
July 9, 1868. It is the passage of the 14th Amendment - Section 1 which states in that “All persons
born or naturalized in the United States, and subject to the jurisdiction thereof, are citizens of the
United States and of the state wherein they reside. No state shall make or enforce any law which
shall abridge the privileges or immunities of citizens of the United States; nor shall any state
deprive any person of life, liberty, or property, without due process of law; nor deny to any person
within its jurisdiction the equal protection of the laws.”

While the letter or rule of law clearly states that “no State shall make or enforce any law
that will deprive a citizen of life, liberty or property nor shall any citizen not be entitled to due
process of law nor shall any citizen be denied equal protection of the law”, in actuality the manner
in which the 14th Amendment was enforced, understood and interpreted by the Courts reveals the
rift between theory and practice.

Whereas both of the 13th and 14th Amendments were monumental legislative steps forward
in the lives of African Americans seeking full equality as citizens. As we are poignantly reminded
this year which marks the 50th anniversary of the March on Washington the reality of true equal-
ity remained elusive for over 100 years following the passage of the Amendments and continues
today. The 14th Amendment did not include any provision for equality between the sexes, some of
which was addressed in the passage of the 19th Amendment by Congress on June 4, 1919 and rati-
fied by the states on August 18, 1920 giving women the right to vote. It should be noted that the 14th
Amendment was passed in response to the development of “black codes” enacted in South Carolina
and Mississippi which sought to return freed blacks to the status that they had before the passage
of the 13th Amendment by prohibiting voting, marriage and other essential Civil Rights. Even after
the passage of the 14th Amendment, Southern states continued their resolve to end black voting.
By 1910, all Southern states had excluded blacks from voting.

In the 1890s, Southern states enacted a new form of Black Codes, called “Jim Crow” laws.
These laws made it illegal for blacks and whites to share public facilities, creating two societies in
which blacks and whites had to use separate schools, hospitals, libraries, restaurants, hotels, bath-
rooms, and drinking fountains. These laws stayed in effect until the 1950s and 1960’s. It is difficult
to reconcile how these laws were not only passed but remained in effect until 100 years after the
initial passage of the 14th Amendment.

The judiciary, most notably the Supreme Court, plays a crucial role in interpreting the rule
of law. A single Supreme Court ruling can alter the recognition of a right throughout the nation.
In one of the most notorious cases involving equal protection heard by the court after the passage
of the 14th Amendment is the case of Plessy v. Ferguson (1896). In the Supreme Court an 8-1 deci-
sion upheld the Louisiana state law which prohibited black passengers from entering white only
designated cars on railroads. The majority opinion held that: “We consider the underlying fallacy
of the plaintiff’s argument to consist in the assumption that the enforced separation of the two
races stamps the colored race with a badge of inferiority. If this be so, it is not by reason of any-
thing found in the act, but solely because the colored race chooses to put that construction upon
it... The argument also assumes that social prejudice may be overcome by legislation, and that
equal rights cannot be secured except by an enforced commingling of the two races... If the civil
and political rights of both races be equal, one cannot be inferior to the other civilly or politically.
If one race be inferior to the other socially, the Constitution of the United States cannot put them
upon the same plane.”




In the lone dissent, Justice Harlan wrote:

“The white race deems itself to be the dominant race in this country. And so it
is in prestige, in achievements, in education, in wealth and in power. So, I doubt
not, it will continue to be for all time if it remains true to its great heritage and
holds fast to the principles of constitutional liberty. But in view of the constitu-
tion, in the eye of the law, there is in this country no superior, dominant, rul-
ing class of citizens. There is no caste here. Our constitution is color-blind, and
neither knows nor tolerates classes among citizens. In respect of civil rights,
all citizens are equal before the law. .... We boast of the freedom enjoyed by our
people above all other peoples. But it is difficult to reconcile that boast with a
state of the law which, practically, puts the brand of servitude and degradation
upon a large class of our fellow-citizens, our equals before the law. “

This majority ruling in Plessy set the stage for nearly a century of separate but equal
treatment of African Americans in this country despite what seemed to be the unambiguous lan-
guage of the 14th Amendment. It was not until Brown v. Board of Education decided in 1954 that
the separate but equal doctrine was declared unconstitutional. Despite the unconstitutionality of
the segregated schools the courts did not rule on a plan of implementing integration. The cases!
leading up to the Brown decision were spearheaded by the National Association for the Advance-
ment of Colored People (NAACP) founded in 1909 and in particular by Thurgood Marshall who was
the 1st African American Justice to be appointed to the Supreme Court in 1967 by President Lyndon
B. Johnson.

Brown v. Board of Education (1954) was a consolidated case previously comprised of five
different challenges to the issue of segregation in public schools in a number of states. Each of
the cases had different facts all of them challenged the constitutionality of state-sponsored segre-
gation in public schools. On May 14, 1954, Chief Justice Earl Warren delivered the opinion of the
Court, stating that “We conclude that in the field of public education the doctrine of ‘separate but
equal’ has no place. Separate educational facilities are inherently unequal. . .”

Later in Brown II, decided on May 31, 1955 the Supreme Court ordered that desegregation
was to proceed with “all deliberate speed.” It should be noted that in the Bolling v. Sharpe case also
decided in 1955 the court ruled that the federal government is under the same duty as the states
and the schools of Washington DC must also be desegregated.

Despite the ruling of the Supreme Court in Brown the issue of desegregation in our na-
tion’s schools remained and remains in controversy and subject to new rules of law throughout
the last half of the 20th century and today as evidenced by the following cases and statistics.
From 1955 to 1960 federal judges hold over 200 hearings concerning desegregation. That 61% of
Northerners and 15% of Southerners believe all children should attend school together despite race.
The National Guard is called in by Governors of Tennessee and Alabama to control white rioters as
schools are desegregated. And, in some of the most shocking newsreel footage of its time, Ameri-
cans see first hand that over 1,000 paratroopers from the 101st Airborne Division and a federalized
Arkansas National Guard protect nine black students integrating Central High School in Little
Rock, Arkansas.

Following the civil unrest after Brown, the Supreme Court rules I in 1958 in the case of
Cooper v. Aaron ruling that “fear of social unrest or violence, whether real or constructed by those
wishing to oppose integration, does not excuse state governments” from complying with Brown.
Thereafter, 10,000 young people march in Washington, D.C., in support of integration. In 1959 the
number goes to 25,000. Also in 1959, in an attempt to circumvent the law, Prince Edward County,
Va., officials close their public schools rather than integrate them. It takes five years for the Su-
preme Court to order the county to reopen its schools on a desegregated basis in 1964.

! Murray v. Maryland 1936. Missouri ex rel Gaines v. Cananda (1938), Sweat v. Painter (1950) and McLaurin v. Oklahoma
Bd. Of Regents (1950)

Throughout the early 1960’s riots break out in New Orleans, on the University of Georgia
Campus on the University of Mississippi campus as black students attempt to register and attend
school. Finally, in 1963, two African American students, Vivian Malone and James A. Hood, suc-
cessfully register at the University of Alabama despite George Wallace’s “stand in the schoolhouse
door”— but which only happened after President Kennedy federalizes the Alabama National Guard.

In 1964 The Civil Rights Act of 1964 is adopted. Title IV of the Act authorizes the federal
government to file school desegregation cases. Title VI of the Act prohibits discrimination in pro-
grams and activities, including schools, receiving federal financial assistance. Even after the pas-
sage of The Civil Rights Act of 1964 cases continue to be heard. In 1968, in the case of Green w.
County School Board of New Kent County, the court orders states to dismantle segregated school
systems “root and branch.” The Court identifies five factors — facilities, staff, faculty, extracur-
ricular activities and transportation — to be used to gauge a school system’s compliance with the
mandate Brown, decided 14 years earlier. Once again, the enforcement and efficacy of the rule of
law can take a prolonged period of time to achieve in fits and starts and in a piecemeal fashion
as each state and municipality within our nation attempts to exert its own customs, traditions and
beliefs in the face of change.

This overview of the rule of law articulated in the 14th Amendment spans an entire cen-
tury. How do the artists see it?

Faith Ringgold, has been an outspoken critic of racial and gender prejudice in the art
world. A recipient of the Coretta Scott King Award, Ringgold has documented national events in
life-size soft sculptures, representing everyone from ordinary Harlem denizens to Rev. Martin Lu-
ther King Jr., and the young victims of the Atlanta child murders. In her 1999, book “If A Bus Could
Talk”, Ringgold retells and illustrates the story of Rosa Parks whose “singular act of courage” by
taking her seat in the “for whites only “ segregated bus in 1955 stood as an inspiration for others
to stand up for freedom. Parks’ strength of conviction as demonstrated in the her bold act of non-
violent civil disobedience as interpreted by Ringgold, keeps today’s youngsters vigilant in their
attainment of the dream of full equality as promised by the rule of law in our society. Ringgold’s
re-telling of the Parks story reminds us that the “separate but equal” rule of law that lasted until
1954 and thereafter in many instances is a cautionary tale of discrimination. The lesson was that
African American and all children should be particularly aware of so that our future as a nation is
predicated on the rule of ‘equality for all’ as articulated in the 14th Amendment of our Constitution.

The Harlem Renaissance artist Romare Bearden’s work has been described by August
Wilson, the Tony award winning playwright of “Fences” as follows: “What I saw was Black life
presented on its own terms, on a grand and epic scale, with all its richness and fullness. It was the
art of a large and generous spirit that defined not only the character of Black American life, but
also its conscience.”

Bearden told the story of the Harlem Renaissance of the 1930’s from a fully personal
perspective not only in terms of his African American heritage but in terms of his style which
changed during his career. In his early works such as The Visitation he implies the importance of
collaboration of black communities by depicting intimacy between two black women who are hold-
ing hands together. According to Bearden,: “the Negro artist [...] must not be content with merely
recording a scene as a machine. He must enter wholeheartedly into the situation he wishes to
convey.” In his series involving a reinterpretation of Homer’s Odyssey Bearden’s African American
subjects follow in the path of Odysseus. In the study of the rule of law as it applies to equality
among all men in our nation, Bearden’s Afro-centric artwork stands as a model of self sufficient,
strong fully capable members of society on equal footing in their own environment and standing
equally with heroes of the past. Bearden’s use of heroic subject and showing the strength that holds
the black women together is a visual interpretation of the equality deserved by all under our rule
of law.

In his construction of fiberglass and concrete, entitled “Gatehouse to Knowledge” artist Wil-
lie Cole erected a monument to the legacy of Brown v. Board of Education. Located in front of PS 43
at Beach 29th Street and Seagirt Avenue, this 1996 creation combines books and the gatehouse in
what the artist terms as a symbiosis for learning and freedom. In light of the profound impact that
the education cases had in the development of the 14th Amendment’s legacy Cole has encapsulated




the importance of the interrelationship between education and equality.

While the bulk of our discussion concerning ‘equality under the law” has dealt with the
discriminatory treatment of African Americans, women in our nation did not obtain the right to
vote until 1920, over 50 years after ratification of the 14th Amendment. As the Civil Rights move-
ment gained momentum in the 1950’s and 1960’s the women’s rights movement followed in the
1970’s claiming the necessity of the ERA because “our legal system currently contains the vestiges
of a variety of ancient Common Law principles which discriminate unfairly against women” (H.R.
Rep. No. 92-359, 92d Cong. [1971]). These stunted ideas, according to the report, gave preferential
treatment to husbands over wives, created a double standard by giving men greater freedom than
women to depart from moral standards, and used “obsolete and irrational notions of chivalry” that
“regard women in a patronizing or condescending light.”

The ERA encountered significant opposition, particularly in southern states, including
Texas. Although the Equal Rights Amendment was passed in Congress it failed ratification by the
requisite 38 states, attaining only 30 states in favor. It should be noted that much of the resistance
came not only from southern states but from Alton Illinois, where Phyllis Schlafly, a conserva-
tive activist and attorney worked tirelessly to defeat ERA and turn the tide of opinion against the
amendment. Generally, opponents of the amendment held that certain inequalities between men
and women are the result of biology and that some legislation and state policies must necessarily
take this fact into account. Some also contended that the ERA would undermine the social insti-
tutions of marriage and family. Others argued that women already had sufficient constitutional
protections and that the ERA was made unnecessary by recent liberal Supreme Court decisions,
including Frontiero v. Richardson, which struck down a federal law that gave preferential treat-
ment to married males over married women. Although lamentable, it is not surprising that today,
Texas is one of the states in our nation with one of the most restrictive abortion statutes in the
nation. Despite brave filibuster by State Senator Wendy Davis to assure women’s choice, Gov. Rick
Perry and Texas remained impassive about the anti-abortion laws.

In discussing the inequality of the sexes we have been witness to the Battle of the Sexes on
the court between Billy Jean King and Bobby Riggs, the self-proclaimed male chauvinist who was
routed by King. We have had fewer women in positions of power among corporate and government
institutions and we have yet to see a woman president despite Prime Ministers Thatcher, Gandhi
and Merkel in Britain, India and Germany respectively. This inequality also holds true in the art
world where Mary Cassatt is nearly an afterthought in discussing the role of the Impressionists
dominated by Monet, Degas, Renoir et al.

The Guerrilla Girls have created not only a ruckus in connection with the inequality but
a downright revolution. Their “Bedtime Companion to The History of Western Art” is a scathing
indictment of the bigotry in the art world. In their guide, the Guerrilla Girls have raised some of
the most intriguing questions such as “Why are modern masters interested more in painting pros-
titutes than Suffragettes?” In 1985, these feminist artists became irate after finding that an exhibi-
tion at the Museum of Modern Art (MOMA) had only 17 women artists participating in the exhibit
of 165 total. By creating posters that bluntly stated their position on the outrageous inequality the
Guerrilla Girls have examined discrimination in art, politics and culture. In addition to their post-
ers, the Guerrilla Girls have created a touring company which develops performances and plays
dramatizing women’s history and addressing the inequality in opportunities for women and artists
of color in the performing arts.

Despina Meimaroglou is a contemporary visual artist of Greek origin who was born and
raised in Alexandria. She studied Fine Arts, Printmaking and Typography as well as Graphic De-
sign at Maidstone College of Art in Kent, England where she earned her Fine Arts Degree (N.D.D.)
in 1965. According to the artist, she has always been fascinated by the presence of printed words,
which often replace the images in her work. Violence in politics and everyday life is the subject
which occupies her mind most. For many years she has been collecting newspaper clippings of
articles dealing with crimes and violent political acts. She calls this gesture “Appropriation art”,
meaning work that lifted images from art history and popular culture to comment on historical
and cultural events. This is evident in Meimaroglou’s 1999 series entitled “Against The Wall: End
of The Fairytale (a series based on an ongoing research regarding women on death row in the
U.S.). This series, which shows the faces of the inmates in multiple frames seeks not only to indict

the practice of execution but also to highlight in ironic terms the false Cinderella reality women
are expected to live. The artist herself notes that “pictures appropriated from the daily press, my
own digital photographs or scenes videotaped from the TV news — is the weapon I use in order to
eliminate, so to speak, the reality that surrounds me in order to reconstruct a personal reality”
which demonstrates sarcasm and irony. How is this series relevant to the 14th Amendment?

A study by Professors Steven Shatz and Naomi Shatz of the University of San Francisco
Law School and the New York Civil Liberties Union respectively, suggests that gender bias contin-
ues to exist in the application of the death penalty. The study linked this disparity to the historic
idea of chivalry. The authors concluded that the death penalty? is imposed on women relatively
infrequently and rather than being “gender neutral the death penalty seems to allow prejudices
and stereotypes about violence and gender, chivalric values, to determine who lives and who dies.”
In this instance the inequitable enforcement of the death penalty on women inmates versus men
shows that the rule of law continues to reflect long held traditions.

An interesting exception, however, is the case of Karla Faye Tucker who was the first
woman to be executed in her home state of Texas since 1863. Despite petitions to the Board of Pris-
ons and to the then Texas Governor George W. Bush her sentence was not commuted. According
to Death Penalty USA, the Governor stated “Karla Faye Tucker has acknowledged she is guilty of
a horrible crime. She was convicted and sentenced by a jury of her peers,” said Gov. Bush. Then
he continued, reading a statement at the Capitol “The role of the state is to enforce our laws and
to make sure all individuals are treated fairly under those laws. The courts, including the United
States Supreme Court, have reviewed the legal issues in this case, and therefore, I will not grant a
30-day delay. May God bless Karla Faye Tucker and may God bless her victims and their families.”

Tucker was executed by lethal injection administered at the Huntsville Prison facility in a
somewhat remote area of central Texas on February 3, 1998. The execution was widely criticized
not only throughout this nation but throughout the world when Pope John Paul II called for the
killing to cease. It appears that in Karla Tucker’s case the rule of law did prevail at least in Texas.

In conclusion, although the rule of law may be stated in definitive terms, the adjudication,
enforcement and efficacy of the law remain less concrete, as matters of customs and beliefs which
arise from historic and legal precedent remain as obstacles or aids in society’s progression toward
justice for all.

Dr. Thalia Vrachopoulos

Curator and Professor

Art and Music Department

John Jay College of Criminal Justice
City University of New York

2 The study was limited to the California Death Penalty System 2003-5 as reported by the Death Penalty Information Center



To Kpdtog Avxaiov xow 1 14n Teomodoyia Tov Zvvrdyuatog oty Téyvn

Mia amd Tig TeeTOE)L%ES AetTovYieg TNg Tévng elvar va Tapaxtvicel Tov Deati va 8eL TNV L6ToQlo
6€ ELXOVEG TOV EUTTEQLEYETOL GE €va DLGBLAGTOTO 1| TELGALAGTOTO €0Y0 TEYVNG. L& GUTH TNV TAROVGLOGT, O
GTOY0G UOG ELVaL VO, ETLENUGVOVUE Ue TOLOV TEOTO 1 TEYYT SLaPOTILeEL LnTHuaTa (671G TEOGTAGIOG OAGY TV
TOMTOV 6€ €vo, %0dT0g dixaiov. Evo déua mov emnpeedletal dueoo amd TNy eTBOAN %0l TNV eouNVELD TOV
VOU®Y GYETLAG We TNV (61 TEOGTAGIO, ElvoL To SLXoLOUATO TOV TOMTWV.

H eEEMEN Tev vouev mov oeyetifovtor we TV i6M meoctacio. dAev 6T Hveuéveg IToAiTeieg
Auepuxiic 6Tneiletal 6Ty TEOXNEVEN Tov exdodNxe amd Tov Ilpdedpo Alvxodv tnv 1n lavovapiov 1863
%ol 0PoEovGe 6TNY amelevVEQmeTN TV 6XAABOV Ge TEQLOYES GTLG OTTOlEG GUVEYLLOTAY 1| ETOVAGTOGT EVAVTLOL
6t ‘Evoon. Xt cvvéyewa, 1 130 TeomwoAoyio Tov TuvTdyuatog mov xatapyel ewicnuo Tn dovAeio 6TLG
Hvowéveg IloMteieg Auepuxng wépaoe amwd To Koyxpéco otig 31 Iavovapiov 1865 xat emxvoadnxe amwod
T woMteieg 6TLg 6 AexeuBpiov 1865. Ilepimov Tpia xedvia apydtepa, to Koyxpéso emxvpwce tnv 147
ToomoAoyio Tov Zvvtdyuatog 6Tig 9 TovAiov 1868. Toupeva ue avti tnv Teoroloyia -Aedeo 1 «Olot G0l
épovv yevvnBel M| épovv moMtoypopndel otic Hvouéveg IMoMteleg %ot vwdxervtor 671 dixoodocio Tovg,
elvar wohiteg T@v Hveouévov Iolteiov xar Tng woAlteiog 6mov dropévovv. Kauio molteion dev umwopet
vo. TEOBEl N VO, £VEQYOTOLNGEL XATOLOV VOUO TOV Vo TEELOQEILeL Taw TEOVOWLD 7| TNV AGUAL TOMTOV TOV
Hyvouéveov IToMTeidv, 00Te wwopel x6ole ToMTEI Vo, 6TEQNGEL ATTO %ATOLOV a§ieg OT®G 1 L, 1 eAcvdepia,
N WoxTneio, xoeic T déovsa voulxn dradixacio. OUTe emicng wmoel va avndel 6e 0TOLOVENTOTE TOV
Boioxetal vITd TV SLxaodocion TNG, TNV (67 TEOGTUGIO ATTO TOVG VOUOUS».

MoAovOTL TO Yoduuo, TOU VOUOL avo@épel Eexddopa 0TL «xauior ToMTeion Oev wwopel va. wEoBel
M vo evepyomornGer xavévo vouo mov Yo 6Tepncel amd évav TOATN To duxaioua 6TN Lo, TNV ehevdepia
N v 18oxTNGla, 0VTE %0l UITOEEL %ATOL0G Vo a.pvNdel 6e 0ToLoVdNTOTE TOAITY TNV {67 TEOGTOGIO, OTTd
TOUG VOUOUG», GTNY TEAYUATLX(OTNTO 0 TEOTOG TTov 1 14m TeomwoAoyiow Tov ZVVTEAYUATOG €YLve AVTIANTTTY,
eQUNVEDTNXE %0l EPOEUOGTNXE A0 TO, AxaGTNOLL, ATOXAADTTEL TN UeYdAN dLaopd avduesa 6T Deoplio
%o TNV TEAEN.

IMop’éAa ovtd, xor ov dvo TeomoAoyieg Tov Xvvrdyuatog, 1 137 xow 1 14v, NTav 6NUOVTIXE
vouoDetixd Buata Yoo TV eEEMEN TNG Lw1g TOV waEe@V AUEQLXAVOY TOV ETLLNTOVGHY TANEN LGOTNTO OG
woAiTeg. Me agoowh T @eTiviy 501 emételo amd v «Ilopeio 6Ty OvdacLvyxTov» Do Témer vor TOViGov e
6t N adndui 16éTNTa, ToEd To 66 0pilovTay amd Tiq TeowoAoyieg TOU ZVVTAYUNTOG, TOQEUEVE AVEPLATO
Yeyovdg Yo TeEL660TeRo amd 100 ypdvia wetd To Phigroua Tng Teomoloyiog %ol TOQOUEVEL E@G %0l GTIUEQT.
H 14n TeomwoAoyio Tov ZvvTdyuwatog dev TeQUAAUBOVE xavEévay 000 Yo TNV LGOTNTO UETAED Tev d10
@OALY. Kdrowa déuata mépacav 6ty 19m TeomwoAoyio Tov Zvvrdyuatog amd to Koyxpéso 6tig 4 Tovviov
1919 xat emxveodnxov amd Tig ToMTeleg 6Tig 18 Avyovetov 1920, Sivovtag 6Tig Yuvaixeg To dixalopwo TG
Piipov. Oa meémer vo tovietel dTL 1 14m Tpomwoloyia wépaoce eig amdvTnomn TNg avamTLEng TV «Movewy
Koduxav» mov elyov decmiotel 6ty Notwo KapoAive xoar 6tov Micioimwy. Ov x@dixeg avTol {ntoveow
TNV EMGTEOPT, TOV aTEALVIEQOUEVOY AUEQLXaVO-UadE®@Y GTNY TEONYOVUEVT] XOTAGTOGY, TEW TNv 137
ToomwoAoyior TOL GHUaLYE aTaYOEEVGT PAPOV, YAUOU %0l GAADY BOGLAGY TOMTIXOY SLXUOUATOV. AXOUn
xor uetd Ty 14 ToomwoAoyia, ov vETieg TOALTELEG GUVEYLGOY VO EXOVY TNV (BLOl GVTLUETOTLGT GYETLXE UE TO
duxatouo PAPov TV Hwoveev Augxavev. Méyet to 1910, dAeg or vaTieg ToALTelEg elyov amoxAelceL TOVG
uovEOY Apepxavay amd To dixaiouo PHPov.

Ztn dexoetioo Tov 1890, oL voTieg woATeleg Décmisoy wia véo wop@i yiow Tovg «Mavpovg Kodixotve»
7OV TOVG 0VOUacay vouovs «Tlu Kedov». Avtol ov cuyxexpiuévor vouor avédeoay OTL eivol Topdvouo va,
uoLpdLovToL woveor ApeQLxavol xor Acvxol Tig dnudcieg eyxatactdoelg. Me Tov TdTo 0w TO dMUovEYNGOY
000 BLoPOEETLXEG x0LWV@ViEG 6T Omoleg woveor Auepixovol xor Aevxol Yo Empeme v, YENGLUOTOLOVY
Eex®OL6TA GYOAEla, vocoxoueio, BLBALODTxE, eaTioTOQLO, Eevodoyeio, widvio xol Tnyég vepov. Or vouoL
ovTol Topéuevay e Y0 wexer Tig dexactieg Tov 1950 xar 1960. Eivar woAd d06x0Ao vo cuu@riiedel
%AITOL0G We TNV LO€0 VITOEENG TETOL@Y VOU®Y xoL va amodeydel 6Tt Oyl wévo BecmicTnxay oL vouoL avTol
MG ToéuELvay 6e LoYV axowa xal 100 xeovio, uetd tnv 141m Teomwoloyiog TOU ZUVTAYUATOG.

O duxa6Tin6g #AGS0G, xal %xVEIOG TO AVOTUTO ALXaGTNELO, TTailel €vo GNUAVTIXETATO EOA0 GTNY
gounvelo Tov %EATovG duxaiov. Mio xal wdvo amwdPact Tov AveTdtov Avxactneliov wwopel vo aAldEeL TNy
AVOYVOQLGT TOV SXo0UATOY 68 OAN TNV emxpdTelo. Mio amwd Tig wo draBonTteg VIToYEcelg TOV GYeTILETOL
ue TN 67 TEOGTAGIOL 0TTd TOVG VOUOUG %0l TOV exBLXAGTN%E amd TO dixacTiolo wetd TNy 14m Toomoloyio
TOU LVVTAYWaTOG elvaw 1 vTodesn Plessy xatd Ferguson (1896).

To Avetato Auxacthoo ue wio amdpoaocn 8 wpog 1 vwosThpge T vouodesio Tng TOMTEIOG TNG
Aovilidva, 1 omolo away6peve 6TOVG WovEOVE Auepxavovg va emBLBalovtal 6To (Sl Borydvie TOV
610ME0dEOUoV ue Tovg Acvxovg. H wAcwovdtnTe dMAwce 0T «H Bacixi TAGYY TOV ETLYELENUATOY TOV
eVaY0VTOog GVVicTATOHL 6TNY VITOYEGTN 0TL 0 SLayELGUOG TOV eTLBAAAETOL G6TIG OVO PUAEG TEOGOIBEL GTOVG
uavpovs Auepxavovg éva 6NUadl xaTe®TeROTNTAG. Edv dewpficovue 0Tt NTav €T6L, avTld O0ev TEOEXVTTE
amwd TNy TeomoAoyiot TOU VOUOL GAAG OTTOXAELGTLXG %0l UWOVO OO TNV ETLAOYT TOV WOVEOYV VO, TO
avTihopuBdvovtor étet. To emiyeipnuo ewiong elvar 0TL M %0LV@VLXT TEOXOTAANYT UIT0EEL Vo EeTTEQOGTEL ALTTO

TN vopodeoio xow OTL To (60 SLXOLOUATO TRV 0VBEOTOY 8eV UT0QOVY Vo SLAGPAAMGTOVY e%TOG oy eBANDel
N WAWMEN TOV 300 PUAGY... AV To IAOLOUATO, TOAMTIXG X0l X0LVOVIXEG TV 000 QUAGY elval (6o, 0 £Vag
dev umoeel vo elvol %0TOTEEOG TOV GAAOV 0VTE XOLWW@VIXG 0VTE TOALTIXE. AV wior UMM elvol %aTOTEEN
Ao TNV GAAT X0LWOVIXE, TO ZOVTaywo TV Hveuévev IoMTeov dev umwopel va tovg TomodeTicer 6To (810
eTiTmedo».

O wévog wov Pipioe avtideto NTav o dixactie Harlan o owolog éypope:

«H Agvxny @UAT Yeopel OTL elvar xvplopyn 68 avTh T xoeo. Kot 6vteg avtd cvubaivel 6e 0T apopd,
TO %xVQO0G, TO, EMLTEVYUOTA, TNV EXTADEVGY, TOV TAOVTO %ot TNV e§ovsia. Emouévog, 0ev audiBdie ot
Yo cvveylcer va elvor, v Topouelvel TLETH 6TY 6TOVdAic (kANEOVOULE TNG %0l TEOGNAWUEVT GTIS 0RYES
NG GUYVTOYUOTIXTG ehevDepiag. AT TNV GAAYN OU®G, GOUPOVE Ue TNV ATOPT TOV GUVTOAYUNTOG X0 UEGH
amd TO TEIGUS TV YOURY, GE VTN T1 XOEO deVv LIAEYEL XOUio avOTEET XxVEloEYN TEEN TOMTOV, 0VTE
xouion x0wevixi xdota. To Zovtayud wog 8ev Sayweilelr avdAoyo ue TO xe0OUd, 00TE YVwEiler aAAd 00UTE
XOL QVEYETOL VO, VA0V TaELxEG BLapOopEg OVAUEGR GTOVG TOAITEG. AVapOoQLxd UE TO BLXOLOUOTO TV
avBeOTOV, 6A0L 0L TOATEG elvar (6oL amévavTt 6TO VOUo... YTepnpavevopacsTe yio TNV eAevdepion TOv
aToAaUBaVOUY 0L TOAITEG wag 6e 6xéon ue GAAOVG avdpwmovg. AAAG dev mavelr va elvor dO6xoA0 Vo
cvuLhedel xovelg we TV 3o OTL emxQATEL XQATOG dixalov xal 6TL DewEnTLxd OAOL elval (6oL amévavTy
6TO VOUO, OTaY TEOXTIXG Wiok UEYAAN TAEN GLUTOMTOV WoG x0VBaAdEL TO GTIYUWO TNG 6XAABLAG %ol TNG
vI0BadueNg.»

H mderoPpnpixn amdépacn 6Ty vddecn Plessy édece Tig Bdcelg Yo wepimov évay arova, EEx0LGTNG
aANG (61G UETOYEIQLONG TOY UAVEOY 6T XWEO aveEdETNTO amld Tig §exadapeq apyés Tng 14mg TpomoAoyiag
Tov Xvvtaywotog. H vwodeon Brown xatd Board of Education to 1954 ftov évag GAAOg 6NUorvTLxdg
6tadudg 6TNY omoia TO BOYUO TeV “Eex®ELGTOV alAG (60V” DeweNdnxe avTicuvTayuatixd. Ilapd To Yeyovig
OTL N VTOREN EEXOOLETWY GYOAELOY MNTOY GVTLGLVTAYWATIXT To dLx0GTHQLL eV amoPdcLiay GOUPOVL Ue
éva 6Y£0610 e@papuoYig évtagng. Ov vrodécelg Tov 08NYNGOY 6TNY adPacn Yo TNV vodeon Brown éywwav
N avgui Tov dopatog Yoo To National Association for the Advancement of Colored People- NAACP mov
WevYNxe To 1909 amd tov Thurgood Marshall wov fToy 0 TEOTOG UOEOG dLAAGTNG TOV OLOEIGTN®E GTO
Avatato Axactiolo To 1967 amwd tov Ilpoedpo Lyndon B. Johnson.

H vwdédeon Brown xatd Board of Education (1954) fitav wor evomwornuévy, vmddecr 1 owoio.
TEONYOUVUEVWRG TEQLEAGUBOVE TTEVTE DLOPOQETLXEG TEOXATGELG GYETLXE We TO LNTNUO TOV Loy ®OELGUOD GTO
dnuocLo 6yoAelo 6e opLouéveg moAlteieg. Kade wodxAnen eiyxe Sapopetixd dedouéva, To omoio duwg édtEav
TN GUVTAYUATIXOTNTO TOV %QOTIXE VITOGTNEILOUEVOV Loy ®ELGHoV TV dMUociev 6y oAeiav. XTig 14 Mafov
1954, o apydixactic Earl Warren Siatomwce v dmodn Tov Sixactneiov dNA0vovtag 0Tl «xaToAEoue
6T0 GLUTEQAGUE OTL GTNY dNUOGLE eXTTALBEVGT TO BOYUO TOV «EeX@ELGTOV MM (Gov» Bev usopel vor €yel
Véomn. OL BLapopeTInég EXTAULDEVTIXEG EYAATAGTAGELS VL €V YEVEL XATL TOV WOLELEL BVLGO...».

Apydtepo oty vwodeon Brown II, otig 31 Maiov 1955, to AvoTtato Awxactiiplo diétage Ttnv
G061 TOV 0LoxEIGE®Y AELXGY %ol UaVEOY “ue TNV ueyaddTepn dvvath ToyvtnTte”. Emicng, Yo moémelr va
Tovicovue 0TL 6TV VOVeon Bolling xatd Sharpe o 1955, T0 S1xacTELO ATOPAVINXKE OTL 1| OUOGTTOVILOXT
xVBEEVNGY €xel TO (BLo xabNxov OTwg %ar oL woALTElEG %o OTL Ta GYoAeia TG OvdcLyyxTov Do TEémer vau
elvor dLoy@ELGUEVaL.

Tapd v amdé@acn Tov AveTtdtov Auxactneiov 6Ty vddeon Brown, To {ATUO TOV dLoyELGUOV
GTO. GYOAElOL TNG YOOGS TOREUEVE X0l TOQUUEVEL VIO OUPLGBNTNGT %0l EYLve adooui] Yo véovg vouovg Ge
6A0 TO TeAevTailo wed Tov 200V OV, GAAG %o GTIUEQRD OTTOG ATOOELXVVETOL 0Tt TIG TAEAXAT VITOVEGELG
%0 TO GTOTIGTLXG GToLyelo. AO To 1955 wéxpr to 1960 or opocmovdiaxol SixacTéc acyoANDNXAY we
weL660Tepeg amd 200 vmwodécelg mov eixav Gyéon ue tov droyweieud. To 61% Tev Boeelowv xar To 15%
TOV VOTIOV T6TEVOVY 0TL Ao Ta Towdid o weémer va Tyoivovy wall 6To 6)0Aelo aveEaTNTOG PUATG.
H Edvo@povpd xAMidnmxe amwd tovg KvBepviteg tov Teveol xar Tng Adoumauo vo BdAcl TdEN 68 Aevxovg
Taagieg 6e GYoAelo wov VINEYE droywelouds. AEiler vo onuelodel dTL oL auepLxavol 6oxapicTNXOY GTOY
eldov 6Tig e1dMoeLg OTL TeEL6OTEQOL ad 1.000 sTpatiwteg Tng 101Mg AcpoueTapepduevng Mepagyiog xoar 1
Edvopoeoved amd to Apxdveag cuvodevoy evvéa uadpovs QOLTNTEG TOV TEOGTADOVGAY VO EVGRUITOTOVY
o6to Central High School, 6to Little Rock, Arkansas.

MeTd TIg 0vaTaoyts TOV TEOXAMBNXaY WeTd TNV vTOVeen Brown, To AvoOTato AxacTiolo To
1958 oty vmoveon Cooper xotd Aaron amo@dociee OTL «0 POBog Yo x0LweVIXT avatapayi N Blo, eite
alduvi eite xaTacxevacUiVY 0Td 0VTOVG TOV AVTLOEOVY GTNY £VOTOINGT|, 0eV ATAAAAGGEL TG %VBEQVT|GELG
TV TOMTELDY QO TN GLUUORPWGT TOVG We TNY VIOVeen Brown. I'v avtd 10.000 véor dvdowmor xdvovy
mopeior 6TNY OVAGLYYXTOV %0l VTOGTNEILOVY TNV evomoinen eved To 1959 o apbuwdg avEdver oe 25.000
avdeomovg. Emicng, To 1959 ce wio wposmadeio vo wopaxdupovy Tov voupo, oL vedduvor 6Ty xounTeio
Prince Edward County, VA., xAeivovuv To dnuocto 6Y0Ael0, TOUG TEOXELUEVOV Va, Wiy Ta, evororiicovy. H
dradrxacio oo va, Eovavoi§ovy, Suapxel Yoo To Avatato Auxactiolo S xeovia. Ki éter Tto 1964 Eavavoiyouv
ue Baom TNV €voTOoiNGT| TOVG.

Murray v. Maryland 1936. Missouri ex rel Gaines v. Cananda (1938), Sweat v. Painter (1950) xow McLaurin v. Okla-
homa Bd. Of Regents (1950)




Zonw aeyf TN Sexaetiog Tov 1960, Eeomovy Taayéis 6Ty Néo OpAcdvy, 6to University of Geor-
gia Campus, 6to University of Mississippi Campus, xodog wodeol QoLTnTég eTLYELQOVY VO, EYYRUPOVY
%o voo porticovy. Tehxd, To 1963, dvo uavpor goirtntég, n Vivian Malone xat o James A. Hood
eyyod@ovtow we emtvyioa 6to University of Alabama, mwapd to yeyovog 6TL o George Wallace fitav
avTidetog- avTd cuVEBN dtav o TEdedpog Kennedy xdlese To 6Toatd va Gondhcet.

To 1964, 1 I1pd&n T@v [loMTixdv Auxonoudtov eyxpidnxe. O tithog IV tng IpdEng cEovslodotovoe
™Y opoemovdiaxy] xvBépvnen vo BAAeL 6To apyelo vwodécelg evomoincng G6yxoleiwv. O Tithog VI Tng
ITpdEng amaydpeve TN SL6%ELGN GE TEOYEAUUOTA X0 BEAGTNELOTNTES, GUUTEQLAAUBUVOUEV®Y TOV GYOAEI®V,
Tov AMduBovay opooTovdiaxh ovxovoulxt Bondeto. AAMNG axduo xow wetd TNy Pphdien tng IedEng tev
IMoATixdv AueaoudTey Tov 1964 xdmoleg vrodécelg eEaxohovdoty va vpictavtal. To 1968, sty vwodeon
Green xoaté County School Board of New Kent County, to dixactfolo diatdlel va eEapdpododv oulixd
To. GYoAelor OOV emxEaTel droywElowds. To SxacTNELo avoyveoeiler TEVTE TOQAYOVTEG: EYXATUGTAGELS,
TEOGOTLXO, GYOAEG, EEWGYOMXEG BEAGTNOELOTNTEG oL UETAPOQEEG- TOV Vet YNGLUOTOLOVVTAY ©F TOQAYOVTES
UWETENGNG TNG GVUUORPOGNG TOV GYOALX0V GUGTHUATOG GTNY EVTOAT TOV eiye doYel amd Tnv vddesn Brown
14 yp6vio worv. Kot wdAL Oume, 1 eTBOAT %0t 1 ATOTEAEGUATLIXITNTO TOV %QATOVG SLXalov Y EELALETOL RAETO
%ol Yo vo emiTev Vel xou aroTeAEl ATOGTAGUATING WETEO XoDOG xade TOMTElOL %or dWog TOV EBvoug
moocmadel va, acxNGeL To Oxd TNG EVvua, TopaddGeEL xo TETOLDNGELS, TOEAAANAL UE TNV OVTLUETOTLGY TNG
UEYGANG QUTTG AAAOYNGC.

AVTN M exTEVG ETUGXOTNGT TOV ®QATOVG DLXALOV TOV PAVNAE UE TOV EVXQELVEGTEQO TEOTO GTNY 147
ToomoAoyior TOv ZvVTAYUaTOG %GAVYPE KE0VIXE Evay 0AOxANE0 aweva. TTog, dung, BAETOVY 0oL XAAMTE VEG
aVTO TO TOGO GNUAVTLAG LTNUO;

H Faith Ringgold, eivow wio Dapeoréa %0LTix0g T@V QPUAETIXOV TEOXATOANPEDY X0 TV
TEOXATAMPEDY avduesa 6To V0 GUAn 6Tov xO6uo Tng Tévne. H Ringgold, éxovtag Tiwndel we
o BoaBeio Coretta Scott King amédwce edvixd yeyovéto 68 uadoxd YATTE TEAYUOTLAOD UeYEDovg,
ageLxovifovtog awd Tovg xatoixovg Tov Harlem éog tov Martin Luther King Jr. xat Ta veapd dvuato-
Toudid T@V S0A0POVIDY TNG ATAGVTO. XTO BLBAI0 TNG TOV ®V*A0POENGE TO 1999 e TiTAO «If a Bus Could
Talk», n Ringgold Eavadvuiler xar dinyeitar tnv 6topion Tng Rosa Parks 1 omoio To 1955, éxave wio
uovodixi wedEn ddpeovg, Talpvovtag ula Déer 68 Aew@oelo Tov NTow wdvo Yo Aevxovg. H ToAunen tng
TEGEN ATOTENEGE EUTVEVGT] X0l YLo GAAOVG WGTE VO, VITOGTNEIEOVY TNV avdyxm Yoo ehevdepio. H elpnvixm
avtictact Tng Park é6mog avti mapovsidletar amd Ty Ringgold, xpatd Tovg vedTepovg 68 eTayQUTVYNGN
G6TNY TEOGTADELG TOVg Vo emuTeEVY Vel TO GVELRO TNG TANEOVG LGOTNTOG TOV ETQETE VO, EPAQUOGTEL GOUPOVOL
ue To %pdTog dixaiov Tng xorwwviag wag. Me to va dinyndel wdi n Ringgold tnv w6Topia tng Park, wog
Douiler to ddyua «EexwELeTog aAAG (G0g» Tov Oufxece Wéyol To 1954 %ol Ge TOAAEG TEQLITTOGELS axdua
%0 0RYOTEQO %0l WOG TEOELBOTTOLEL eVavTiov TV Slaxpice@y. To whvouo ATav dTL oL wodEoL AeQLxovol
%o OAoL Tow TToudLd, Dov TEETEL VoL ElVaL EVIUEEOUEVOL OGTE TO WEAAOV TOV EDVOUG Wog Vo, 6TNEILETAL GTOV «
xovdvo Tng L6dTNTOG Yo, OA0VE» OTeG dratvednxe 6Ty 147 TeowoAoyic Tov ZVVTAYUATOG.

To éoyo Tov A@o-Auepuxavot xadMTéyvn Romare Bearden tov xwiuoatog «Harlem Renais-
sance» yopaxTnEifetor amwd Tov August Wilson- deatoixd cvyyoodéa mov el tiundel we Boadeio Tony
Yoo To €pyo Tov «Fences» wg €ENG: «AVTO OV TAEATNENGE NTOY N (O T@V WoOEEYV AUEQLLOVOY TOV
TOQOVGLALETOL (e TOUG SLx0VG TNG 0Q0VG, G Wio, WEYAAN %o eTLxt] xAipoxo, we OA0 TNG TOV TAOVTO %0
Ty wAnedTnTe. ‘Htow 1 téyvn evdg TANDwEL%00 %ot Yevvorddwpov TveduaTtog Tov xaddpLee 0L wovo T
WBLOLTEEOTNTO TNG LONG T@V UoOEOV, GAAG %0l TN GLVEGNGT TOV.

O Bearden dunyfndnxe tnv 16Topio. Tov xoAMTeXVixoD %xvfuatog «Harlem Renaissance» tov
1930 uéea amd wio TEOGOTLXN 6x0TLd Ol WOVO we TOVg 6p0VG TNG APEO-AUeQLAovLXG TOU XANEOVOULGG
aAAG %0l UEGE aTtO TO GTVA TNG SOVAELGG TOV, TOV GAAOEE %0TA TN OLAQXEL TNG %AQELEQAS TOV. XTO, TOOLUOL
¢oYor Tov O0mwg To «The Visitation» vwouwvicoeTor T 6MUAGI0 TNG GUVEQYOGLOG TV %(OLVOTATOY TV UODE®Y
ATELXOVILOVTOG TNY OWELOTNTA UETAED 3V0 WobEOY YUVOLXOY TOU %QATLOVVTOL G’ TO Yol ZOUPOV
ue tov xoAMTELYN «O Néypog xadMTéxvng [...] dev Yo meémer vo, Uelver 1xavoToLnuUévog Ue ULt OITAT
unyovext] xotoyeadn Tng oxnvig. Oa mwoémer va BudicTel OAOPLYO WEGO GTNY XATAGTAGY TOV EVEATLGTEL
VO OITELXOVIGEL UE TO QY0 TOV». XT1 GELRd £QY®V TOV OTOV GUUTEQLAAUBAVETOL xoL wic véo epunveio Tng
0dv66el0g Tov Oufpov, To a@Eo-auepLxavixd déuato Tov Bearden axolovdovv tov Spduo Tov Odvecéa.
2N WeMETT Y10t TO %QATOG OLxaiov avo@oELxd, Ue TNV LGOTNTO OVAUEGR GE OAOVG TOVG TOMTEG TNG (WEOG
wog, To a@EO-%EVTELXd €0Y0 Tov Bearden G6Téxovv Gow €va WOVTEAO OUTAQEXELOS, LGYVEC, TANEOG LAoVE,
wédn TNG xoweviog 6€ L6OTLUN BAoN e TOVG NEWEG Tov TaEeAdGVTog. H x0N61M TV MooV depudtov amwd
Tov Bearden xouw 1 emidel&n TNg dVvaung wov  EUTEQLEXETAL 6T XELROVOWID TOYV 3V0 AUEQLXavo-uodEe
TUVOUXOV, UETOPEALETOL GOV W0 ELXOGTLXT EQUNVElD TNG LGOTNTOG TOV dLxawoVVTaL OAOL VTTE TO %QATOG
duxaiov.

Tty xatacxevn Tov amd fiberglass xor teipévro we tov TitAo «Gatehouse to Knowledge», o
xadMTéxvng Willie Cole éotnoe éva wvnpeio yioo va dvuicer tnv veddesn Brown xata Board of Education.
To &v My YATTO OV 6TEéXEL WTEOGTE 6T 0800¢ PS 43 Beach 29th xar Seagirt Avenue, dnulovpyio
Tov 1996, eivar cuvdvacuds BLBAeY xal uicg TOANG, TOV 0 XGAMTEYVNG TEOGOLOEILEL ©G TN GVUBIEGY
™G wadneng we T edevdepia... Yd To TElGUo TV BoBVTEQOY EMTTOGE®Y TOV £lyay 0oL VITOVEGELG TNG
exzaidevong 6Ty avdmtvgn Tng 14ng Teomwoloyiag Tov Zvvtdyuatog, o Cole ¥éAnGe Voo GLUTUXVOGEL TT|
enuacio Tg aAMNAEEAQTNGNG WETOED exTaidev61G %ol LGOTNTAS.

ITapoAo OV 6TO WeYaAMOTEQO WEQOG TNG GUEATNGNG WOG GYETLXG UE “TNV LGOTNTO OITTEVOVTL GTOVG
VOUOUG”, acOANDXaUE UE TNV GVLGT UETOYEIQLGT TV LoDV, 8ev Do Teémel va Tapaieipovue To YeYovog
OTL oL Yuvaixeg TNG XOEag wag dev elyav to Suxaioua vo Ypn@icovy uéyer To 1920, mept666Tepn amd S50
%e0vLoL UeTa TNV emxVEwen TNg 14ng TeomwoAhoyiog Tov Xvvtdyuatos. Kadwg to xiviinoto yio, To TOMTLXG
XA UOITO %0 TO DIXOLOUOTO TOV YOVOUXGY OTEXTNGOY duvaulxi Tig dexaetieg Tov 1950-1960 xow 1970
avticToLy o, VTOGTHELLoY TNV avayxadtnTo Yo, TNy ERA (Equal Rights Amendment)- TopomwoAoyia Tewv
AxoOUATOY, ETELST «TO VOULXO WG GUGTNUN EE0XOAOVDEL VO EUTTEQLEYEL OITTOUELVAQLOL TTOLXIA®Y %0l TOAV
TOAM@Y aE)wy Tov Edumxot Awxalov, apyég wov éxovav ddixeg droxpicelg eig Baeog Tov Yuvarxov» (H.R.
Rep. N0.92-359,92d Cong.[1971]. AvTég oL amapyuouéveg 18EEG, GOUPOVO UE TNV TAQATAVE ovaPOoEd
dNUOVEYNGOY TEOVOWLOXT] WETAYELQLGN TOV owdEWY EVovTlL T@V GLLVYWY TOVG, dNWOVEYWVTG dV0 WETEO
xor 800 etadud divovtag 6Toug Gvopeg weyalvTepn eAevdepion amd TG YVVOixEG Vo, ATOXAVOUY GTO TO
Ndxd TEOTLTE, %OL VO YENGLUOTOLOVY «TOQ@YNUEVEG %Ol TOQAAOYES EVVOLEG TOV LTTOTIGUOV» X0l VO,
«Pe®EOVY TG YVVOIXEG WEGH GE TROGTATEVTIXO X0 GUYXATODETING POC».

H TeowoAoyia Tewv Axaroudtov (ERA) cuvavtnee 6NUOvTIXOTOTY OVTIGTOGT %ol %VEIOG GTLG
voTLEG TOMTELES, GLupTTEQLAaUBavOUEVNG %o TNG TOALTElOG Tov TéEag. ITapdAo wov N Tpoworoyio Tépace 6TO
Koyxpéco, 8ev xatd@epe vo eminvedel cUY%EVTEWOVOVTOG TNV ATOLTOVUEVT TAELOPNPIo TV 38 TOMTELOV,
xoD0OG cVYREVTEEGE wovo Tig VeTixég PNPovg Tov 30. Oa meémer vo onueLwdel dTL weYdAn avTicTacn
TOEOVGLAGTN%E Ol WOVO agd Tig vOTieg ToMTEES, aAld xaow amd To Alton Illinois 6wov m Phyllis Schlafly,
uio, cuvTnENTIXT axTiBicTelo o dixny0pog doVAEYE ax0VEAGTA YO, VO, UoToLWGEL TNV TeomwoAoyior %o
é6TEePE TNV XOWT YVOWUT EVAVTIOV TNG GUYXEXQLUEVNG TEOTOAOYIOG. Xe YEVIXEG YOOWUES, OGOl aVTEBQUGOY
6ty Teomoloyio, éxprvary OTL XATOLEG OWLGOTNTEG TOV VIAEYOVY GVAUEGD GE GvQEG %ol Yvvaixeg elvou
ATOTENEGUO, BLOAOYLAGY TAQAYOVTOV %o WAMGTO OTL aVTO TEETEL Vo TO AGBoVY vITOYPT Tovg N vouodesio
xoL oL %QaTL%EG TOMTL%ES. Emiong xdmwotor vrostiolay 6Tt 1 TeomwoAoyia Tewv Awcatoudtov (ERA) da
VITOVOUEVE TOVG %0LVOVIX0VE DEGUOVE TOV YAUOU %0l TVG OLxoYévelag. AAAOL TiGTEVAY OTL OL YUuvaixeg 101
ely oy %0ToYVEWGEL 68 UeYAA0 Badwd cuvTayuaTixi TEocTacio xatr 0Tt 1 Teowoloyia Tewv Axowoudtov
NTav TEQLTT %0lVOVTOg oL amd Tig TEOGPaTes PLAcAevdepeq amoddcels Tov AvoTdtov Axactneiov. Mia
agd avTég fiTav N veoéveen Frontiero xatd Richardson, wov fede 6e avtidesn we owosTovdioxovg vouovg
TOV £8LVOLY TEOVOWLOLXT] UETOYELQLGT] GTOVG TOWTEEUEVOUG BVDPEG GE GUYXQLGT WE TLG TOVTQEUEVES YU VOLXES.
ITopdéro mov elvar Avmned, dev wooxadel ExmtAnEn To Yeyovdg dTL axdua xor 6Niuepa To TéEag eivar wio amd
TG TOMTELEG TOV ExEL aTTd TLG O AVGTNEEG VouoDesieg Yoo TNV duBA®G1. Av xouw 1 YepovetaeTiic Wendy
Davis waAepe 6xAned Yoo va, £xovv oL yuovaixeg TV eAevdeplo Tng emAoyfg, 0 xvBeevitng Ricky Perry
xow To TEEag éuelvory aueTaxivnTor 6T VEGeLg TOUG Yo TNV Vowodesio xoTd TOV AUBAOGEDY.

Avalbovtog To Vépa TG avicdTNTOG T@Y 000 PUAGY Bo TEETEL VO, GNUELWGOVWUE %ol T1 Mdymn Tev
POAV 6Ty apéva uetad tng Billy Jean King xaw tov Bobby Riggs, avtoamwoxaioduevoyv 6eBLvieT,
Tov omolo mpoxdiese 1 King. Ag 6xeprovue, emiong, 0Tt elyaue AyoTepeg yuvaixeg 6e Bécelg Loy vog elte
6¢ eTowQeleg eite 68 ®VBeEVNTIXG WDEVUATO %o dev €xovue axduo dev wion Yovaixo TEdedEo exTOG aTd TLg
moodvmoveyodg Thatcher, Gandhi xow Merkel, 6t Meyddn Boetavia, Ivdio xar T'epuavia avticroryo.
AvTi  aviedTNTO L6YVEL X0l GTOV %OGUO TNG TEXVNG OTov 1 Mary Cassatt elvor uio ol avagopd 6T
GVEATNGN Y00 TO QOAO TOV LUTEEGLOVIGTWY OOV %xVELaEYoVY 0 Monet, Degas, Renoir xot dAAot.

H ouada Guerrilla Girls dnuoveyneoy 0yt woévo D6pvBo GxeTLxd we TNV aVIGOTNTA, GAAG oL
uio. ohopdvepn emavactact. To épyo Tovg «Bedtime Companion to the History of Western Art» elvou
€var %0V6TLX0 %aTNY0ENTNEW0 TNG 0dLaAAAELOG TOV VITEEYEL 6TOV XOGUO TNG TEYLVNG. XLTOV 0d1Y0 TOVG, TO
Guerrilla Girls avédelav weptxd amd To TO eVOLOPEQOVTO EQOTAUNTH 0TeG «[aTi or weydAolr uovTépvol
evdlapépovton TEPLG60TEQO Vo Loyoapilovy Tépveg avtl Yo covdoatiteg». To 1985, avTég or pepvicToleg
xaAMTELVLDEG EE0QYIGTNXOY OTa avaxdAvpoy 0T 6 wia éxdeon 6To Moveeio Movtépvag Téxvng tng Néag
Yépxng (MOMA) amé tovg 165 xadAiTéyves Tov cupuetelyov wovo ov 17 ftav yvvaixeg. Anuioveyncov
a@iceg SnAOVovTag TNV FE6M TOVG YLoL TNV TEOXANTIXT] OVLGOTNTO %o EEETAGAY TLG SLaxpicelg GTNY TEXVY,
TNV TOMTLXT %o TNV %0VATOVQEO. ExTdg amd Tig apiceg tovg, ov Guerrilla Girls dwopydvecay xar évo
eELodeVOVTO, BieGo TOV BNULOVEYNGE TOQAUGTAGEL, TOV dLNYOVVTUL TNV YUVOLXELD TAELQEG TNG LGTOQLOG
XOTADELXVVOVTOG TNV OVLGOTNTO GTLG EVXOULQIEG YLOL TIG YUVOUXEG %0k TOVG AUEQLXOVO-UOOEOVG XOUAMTEYVEG
GTNY TEXVN TOL VeauaToc.

2 H uehétn apoeovGe wovo To Xvcstnuo Oavatixig Iowng tng Kal@oevie to étn 2003-2005 6meg amodddnxe amd to Kévtpo
TIAneodooLev Oavatixig Tlowvig.



H Aéomorva Meiudpoyhov elvar uior 60Yye0vn eAANVIOO elxacTixdg Tov Yevvidnxe %ol WeYGA®GE
6ty AAe€dvdoeia. Xmwovdace Kalég Téxveg, Xapaxtixy, Tvmoypapio, xadog emiong xor I'oa@pLeTixi 6To
Maidstone College of Art cto Kent tng AyyAiag, dwov to 1965 améxtnee to wTLYio TNG Yoo Tig Kahég
Téyveg (Fine Arts Degree- N.D.D.). Zou@ova ue tqv (dio, TAvTo TNy Wdyevow oL TUTOWEVES AEEEL TOV
evioTe avTixadieTovy TNy exdvo 6To €070 TNG. H Bla 6Tny wOMTIX %0l 6TNY xodnueoLvy Lo elvar To
OVTLXELUEVO TOV TNV GTOGYOAEL TEQLGGOTEQO. ETTi GeLpd eTOV, wdleve amoxouuota amwd dedoo epnuepidov
TOV AUPOEOVGAY EYXAMNUATO %0l Bloteg TOALTIXEG TEAEELS. AVT TNV %ivneh TNG TNV 0vouace «Appropria-
tion art», 3nA. TéE(vN TNG 0LXELOTOINGNG, TOV GNUGIVEL OTL ELXOVEG GTTO TNV LGTOQEIO. TNG TEXVNG %0l TOV Aoi%0
TOMTIGUO UTTOQOVY VO, GYOALAGOVY LGTOELXD %0l TTOALTLGTL%E YEYOVOTA. AVTO TO GTOLYELD elvol EWPavig 6TN
6elpd, Tng MetudpoyAov tov 1999 ue titho «Against the Wall: End of The Fairytale» - wio 6elpd mov
BaocileTor 6Ty &v eEeMEel épevva oyeTIvd we Yuvaixeg YovatomowviTicoes 6Tl Hvouéveg IToMTeieg. AvTy
N GELRG £QYWY, TOV TAQOVGLALEL TEOGWTTO YLVOUXWY TEOPIU®Y PUAOXOYV 6E TOMATAG %00é dev €xel 6TOYO0
ATADG VO XOTOYYELAEL TNV TEOXTLXN TNG VowaTixig ToLvig, aAld %ol Vo POTIGEL Ue Evay ELEOVLXO TEOTO
TNV PEOTLXT «ZTOYTOTOVTO» TOV OL YUVAL%EG TEOGO0%0VY 0TL Vo Brwcovy. H idia | *aAMTEXVNG GNUELOVEL
OTL «ELXOVEG TOV TEOEQYOVTOL aTTd TOV NUEETGLO TUTO, SLxEq WOV PNPLOXEG POTOYEAPIEG | XATOLEG GXNVEG
TOV £Y® BLYTEOGROTNGEL TOROXOAOVVOVTAG ATTO TLG TNAEOTTLAEG ELBT|GELG YIVOVTAL TO OTTAO TOV YE1GLUOTTOL®
TEOXELUEVOV Vo, eEQAEIPW- UTOP® VO TO TT® ETGL- TNV TEOUYUATIXOTNTO TOV WOG TEQLTELYVQRILEL OGTE Vo
OVOXOTAGKEVEGR W0 TEOGWTTLXT TEOYUATIXOTNTO», %4 TL TOV delyver capxacud ol epoveio. Ilog avt 1
6elpd, cuvdéetal ue Ty 141m Teomoloyio Tov XVVTEYUATOC;

Mia pedétn tev xodnynteov Steven Shatz xow Naomi Shatz awd tvn Nowx? XxoA| Tov
TowemisTuiov tov San Francisco xar Tov New York Civil Liberties Union avtictoiya, dnAovelr dTL o
draxpicelg AOYw @UAOV GuveyilovTor 6TNY ePpapuoy Tng davatixig wowvig. H épcvva avth 6uvdéer awTi
TNV 0VGOTNTO We TNV 1B€a TOV LITTOTIGUOD. O 6VYYEaPElG XATAAYOUY 6TO GLUTEQAGWE OTL 1 DovaTLx
oLV ETLBAAMAETOL GYETIXG GIAVLO GE YUVOIXEG %ol OTL owTl vo elvar “ovdéTepn amd dmwodhn GvAov, 1
DavoaTixn oL  QoiveTaL Vo, ETLTEETEL GE TEOXOTUANPELS, GTEQEOTVTO GYETIXG Ue TN Biot xow To VA0,
apyés TNg evyévewag va xadopilovy worog Ya LNcer xow morog Vo meddver”. H adixn duog emiBoAf Tng
VavaTixng woLviGg 6e EYXAELGTEG YVVALXES EVaVTL T@V avdwv delyvel 0TL TO %pdTog dixaiov eEaxolovdel va
OVTLAOTOTTTEILEL TOALEG TOEABOGELS.

Mio evdwapépovoa eEaipeon amotedel n vwodesn tng Karla Faye Tucker wov 7Tov 1 weoTy
Yovaixo amwd To 1863 wov exTeAécTnne 6TNY TOMTEID ®aToYOYNS TNG, 6T0 TéEac. Ilapd Tig awTNoeLg Y EELTOG
TEOG TO ZVUBOVMO TNG PUAaxNg xar Tov TdTe KuBepviitn George W. Bush 1 xatadixn tng dev daAlAae.
Loupaevo pe Ty dDavatixd wowt mov eyver 6Tig Hveouéveg IToMTeieg, 0 KvBepvitng avédepe 6T 1 «Karla
Faye Tucker opoAdynGe 0TL eival évoymn amoTEOTOLov eYxANUaTog. KatadixdoTnxe xow GuAaxicTnxe omwd
GO0 LGOTLU@Y UE oUTNY, EVOErV». Zuvéylee dwaBdlovtag uia dNAwen oty Ilpwtevoveo n omoio éAeye
6tL «O pdlog Tng moMTelog elvar vor ePapUOlEL ToOvg vOUOVG uag %ol Vo dac@adiler 6Tt dAa Tor dTowo
AVTLUETOTILOVTOL Bixoto GOUPOVO e aVTOVG TOVG YOUovs. Ta SLxacTheL, GVUTEQLAAUBOVOUEVOV %Ol TOV
AvoTtdtov dixactneiov Tev Hvouévev IloMTteiov, eétacoy To vouxd {nThuato avTilg tng vrodeong %o
emwouéveg, 0ev da xoenynew wie avaBod 30 nuepwv. Ag evhoyficer o Oedg tnv Karla Faye Tucker, ta
DOUATE TNG %Ol TLG OLXOYEVELES TOUGC».

H Tucker extehéotnxe agov Tng yoenyndnxe dovarnddoa évesn 6tn (uAaxh Huntsville ce
XGITOLOL ATOUAXQUGUEVT TEQLOY T TOV %evTExoV TéEag 6Tig 3 PeBpovapiov 1998. H extéheon emixpidnxre
eVEEg Oyl WOVo 68 OAN TN YWEO, OAAD %oL 6E GAO TOV x06uo, dtav o Ildwog Ilodvvng HavAog II {fTnce
vo 6TapaTNGel 1 extéhecr. Paivetor, Aowwdv, 6T 6Ty vddeon Tng Karla Tucker emixpdtnce To %dTOg
duxaiov TovAGYL6TOY 6TO0 TEEnC.

ZouTeQacuaTLAd, TOEOA0 TOV TO %XQATOG OLX0L0V WITOQEL VoL VITGQYEL WE GUYAEXQLUEVOVG OQOVG, OL
OLXOGTL%EG ATOPAGELS, N EMLBOAT TOVG %Ol 1 ATOTEAEGCUATLAOTNTA TOV VOUOY Ocv eival 6Todepés, xadmg

{nriuato edluey %ol TETOBNGEDY, TOV TEOXVTTOVY GO LGTOQLXE X0l VOUXG TEONYOVUEVT, TOQUUEVOVY
elte g eumodia eite wg Bondfinota 6TNY xowevLxl eEEMEN Tov 0dnyel 6Tn dixatocVVY Yo GAOUG.

Ap. OdAero, Boayomoviov

Empedtoie Exvéceov Téyvng xow Kadnynroete Ietopiag Tng Téxvng
Tufuo Kadodv Texvov xow Moveixig

John Jay KoAAéywo ITowvixig Auxatoc0vng

TowvemsTnuiov City tng Néag Yépxng

Social Justice in Spite of the Law

It is perfectly obvious that a society cannot function without a system of laws to regulate
itself. It s equally clear that societies and laws evolve and change. What once served a beneficial
purpose may, over time, no longer do so. It may prove to be antiquated or even repressive. It is also
true that laws have been enacted with the sole purpose of ensuring the status quo and immuring
the disenfranchised. For these ten artists the question that they pursue is not one of social justice
through law, but what it means to be human in a socially just world in spite of the law.

Equal Justice Under Law

The role that law plays in our societies is multifaceted, but when one thinks of its purpose
in broad outlines, what the rule of law offers to the members of a society, security, protection,
welfare of being, and the mitigation and reconciliation of conflicts and competing interests come
readily to mind. There are more purposes, of course, but fairness and justice for all is certainly a
concept that is embedded deep within us since childhood. How then do we reconcile the absence of
equality under the law for subsets of our societies, even when a subset may represent the majority
of the population, as is the case of women in the United States? Since first proposed in 1923 by Alice
Paul, who was a suffragist and founder of the National Women’s Party, the Equal Rights Amend-
ment has failed to receive sufficient votes for ratification and adoption. Do the words that adorn
the entrance to the Supreme Court, “Equal Justice Under Law,” truly guarantee what they promise?
And how do women artists position themselves in light of this situation. Four women in this show
provide four different perspectives on the relationship of women and society and culture.

Janet Ballweg often depicts domestic interiors and associated objects in her exquisitely
rendered color prints. Despite the domesticity of the depictions, the absence of a human presence
leaves one with a sense of a void, an emptiness that translates into a palatable feeling of psycho-
logical loss. Given her choice of motifs — the kitchen table, the teacup, the stove, the broken egg
- this existential state, Hopper-like in feel, assumes a decided female cast, calling into question
how society’s structures and women’s roles have affected the personal.

Contrastingly, Helen Gerritzen approaches her subject from a decidedly different direc-
tion. Objectification of the female body is literally represented in her appropriation of Leonardo da
Vinci’s drawing of the female anatomy. Pinpricks, smudges, smears, and folds in the image com-
prise a vocabulary of interference, of handling, of manipulation. Her imagery elicits questions on
the nature of power and abuse against women in today’s societies and about the laws that should
protect but do not, those that harm, or those that do not even exist.

Renee Magnanti takes an anthropological approach to the roles that women have played
within the cultures where they have lived and the opportunities provided or denied them by the
social structures and laws of their historical context. Women’s rights, as we conceive of them today,
are far from the picture in many of Magnanti’s areas of historical and artistic interest. Still, the
aesthetic contributions are extraordinary and resonate through history and time. Complimenting
the work of the anonymous women of the world’s past cultures are text passages from female writ-
ers and authors that herald the work of such women.

Hee Sook Kim also addresses the question of restrictive social structures, but not as an ob-
server of the past. Rather, Kim reflects upon her own life and her emigration from South Korea to
the United States. Citing the story of the dream of the butterfly from the Taoist philosopher Chuang
Tzu, the artist references her two lives as both intertwined and transformative. Further, by using
the image of a flower as a symbol for woman, she leverages the triteness of this played out conven-
tion as a springboard into a reflection upon the restrictive, burdensome domestic responsibilities of
the contemporary South Korean woman.



Safety, Security, and the Rule of Law

Violence is no stranger to us all. Terrorism, war, crimes against humanity, serial killings,
murder, and more fill our periodicals and constitute the nightly news. In the face of reports of
horror such as the massacre at Columbine, the laws that we have in place seem inadequate to stop
such violence. Moreover, how do we address newly enacted laws that may very well threaten us in
the name of self-defense? The debate over controversial laws, such as Florida’s “stand your ground”
law, has not prevented the senseless deaths of two young men. When are our laws our protectors
and when are they our assailants?

Mortality and the tragedy of human existence has been a theme that art has dealt with
throughout the ages, but for Helen Frederick the atomic age brought the possibility of Armageddon
to tangible reality. Our collective fragile existence lies in the palm of the hand with its finger on
the button of mass destruction. Needless loss, tragedy, and death lie at the heart of her political
critique, one that questions the very purpose of such weapons and whether or not we have the ca-
pability to ensure our own existence through our treaties and laws.

Anthony Kirk confronts the American gun lobby and the second amendment of the US
Constitution that guarantees the right to bear arms head on. When does a legal right eclipse the
right for a child to be safe at school? Why does one law trump a society’s sense of social justice?
For Kirk, the answers do not lie with the senseless prescriptions of Executive Vice President Wayne
LaPierre of the National Rifle Association for even greater access to guns, but with the enactment
of strong and clear gun control laws.

Driven by the quest for power and in the name of progress, Yujin Lee believes that the
world of today has rendered the lives of everyday people untouched by social and political reforms.
The irrelevancy of the institutionalized social contract, the laws and mores by which we live, is
sarcastically mocked in her title “Mighty Up and Down” and visually represented by the senseless
and impending destruction from the missile’s impact and the resulting elegant death shroud of
smoke. A post-Nietzschien world of destruction and senselessness permeates her artwork.

Mary Ting’s work operates in several spheres that are defined by memory, loss, history, and
the natural world. Seminal to her work are the memories of the stories of the Rape of Nanking.
Nanking, China, was the site of the single worst atrocity of World War II, a six-week carnage
conducted by the Japanese Imperial Army that resulted in the murder of 300,000 citizens. Brutally
sadistic, the crimes against humanity were nevertheless celebrated in war-fueled Japan. Ting’s
work, like the nightmares of this atrocity, lies somewhere outside of the rule of law: haunting and
ghostlike.

Propaganda, the distortion of fact and truth to serve a political aim, is the central focus
of Ericka Walker’s work. Through the critical study of historical graphics, the artist is able to find
and expose the images and language that support the “rhetorical armor of today’s sociopolitical and
cultural climate.” The visual vocabulary that Walker employs challenges our inherited nostalgic
concepts of a past that never existed and serves the hegemonic powers of today. An antithesis of
the rule of law, propaganda promotes at the expense of social justice. Walker’s artwork challenges
this distortion using a visual and literary construct comprised of the very elements she decon-
structs.

International Conventions on child labor stipulate that civil, cultural, economic, political,
and social rights be protected under an international agreement. In Article 32 children’s rights
are protected against basic abuses including economic exploitation whereas in Article 28 they are
also afforded the right to be educated. The artist Vangelis Rinas in his painting, depicts two young
men who appear to be under 18 years old, the age spelled out by the Convention as a cut-off point
to adulthood. Rinas touches upon a subject of interest worldwide about the abhorrent violations,
and exploitation of children of which 85 million are sexually exploited, trafficked, used as military,
carry out hazardous labor, and are at times harmed by ethnic cultural practices such as genital
mutilation, and early marriage. Because of the egg and dart design patterns at the top portion of
the canvas Rinas’ two boys can be seen as youths bound to their own ethnic traditions which in this
case are Greek. But, in context with this show they can be understood to be subjugated because of
the metal rings on the yokes around their heads. Moreover, Rinas comments on their confinement
as demonstrated by the added strips of metal traversing the canvas along both top and bottom. The

boys’ delicate beauty is offset against the rough texture of the rusty metal, as are their hazel eyes
against the ocher tones of the background. Despite the acceptance of international laws by most
countries, child labor continues in Asia at 78%, Sub-Saharan Africa at about 21%, in Latin America
at 8.8% and in the Middle East 8.4%, of which 59 % are exploited by the agricultural industries and
by services 20%.

Where do artists stand when power does triumph over law; what role can art play? Such
was the case in South Korea during the periods of military rule of the Third, Fourth, and Fifth Re-
publics. This was the situation that Jeongho Jeon faced. As a student he was active in the student
protests against the authoritarian government in 1980 that led to hundreds and hundreds of deaths
at the hands of the military. Throughout this period, Jeon created images that directly addressed
the democratic ideals of the student protest movement and their just cause of freedom from oppres-
sion. His art stands as a conscience and a moral compass for a society when the rule of law fails
its citizenry.

Each one of these artists has addressed issues of social justice and human rights through
the filters of their creative process. They have confronted injustices in our societies that the law
has either neglected or actively worked to maintain the status quo, thereby immuring the disen-
franchised. Reason tells us that it will win out, see the failings in the system, and make the neces-
sary adjustments. But when power wins out, reason is trumped. Through their work, these artists
have sought to expose and change that which reason cannot and to return social justice to a system
that requires continual, consistent observation and correction.

Bill Pangburn

Director

Andrew and Anya Shiva Gallery
John Jay College of Criminal Justice,
City of New York University



Kowovexd Aveavocvvny AveEaptiitos Nduov

Eivow amoéivto mepopovig 6TL 1 xorvevio, 8ev umwopel vor AeLTOVEYNGEL Y®Qig évo GUGTNUL VOUOY
wov euduilovv TnY VmaeEN Tng. Elvor e€icov cadiég, O0TL oL xovevieg %o oL vouoL EeAMGGoVTOL %o
aAAalovy. AVTol TOU %ATOTE EEVTNEETOVGAY EVOY EVEQYETLXO 6%0TO, WITOEEl we TNV TEE0d0 TOv YedVov,
VO GTAUATNGOVY VO, TO %dvovy. Mmopel va, amwodetydodv amapyaouévor 1 axdua xo xotactadtixol. Eivar,
emwiong adideia 0TL oL vouor éxovv YeomioTel we wovadixd 6x0mwo TNV EEAGPAAGT TOV XUTEGTNUEVOV X0l
TNV ATOUOVOGT ATOUGY TOV GTEQOVVTUL TOMTLAGY dxoe@UdTev. T'or avtodg Tovg déxo xaAMTELVEG TO
EQOTNUO TOV ETLOLDXOVY VO ATTAVTNGOVY BEV elval 1 x0vevixf dixatoc0vn uEcw Tng vopodesiog, aAld TL
onNUalver vo eical GvBeTog 68 Evay X0veVixd dixolo x06uo, aveEdQTNTO 0rtd TO VOUO.

‘Ion Owonocvvny évovtt Tov NOuov

O pdéhog wov BLadpauaTifer 0 vOUog GTIG x0Wwevies wog elvar TOAVTAEVEOS, OAAD oV %ATOLOG
aVaEOTNYEL Yo TO 6X0TO TOV GE YEVLXEG YOUUUES X0l %VEIOG TL TEOGPEQPEL TO %QATOG SLxaiov GTO WEA WLOG
x0WweViog, G6IYoveo 6T0 WUGAY TOV €QY0VTOL GUECHS 1 OGPUALLL, T TEOGTOGLN, 1 XOLV@VLIXT TEOVOLL TNG
VT0RENG TOV avd®TOV, AAAG X0l 0 UETELOGUAG %al 1| GVUPLALOGT TOV GUYXQOVGEDY X0l TOV GVTIXQEOVOUEVOY
GLUPEEOVTOV. YTLAQYOVY PUGLXE TEQLGGOTEQOL 6%0T0l, GAAG N LGOTNTA %0L 1 SLxotocVVN elvol Yio dAovg
clyovpa  €vvoleg OV €YoVV eveeUoTwYEl Badid wica wag amd TNy mwordixt] wog nAxio. Ilog Aowwdv,
UTO0EOVUE VO, GLUPLM@BOVUE He TNV aTOVGiR LGOTNTOG EVAVTL TOV VOUOU Y0, VITOGUVOAD TV XOLVOVIOY
woig, axOuo xow 0Tow Wi opdda WILoEel Vo avTLITEocOITEVEL TNY TAELOPNPio Tov TANBVGUOD, 6Twg GLUBaiveL
6TNY TEQITTOGT TV YuvaxOv 6Tig Hvouéveg TToAteleg Aueprxtc; Aedouévov O0TL TEOTAVN®E YLOL TEWTY
@opd to 1923 amd v Alice Paul, wio cov@ealéta xar BpvTELe Tov Edvixod Kéuuatog Tvvarxev, i
ToomoAoyio Yo Toow Atxou@uoTa, GTETUYE VO GUYREVTOWGEL ETTA%EIS PTPOVG TEOG ETLXVE®GT xou VIODETNGT
Tne. Ov AéEeg Tov xoouovY TNV €i6080 Tov Avatatov Awxactneiov, «Ien Auxowocvvn évovtt Tov Nouov»
uroEovY vo eyyvnBovy avTd Tov TEMXE VIOGYKoVTUL; Kot Tog oL yuvaixeg xaAATéyvideg ToTodeTovy TOVG
E0VTOVG TOVG VIO TO YOG GVTNG TNG XATAGTOGNG; TE6GEQLG YVUVaiXEg 6E AT TNV ExDecn TAEEYOVY TEGGEQLG
BLoPOEETLAEG TEOOTTIXEG YL TN GYEGT TOV YUVOLXOV TNG XOWOVIOG X0l TOV TOMTLGUOV.

H Janet Ballweg cvyvd ameixoviler ouxtax00g 6WTEQLXOVG XOQEOUVG X0 TO, OWWTLAELUEVD TOUG,
OTLG EEQLQETING XOTOUGHEVOGUEVEG EYYEOUES EXTVT®GELG TNG. Ilapd TNV amwelxdvIen TNG oLxoYeveLaxNg LoTg,
N amwovsio, TNG avdEOTIVNG Tapovsiag apiivel €va alcdnuo xevol, wion xevOTNTO TOV UETOPEALETOL GE
wloe évtovn aicdnen Ppuyohoyixig amoAciog. Me dedouévn Tnv emAoY TOV UOTIBOY TNG - TO TEATELL TG
xovlivag, To GMTLEVL TOV ToaYLoV, TN GOUTO, TO GTAGUEVO aLYO - OUTT N VITOEELOXT XATAGTAGT TOV
uolGler  ue Tnv aicdnemn Tev épyev tov Hopper, mwpolmwodéter ulo amopacLleTixt] Yuvolxeio, WOTLE  TOV
BLEQWTATOL TG OL XOLY@VIXEG DOUEG %0L OL QOAOL TV YVVOULXOV €(0VV ETNEEAGEL TO TEOGOTULXO GTOLYELO.

Avtideta, | Helen Gerritzen wpoceyyiler to déua g amd wio 6apog duapopeTixt] »xateddvven.
H ovTixetevomoinon Tov YUVoxelov GOUATOG OVTLITEOGOTEVETOL XVOLOAEXTLXG UE TNV OLXELOTOLNGT TNG
Tov 6%€dto Tov Aeovdpvto Nta Bivtol, @w6Ttdco, ue yovouxeion avotouio. Znuddio amwd TeUTNURTE, ¥NALDEC,
ETLYQIGUATO X0l TTVYOGELG GTO £0Y0 aTOTEAOVY évo AeELAGYLO TapeWBOA®Y YelpLouod xal xelpoyoyneng. H
ELXOVOYQOPIO. TNG TEOXOAEL EQOTNUOTA GYETLXE UE TN QUGN TNG EEOVGIOG, TNV XAXOTOINGT TOV YUVOLADV
GTLG GNUEQLVEG XOLVOVIES, AAAG X0l GYETLXG WUE TOVG VOUOUG TOV Dol ETQETE VO, TIG TEOGTATEVOVY %0 BV TO
XAVOUY, YLoL EXEVOVG TOV TIG BAGITTOVY 1| GAAOVG TOV 0VTE %0V VPIGTOVTAL.

H Renee Magnanti viodetel uio avBoomwoloyxl To6EYYLeN T@V OA@Y TOV 0L YLVOiXES EX0VV
woigel U€Ga, GTOUG TOALTIGUOVG TOU €Y0VV C(NGEL 0L Yo, TLG evXoLpieq Tov elyav 1 dev elyov amd Tig
x0LW@VIXEG Souég xal TN vouodesio, 6To dedowévo 16ToeLxd TAGIGLO TNG eoyNg Tovg. To SLxalOUaTo TV
TUVOUX®V, OTOG TO,  AVTIAGUBAVOUAGTE GTUEQD, OTEXOVY TOAD %ol GE TOAAOVG TOUElG atd TO TAGLGLO
T Magnanti amé wAgvedg 16TOEL20V 1 %aAMTEXVIX0D evdlodépovtog. TTapdha ovTd, oL owedNTLXEG
GUVELGPOQES elval aELOGNUEIOTEG %ol £XOVV aTYNGT WEC® TNG LGTOELOG X0 TOV YEOVOV. TVUTANEOVOVTOG
TO £0Y0 OVOVOUOY YUVOLX®Y TOQEADOVTOV TOMTIGUOV TOU %0GUOV, VTTGQEY0VY OTOGTAGUNTO XELUEVQY
TLVOLXOV GUYYROPEDY 0L SNULOVEYOY TOU %NEVTTOVY TO £0Y0 GUTGV TV YUVOLXOV.

H Hee Sook Kim eEetdlel emicng To {NTNUO TOV TEQLOQLGTIXMY %OLVOVIXOV dOU®V, OAAD Oyl
06 £vag moaTneNThs Tov TapeAddvtoc. H Kim Siadoyiletor whve 6TNy TEOGwTLXN TNG Lo %o 6TN
uetavdoteven TN ard T Notia Kopéo 6tig HITA. Emixadoduevn tnv 16T0Qior Tov 0veElpov TNg TeTAAOVI0G
amd Tov TaoicTl @uhdcopo Chuang Tzu, 0 xaAMTE(VLG %dveL avadopés 6TLG dV0 Loég TNG OG aTOAVTA
GUVVPOAGUEVEG %O UETOGYNUOTIOUEVES. ETTALOV, 0MOLUOTOLOVTAS TNV €xdva, evig AOVAOVSLOU GO
GVUBOAO TN YUVALIXAG, AELOTOLEL TO TETELUUEVO OTNG TNG GVUBAGNG WG EPAATTELO VLo VO, TEOBANUOTIGUO
TOVO GTIG TEQLOELGTLXEG, emaydelg ouxtaxég evdOveg TOY GUYYEOVEY YVVALX®Y 6TT NoTio Kopéa.

Zvyovoud, Acpdiea xow T0 Kodtog Aueaiov

H Bia dev elvar §évn 6e 6Aovg wag. Toouoxpatio, TOAEWOG, EYXAMUATO %0TA TNG 0VDEWTOTNTAG,
%xaTd 6VEEOT @Ovol, doAo@ovicg xar TOANG GAAo Yeuilovv Ta GEdeo TV TEELODXWY %0l OTOTEAOVY
Bacxd Yéua T@v Beadtvwy deATiov ed|cenv. MTEOGTA 6TLG eXDEGELS TOV TEOUOV OTTOG TO OLUOTOXVAGULOL
670 Columbine, ov véuor wov Sradétovue PalvovTolL OVETOQE%EIG VO GTOUOTGOVY TETOLog UwoEPhg Bia.
EmwAéov, Tog o avTipeToTIG0vUE TOVG TEOGPATOG DEGTLGUEVOVG YOUOVE TOVU UTTOQOVY XEAAAGTO VO, UOG
aELAGOVY 6TO dvoua TNG cvtoduovag H dnudcto culnTnemn Yo Toug aUPLAEYOUEYOUS VOUOVGS, 0TWG 0
vowog tng PAGoLvTor «stand your ground» dev eusddice Tovg TaEdA0YoVE DavdTovg V0 VEmY avdomv.
IT6te eivar ov vOuoL wog TEOGTATEG Wag %0 TOTE %o TOTE elvow avTol oL (Dot emiTLdépevol;

H dvnowpwotnta xow 1 Teoryedio Tng avdeemvng Orapéng civor éva Déua wov 1 Téxvr éyel acyoAndel
6TO TEQAGUO TRV ot@VveV, oAld Yoo TNy Helen Frederick 7 atouixf emwoyf] weté@epe TNy TBAVOTNTO TOV
Apuoyedddva, 6TV YeLpoTaeTT TEoyuaTixdTnTo. H cvAAoYx? evdpovetn VmaeEN wog BeicxeTal 6TV
TOAGWT TOV YEELOV UE TO dAYTVAO 6TO %0VWUTTL TNG Walxilg xaTacTo@he. H doxomn amodAeio, N Tooywdio
%o 0 DEVaTog BEIGROVTOL GTO ETIXEVTEO TNG TOMTLANG XOLTIXNG TOV %AVEL, xaBOG audLoBnTel Tov idLo Tov
6%0TT0 TOV &V MYe OTAOY %0l av £ovue 1 Oyl TV duvatdTnTa vo, eEacParicovue TNy VTaEEN QoG WG
TOV GUVINXOV %Ol TOV VOUOV WLOG.

O Antony Kirk oavtiuetoniler To apepxdvizo AOUTL TOV OTA®Y %ol TN 0e0TEQY TEOTOAOYiO TOV
ApepxovtnoV ZuvTaYUWaTog, TOV EYYVATOL TO dixoioua vo PEQEL %dmolog OTtAa. II6Te éva vouxd Sixoimuwo
emG%LALEL TO duxolouo evog Toudlov vo elvor acParéc 6To 6xoAelo Tov; Tt évag vowog vo oyvoel To
alednuo wag xorweviog Yo xowevixt duxaocOvn? T tov Kirk, ov amoavticelg dev BoicxovTaL GTLG
ToRAA0YES TEOdLOYaPEG Tov ExteAeoTinot Avtimpoédpov Wayne La Pierre tov National Rifle Associa-
tion Yo axduo ueyaAdvtepn medcBacn 6 OmAa, aAAG  G6TN VEGTIGN LGYLEOY X0l EExdVapeY VoUWV wepl
eAEYYOV TV OTADY.

H Yujin Lee mietevel §TL 0 6nuepLvdg x06u0g, xododnyoduevog amd Ty avalitney eEovsiog 6To
ovoua TNG TEOABOV, £xEL XATUGTNGEL TIG {WEG TOV XUVNUEQLYOY aVBQOTOV GVETNEENGTEG OO XOLY@VLXEG
%o TOMTL%EG weTapeLuduicelg. H éMAevdn oyéong Tov deouodeTnuévov xowevizoy cuuBolaiov we Tovg
véuovg xal to N8 we o owoior Lovue, epmailovTor 6opxacTixd 6To éyo Tng we titho «Mighty Up and
Down» xat amwodidovTal exacTind Ue TNV TOQAAOYN ETXELUEVT XATUGTQOPT QO TOV GVTIXTUTO £VvOg
TUEAVAOV Ue aTtoTéEAEGUa £va, xoupo Bdvoto wéeo 68 éva 6aBovo xamvov. ‘Evag xd6uog uetd- Nitoeixnmng
XOTAGTEOPNG 0L TAQAAOYLGUOV DLaTTeQVE Ta, €QY0L TNG.

To épyo tng Mary Ting Aevtovpyel 68 SLdpoeeg 6P aipeg TOV 0QILoVTOL OITTd TN WYAIUTN, TNV OTOAELD,
TNV LGTORLO, %0l TO PUGLAO XOGU0. ZOTLXEG oL TN DOVAELS TNG elvar OL avauvnGelg amd L6Topleq dTwg 0
Bioosudg g Nanking. H Nanking otnv Kiva tov 1 Tomodesio wov éueive yvooT Yoo Tnv yewpoTeQn
Yowwdio xatd tov B’ IMayxdowo II6Aeuwo, éva uoxcderd 6 £8douddwv mwov de€nydn amd tov lamwvixd
Avtoxpatopuxd Xtpotd we amotédesuc TV dohopovia 300.000 moArtev. Toa Bavavco xol GodLGTLX
eyxMuato xaTd TG avdeeTdTNTg, 06TO60 YL0ETALoVTOY 6TNY cumdAieun lawovia. H dovAewd tng Ting,
OO oL ePLdATEG avTNG TNG dMELLSiag, BEIGXETAUL %AITOV €XTOG TOV %QATOVG SLxalOov: GTOLYELWVEL GOV
PAVTOGUOL.

H swoomwoydvda, 1 aAMIOGT TOV TEAYUOTIX®Y TEQLGTATLX®OY %o TNG aADEl0g TEOG ELTNEETNON

ev0g TOMTIX0D GTOXOV, elval To emixevTeo Tng O00vAeldg Tng Ericka Walker. Mécw xputixic weAéTng
LGTOELXOY YOOPLXOV, N %aAMTEXVLG elvar 6e Déon va Beel xaL vo exDécel Tig eLxdVveg %ol TN YAWGGO, TOV
VIOGTNEILEL TN «ENTOELXT] DWEAXLGT TOV GNUEQLYOV XOLY@VLXO-TTOMTLA(OV %0l TOALTIGTLXOV %AIUOTOCY.
To ewxacTind AeELAdyL0 oL YENGLnomolel 1| Walker swpoxadel Tig xANE030TNUEVEG VOGTAAYLXES EVVOLEG TOV
ToeADGVTOG, TOV TOTE dev VITNEEAY, X0 EEVTTNEETEL TIG GNUEELVEG NYEWOVIXEG BuvAuels. Mio avtideon Tov
%0GTOVG dixalov, elvar 0TL M TEOTAYGVSa TEowdeiTar 68 BAEOog TNG %oLvwvLxng dixatocvvng. Ta éoya Téxvng
g Walker au@ioBntovv avti T 6TEEBAOGY] XENGLUOTOLOVTOG WLOL OTTTLXY] %0l AOYOTEXVLAT XOTAGXEVT
OV AITTOTEAELTOL AUTTO Tt (DLOL TOL GTOLYELO TTOV 1| XOAAALTEYVLG OTTOOOUEL.

Ov Biedveic ovuBdcelg yiow TV Todix? epyacio. 0pifovy OTL, TO TOMTLGULXE, OLXOVOWLXd,
TOMTIXG %0l XOLV@VLXG dixou@uote Yo TEETEL Vo TEOGTATEVOVTAL Ao dedvelg cuupovies. Xto dedoo
32 To OLXOLOUOTO TOV TOdLOY TEOGTUTEVOVTOL EVOVTL BAGLX®Y WORPWY EXUETAAAEVGNG GTLG 0TOlEG
TEQLAAUBAVETOL 1 OLXOVOULXT EXUETAAAEVGY VO 6TO QYo 28 mEosTaTEVETUL TO dXai®WUE TOVUG GTNVY
exwaldeven. O ewxactixdg Bayyédng Pivog avamwopletd 6to Loyea@ixd Tov €yo 800 véovg oL omoiol
Qabvetor vo elvor x4t amwd 18 etav- n nMxio Tov 18 opiletar 6T ZOWBAGN g TO 06QL0 TNG WETABAGNG
Tog TNV evnALxiocn. O Pivag ayyiler évo CRTnuo diedvode enuaciog Tov a@oed 6T TaEaBLAGELS %ol TNV
EXUETAAAEVGT TOUSLOY amd To omoio, 85 exOTOUUDELO XOXOTOLOVVTOL GEEOVOALXE, YIVOVTOL QVTIXE(UEVO



EUTTOQLXTG EXUETAALEVGNG, YONGLUOTOLOVVTAL OG GTEATLOTES, T OG AVELDIXEVTOL EQYATES 68 VYPNAODV %LVIVVOV
uop®Eg epyaciog, LVITOXEWTOL 6¢ eMBAABEG Yoo TO GOU X0l PUYLGWO TOVG TOAMTIGUANEG TEAXTIXEG TOV
ePapUOLovTal amd SLapoeTIxég eDVOTNTEG GTIUEQN, OTTOG 1| TOWN TOV YEVINTIX®Y TOUG 00YEAVOY %0l 0 YEUOG
o TV evilxiocyn. EEattiog TV woTiBev 6T0 TAve uépog Tov xauBd, 6e ynua afyod 1 Bélovg, Ta
800 aydolo Tov Piva umwopotv a@evog va 18odovy g véol ov ooior SecuebovTol amd Tig (8Leg Tig eDVInég
TOUG TTaEABOGELG TOV 6TNY TEQITTWGN avTh elvar or EAAnvixée. A@eTépov, 6T0 TAGiGLO TNG éxdecmg VTG,
%ol eETIOG TOV UETOAMXOV SaxXTUAM®Y G6TOV %Q0%0 TAVE amd To %xePAALO TOUG WITOEOVY Vo Yivouvy
AVTIANTTTOl ©G VITOXELUEVOL GVTOVY, ONAAST VIO TNV xVELoEyio Tovg. EmimAéov, o Pivag 6y oAdiel To eldog
TOU TTEQLOQLGUOV TOVG BALOVTOG Wik GELRS aTtd xaTax0QUPES AmEIdeg UETAAAOV VO, DLOTEEXOVY TOV %auBd
agd TO WAV G6TO %XGT® UéQog. H exAeTTLGUEVT OUOEPLE TOV arYoELOYV dNULOVEYEL avTiDecn Ue TNV TEOXLE
VPN TOV GXOVELAGUEVOV UETAAAOV, TOV EVTElVETOL GO TNV OvTiDEsT TOV SNULOVEYEL TO AVOLYTO XEWUd
TV UWOTLOV TOUG EVoVTL TV T0VeY Tov Bdvovg Tng ewxdvag. Ilapd Tnv amwodoyh tng diedvoteg vouodesiog
Ao TLG TEQLGGOTEQESG XWOEG, N ToudLxt| epyacio eEaxolovdel va vPpicTaTtar 6Ty Acia 68 T0606T6 78%, 6TNY
A@ouxhy xatd 21%, oty Aativixi Auepixi xatd 8.8% xar 6t Méon Avatod xatd 8.4%, amwd To 0100
70606T0 59 % aPod 6TIg orypoTLxég Bropnyovies xor 20% dAleg VITNEEGLES.

ITowa elvar M Béon TOV xoAMTEYVOY dTow 1 eEovsia DolouBevel Tépo T@v vouwv; Ioto pdAo umwopel
va. dwadpouaticer N téyvn; Hopduworo fitav 1 wepinTwon 6T NoTioe Kopéa xatd 1 didpxeio Twv wepLddwy
TOV GTEATLOTIXOV XOVEGTOTOG TNG 3NG, 4MG xaw dNG Anuoxpatiog. AVTN TNV AATAGTAGT WVTLUETWITLGE O
Jeongho Jeon. Q¢ 6wovdactig mioe evepyd WEEOG 6TLG POLTNTL%EG DLODNAWGELS XOTH TNG ATOAVTAQYLXTG
xVBépvnemng To 1980 wov 0d1ynGe 6 exatovTadeg %ol exaTOVTAdE DOVATOY 6TO YEQLO TOV GTEOTIOTLXWY.
Ka®dAn tn didexein avtig TNg weLddov, o Jeon dMuLovEYNGE EXOVEG TOV TEAYUNTEVOVTAY GUEGO TO
dMuoxeaTind L3E@dN TOV %kVANUATOG dLoUoQTLEIOG TOYV QOLTNTOY, TO 0TT0l0 0xELBAG NTAY N ouTio YLow TNV
ameAev¥épwon amwd TNy xatawicor. To €pyo Tov TomOVeTeiTOL ©G GLVeldNGN xou NBxN TLEDA, dTav TO
%0ATOG SLXOi0V ATOTVYYAVEL YLOL TOVG TOAITEG TOV.

Kdbde évag amd avTtolg TOUG XAAALTEYVES AGYOAELTOL UE CNTAUOTO XOLWOVLXNG dLxalocVVNG ol
aVBEOTIVEY SLXOLEUATOYV WECH TOV QIATE®V TNG dNUWoVQEYLXNG TOV dLadlxaciog. AVTIIUETOTILoVY adixieg
GTIG XOWOVIEG WOG TOV 0 VOUOG €iTE OUEANGE, EiTE EQYUGTNXE EVEQYE WGTE VO, DLOTNOENGEL £VOL XATEGTNUEVO
%o €TGL VO, TEQLYOQOXMOGEL %0l VO GTEQNGEL Sixanouwate TOAMTWV. H Aoyxfy wog Aéer 0TL Do xepdicovue
BAETOVTOG TLG ATOTVYIEG TOV GUGTAUATOG XOL XCVOVTOG TLG GITAQAITNTEG TEOGAQUOYES. ‘OTav Oumg T
egovciao xedilel, 0 AMdyog yahxeveTar. Méco amd To £0Y0 TOVG, AUTOL OL XOAATEYVEG ETULOLOXOVY Vo EXDEGOVY
%o Vo, GAAGEOVY oUTO TOV 1N AOYLXT] OeV UT0QEEL %0 VO ETOVAPEQOVY TNV X0LWOVLXT OLXooc0VY GE Vol
GUGTNUO, TOV OTTOLTEL GUVEYT %Ol GUVETT TORUX0A0VINGT %ol dLdpDwGT.

Bill Pangburn

Arevdvvig

Tng yrahepl Andrew and Anya Shiva

Tov xoAeyiov Iowwixfg AuxarocVvng John Jay
Tov ITavemeTnuiov tng IIoANg Tng Néag Yopxng

The Tight to equality’ paradox

The earliest record that heralds the right to equality before the law is in Homer’s Iliad .
Over the weapons of war, Odysseus and Ajax await the judgment of heroes for the possession of
dead Achilles arms. However, the mythical conception, necessary for interlinking political thought
with a real event perchance, is not formed in any theoretical study, but at the painter Brygos , on
vessel E69, now in the British Museum. In the course of the archaic in modern political thought,
the trend towards the emergence of human rights of the classical world was connected with peda-
gogy and the arts, replicated in late antiquity; the concept of humanity (humanism) as a mental
schema was based on an interpretation of lawyer Cicero and the importance he attached to Logos
in opposition to dogmas. Its basis, that of an insight of the rhetoric’s art expanded through ethics
and historical studies, was extrapolated to establish a new universal value, able to encompass the
whole range of classical culture.

On returning to the concept of Law, the human “right “ easily supplanted is not the ex-
pression of the crisis but rather the legal transaction of the downtrodden, based on the fact that
the concept of law , constitutes a set of mandatory and constraining rules against which human
uniqueness becomes impotent.In the present status quo, out of the divine intervention, the respec-
tive local right is arbitrated by an obscure “international community” within a web of informa-
tional chaos. With data moving moderately faster than its correlate event, concerning the law, the
laborious part for the legislature and democracy still remains coercion. Moreover, vacillating onto
this delicate balance between individual and mass, Rousseau, according to his contemporaries, was
coerced to get “ barbarized”, proposing a social contract and displace art as a corruption of hu-
man moral status. Since nobody can convince all of society to a deal in a general rule, the need
for an internal agreement was contrived. Rousseau fell into the contradiction, entrapped by Logic
itself, as logic is structured by an axiomatic system impossible to get redefined by its own means.
This inherent “ contradiction of democracy», is located in the loop between citizens, considered
concurrently as arithmetic values and citizens capable of exerting power. The Reliance of law on
the inherent verbal contradictions, evokes the self-restraints of democracy pointed out by Plato,
perceiving the power of oratory and art over all citizens. The Law, inelastic by nature, contrasts
with its own projective image, which may be registered as a plastic, organic form, with its inter-
pretations — the law works merely as an image of a contradiction.

This constitutes the universal strength of democracy over any other political status. As a
condition, it embodies the loop of democracy: by emphasizing on a right, which means democracy
is «rationalized» , the need for law enforcement increases. The law inbounds exactly on the inter-
mediate position between necessity and law, to submit an “ideal image” of society from which art
cannot remain detached...

Toannis Melanitis

Lecturer
Athens School of Fine Arts



To mapdbo&o Tng toovouiog

H apyordteen Ppneodopio wov wpoavayyéAAel To dixalowo 6Ty LGOTOAMTELD YiveTow 6Ty Ounexi
TMdda. TIdve 6ta 6Aa Tov ToAéuov, OBVGGEng oL Alog avOUEVOLY TNV %X0I61 TOV NEGOY YLo, TNV XATOYN
TV OTA®Y TOv VexEoV AytAAéa. Q6T060 N pwudixh GOAMNYT, avoyxaio Yo TNV GUVIEGT TNG TOMTLATG
oxéPNg W €va (660G TEAYUATIXE YeYOVOG, BeV GUVAVTATOL GE XATOL0 De@ENTLXT WEAETT, GAAG 6TOV LYEA(PO
Bovyo, 6to ayyelo E69 mov Boioxetor 6liuepa 6To Bpetavixd Movceio. Xtn mopelo amwd Tnv opyoixf 6Tn
6VYXE0VN TOMTLXT 6%EPT, N TAGT TEOG TNY AVAdVGT TOV AVIQOTIVOY SIXILOUATOY TOV %AAGLX0D %0GUOV
GLVOIEDNKE WE TNV TOUDAYOYLXN %Ol TG TEXVES, YeEYOVHG TOU ovamapdydnxe 6TNY VGTEQEY AQYALOTNTO 1
évvola, Tov avdpomicuot (humanism) og vonTixod Gynuotog BacicTnxe xateEoyv 6TNy counveio, Tov
vowxoV Kixépeva xat 6Tn onuacio wov amédide 6to Adyo évavtt Tov doyudtov. H Bdon Tng, wio avTidndn
TNG ENTOQELXNG TEXVNG dLevELYOUEVT] WEG® TNG NDIXTG %0l TOV LGTOPIXOV UEAETOV, TEOEXTADN%E OGTE VA,
Veuehooer o véo xadohuxn agio, txavi vo wepuhdBer OAo To £00g TNG xAaGLxT|G Taudelag.

o vo emieTEédovue GTNY £VVoLs TOV BLxaiov, TO ovdeOTVO «BLxai@wo» TOV EVXOAITEQN
vIoGxeAICeTaL Bev elvar 1 Expoacn TNG xelong adAd xveleg 1 dixarompagio T@v acVeviécTepwy, 6T Bdon
TOV YEYOVOTOG OTL 1| €VVOoLe TOV SLxalov, GUVIGTE £Vo, GOVOAD VTOYEEDTIXDYV X0 EEAVAYRAGTIXWY XOVOVOV
EVOVTL TOV 0TT0leV 1 avBeoOTLYY WoVAda xadicTatal avicyve. TNy Tapovsa cuvdNxn Tov Lovue, dixwg TN
Veinn TwoéuBacn, TO eXAGTOTE TOMXO dixaiwwo %lveTaL ard wo apavi «dedvi xowwdtntor, uéca 6 éva
dradLxTvoxd ydog edfcewy. Me Ty TANE0POQio Voo xLVElTOL %0Td XATOL0 TEOTO TOYVTEQN 0ITtd TO YEYOVOG
TOV TEOYWOTEVETOL, GTO VOUO %o avTdV, To dVGXOAO0 GNWUeld TOL VOUODETN aANG Xl TNG dNUO%EATIOG
wopouéver N welde. EEGAAOV, TAVve 6 auTh TN AETT 16000070, UETOED aTOMOV %0l GVVOAOV, 0 Povscd
OVOYRAGTNKE XOTE TOVG GLYYEOVOUG TOV Vo «EexB0pBaQLETED TEOTEIVOVTAG £Va, %OLVOVIXO GUUWBOANLO X0l
Vo EXTOTIGEL TNV TEXVY ©¢ dtaddopéa TNg «nBixfg vocTacng» Tov avdpwmov. Kadog xaveig dev wmwopel
vo. TEIGEL OAOXANET TNV XOLVOVIO Y10 ot GVUP@VIO 6 €V YEVIXO xavOve, ETVONBNXE 1 GVAYXT WOG
e6wTEQLATNG GLUPOVIag. O Povecd viémese 6TNY ovTi@act wov £6TNoe M (Do | Aoyix, Sownuévn i avTi 6
évo GUGTNUO AELOUAT®Y TO 0TT0l0 dev uropel va, eovaxadoplotel €€ iy wécov. IlpdxerTor Yoo wow eYYevn
«avTipocr» 6TY Onuoxpatio, TOV EVTOTILETOL 6TO BpOY0 UETOED TOMTOV, De@EOVUEVOY TOVTOYEOV®G
0G oEWUNTIXOV HOVEASOY %0l TOMTOV 1Xovey va, acxovy ggoveia. e§dpTnor emiong Tov vOUov amwd Tig
eyyeveig AexTixéq avTipacelg, SuUilel TOVG AVTOTEQLOQLGUOVS TNG dNuoxpatiog wov ewesnuove o ITAGTOV,
RATOVOOVTAG TNV LYV TOU AOYOU %Ol TNG TEXVNG TAV® GTO GUVOAO TV TOMT®OV. O vOUoG, oveAAGTL%AG
ex QU6EWS, AVTLTOQOBAAAETAL UE TNV TEOBOALXT TOV &1x0Va, 1 OTOlok WIT0EEL VO EYYOOPETOL GOV UL
TAAGTLXY], 0QYOAVLXT WOQPT, We EQUNVEIEG— 0 VOUOG AELTOVQYEL UOVOY O ELXOVA LG OVTIPUGTS.

Avth elvor xow M xaDoMxf ox0g TG dnuoxeaTiog £vavTL 0TOLAGONTOTE GAANG TOALTLXNG
%xatdeTacns. H cuvdixn avtl] cuyxeotel To Beoyo Tng dnuoxpatiog: 660 divetal éudact 6 évo dixaioua,
OmAadf «exhoyixevetaw» N dnuoxpeatio, N avdyxn Yoo TNV ETBOAN Tov vouov avdvetal. O vouog
VIELGEQYETOL AXQLBOG 6TNY eVBLAUEST DEGT UETOED ovdyxng %o SLxaiov, yio Vo VITOBAAAEL wio, «Ldowixm
exdvor TG xoweviog 6Ty omoia 1 TEVN dev WTOEEL vor Wével aUETOYN...

lodvvng Mehavitng
Aéxtopag AXKT

Invisible Men and Women: Art and Alternatives to the Rule of Law

As Thalia Vrachopoulos has shown in her essay in this volume, the rule of law can be a
powerful tool for justice. Racial equality in the United States would be far less advanced if not for
the 14th Amendment and its associated statutes, regulations, and court cases. And yet, the steady,
ponderous, still-unfurling spread of equal protection laws shows that one of the greatest strengths
of the rule of law can be one of its greatest weaknesses. The slow pace of change in the law means
that countries ruled by it can avoid demagogy and tyranny; however, the law and its institutions
are often tragically slow to respond to urgent social problems of the type investigated by the artists
in this exhibit.

Bill Pangburn’s piece “Water Wars” directly points out this type of failure in the rule of law.
The American laws that regulate the use of water as a resource were derived from 18th century
English common law models. Thus, their attempts to divide water rights equitably between various
potential users, such as the communities along the course of a river, are based on a conception of
pre-industrial life that has little to do with the reality of contemporary water use in areas such as
the arid American Southwest, whose population and thus demand for water has exploded in ways
unimaginable prior to the mid-20th century. The contrast between the rigid repeated text and the
sinuous imagery in Pangburn’s work hints at the tension between outdated water laws and chang-
ing social reality of the Southwest — tension that continues to lead to endless lawsuits and uncon-
trolled environmental damage in the absence of relevant law.

Frank Gimpaya’s photograph, taken in the Lincoln Hospital Detox Acupuncture Research
Unit in the Bronx, New York, 1979, shows another part of the history of the problems caused when
the law is slow to react to social problems and changes. Lincoln Hospital, the local public hospital
of the Bronx, came to have a drug-detoxification center only because of concerted demonstrations
by community members frustrated addicted people were dying during months-long waits for slots
in treatment programs. Community voices were heard not only in the founding of the Lincoln
Hospital Detox Unit but also in its unorthodox administration, which included volunteer security
provided by radical, anti-authoritarian groups such as the Young Lords and the Black Panthers, and
in its offering of acupuncture treatments to those who were reluctant to fight their addictions with
addictive drugs such as methadone. Of course, a program so opposed to the usual bureaucracy of a
publically-funded, and thus legislature-controlled, hospital was intensely controversial. Gimpaya’s
image, whose composition recalls masterworks such as Andrea Mantagna’s “Lamentation over the
Dead Christ,” shows the result of this official disapproval of the program, which resulted in its evic-
tion from Lincoln Hospital and relocation in a dilapidated building with no heat in late 1978.

The history of the Lincoln Hospital Detox Unit is exemplary of an issue further explored
by several of the artists in the exhibition: the invisibility of certain people or classes of people to
the social and legal institutions that should be providing them with justice and support. Thus, Lucy
Fradkin’s work has long featured images of figures in domestic settings whose quiet yet insistent
presence leads the viewer to contemplate issues of gender and race. Her style, reminiscent of folk
art, miniatures, and hand-painted signage, reinforces the message that standardized, universal
laws often fail to address the unique, personal, eccentric details of everyday lives. Similarly, Mar-
cus Benavides draws attention to those, like the homeless, whose problems often escape official
notice. His “Modern Saints Series” is composed of woodcuts that, in his words, “set out to create a
group of contemporary saints” by depicting “figures that are seemingly unworthy of attention, let
alone admiration.” Again, the choice of medium is important; woodcut images of saints have an
important place in the history of popular art. Often, they were the only images present in European
peasant homes from the Renaissance through the 18th century. Benavides’ work suggests a way
for contemporary artists to recapture a popular audience, turning its eyes towards the earth rather
than the heavens.

In Cyriaco Lopes’ contribution, “Golden Dawn,” the invisible remain invisible. The work,
an image of a (literally) defaced section of the Parthenon frieze, bears the scrawled text “after the
immigrants you are next.” Lopes does not picture the immigrants who have fallen victim to recent
spasms of violence initiated by the far-right Greek political group known as Golden Dawn. Instead,
he draws the viewer’s attention with a familiar image from the canon of art history, making us
examine why the damage done to a piece of marble is so much more well-known than the damage
done to dispossessed human beings.

Another group of artists in the exhibition propose alternatives to the current rule of law,
offering institutions, practices, and tools that might better serve those who are invisible to the rule
of law or whose modern problems have far out-paced its slow-moving processes. Hye-Seung Jung,
in her project “City of Wishes,” collects and records the wishes of the people she encounters. Her



work, which allows for creative, individual expression, subtly criticizes official means of collecting
information about the lives and desires of populations, such as the popular ballot, where the choice
is limited to yes or no decisions on pre-formulated options and where access is increasingly being
threatened by voter identification statutes and other measures that restrict voting rights. Jung’s
project proposes and alternative means for ascertaining and recording the differences between
what we have and what we want. In a similar fashion, Joan Giordano’s piece, a merging of paint-
ing and sculpture that manipulates newsprint among other objects, also points to the failures of
traditional institutions such as the print media to draw sufficient attention to key social issues.

While Jung’s work proposes that the dispossessed are not being heard, Inmi Lee’s project
“Mother” questions whether language itself is at the root of familial, economic, and social struggle.
The sculptures in Lee’s series are generated by software that translates the hand gestures made by
participants seeking to interpret words in a language unknown to them into visual tangible form.
The work thus relates to one of the fundamental problems of the rule of law; namely, that a person
seeking justice is far more likely to obtain it if they can use the language of the ruling govern-
ment in a fluent, educated, persuasive manner - if they are making an appeal as an Ivy League-
educated attorney rather than an inmate, haltingly writing in pencil in a second language. Lee’s
work points out the flaws in our system by proposing a utopian ideal of fluid, universal language.

One strand of inquiry shared by several of the exhibition’s artists who are interested in
alternatives to the institutions currently underpinning the rule of law is a questioning of the prac-
tices of mapping. It has been increasingly realized that cartography, far from a neutral science,
is a practice that hides as well as reveals, that diverts attention from certain areas of space and
population while drawing attention to others. While the rule of law uses maps to impose structure
on society, for example by means of election districts or the creation of different laws for differ-
ent states or communities, Ibrahim Miranda, Arthur Simms, and Milena Popov have charted their
own cartography in order to reveal different realities. The works of Miranda and Simms contain
maps, some explicit and some evocative, that trace their nomadic, multi-cultural lives and demon-
strate that official maps that starkly separate countries into different areas on a page, with thick
boundary lines, do not adequately capture the reality of lived experience, where the histories and
memories of other times and places influence our perceptions of the geographies through which
we pass. Popov’s work, “Metamorphosis,” rather than creating maps, stages and images the spaces
that are not found on such maps. She shows the forgotten corners and crevices of urban space that
demonstrate lack, in which, in her words, people compensate for the “lack of love, friendship and
honest human relations” by the accumulation of things - things that fail, routinely, banally, and
tragically, to metamorphosize into the emotional support their collectors desire.

I have argued that some of the artists in the exhibition point out failures in the workings
of the current rule of law, and others propose alternate institutions to supplement or replace this
flawed rule. But what is the path between the present and a better future? Roberto Visani’s contribu-
tion, “12 + 1 Foreign Currency,” speaks to this dilemma. His figures stand in an ambiguous relation
to one another and to us; they can be read as communing together during the process of reaching
peaceful consensus or as massing in preparation for a violent act. Their broad shoulders and thick
limbs indicate strength while their size and the fragile materials of which they are constructed
— cardboard and glue - indicate fragility and impermanence. Visani’s work fits perfectly into our
times, when the identity of revolutionaries and the means they use to achieve revolution are mas-
sively changing, from Pussy Riot to Twitter to the collaborative decision-making of the Occupy
movements.

Above all, the artists in the exhibition demonstrate that art can be a powerful force for
justice in many ways, including by pushing for change in the rule of law. Artists, thankfully, are
more nimble than law-makers. May they long continue to use their sensitivity, individualist per-
spectives, and creativity to challenge and improve the rule of law.

Erin Thompson, Ph.D.
Assistant Professor
Department of Art and Music,

John Jay College of Criminal Justice
City University of New York

Adpator Avdpeg xou I'vvaixes: Téyvn xow Evaidaxtixés Avces ya éva Kodtog Auxoiov

‘Onwg xar n Thalia Vrachopoulos wapovsiosce 6To wopdv doxiutd Tng, To Kedtog Auxaiov umwopel
va elval éva 1oxveod epyareio Yo TV dixowocvvn. H @uietini weétnTa 6T Hveouéveg ToAiteleg Da fTowy
TOAD AydTepo moeonywévn av dev vrioye M 14n TeomwoAoyio xor 1 GyeTix? vopodesio, oL xavoviGuol xoi
ot duxactixég vrodécels. Ki ouwg, 1 otadept, dvexivntn xow cuveyne evpelon dtddoon T@v vOuwy Yo (61
TeoGTAGla, delyvel OTL wiok ad Tig UEYOAVTEQREG DVVAUELG TOV %QATOVG BLXaiov UToEEL vor elval %ot wiot ad
TG ueYaAOTEQEG advvauieg Tov. O apYdg evdUog aAdayis Tng vowodesiog onuaiver dTL To xpdTn dixaiov
wIroEovY vo aroPvYovy TN dnuayeyio xol Ty Tveovvin. Qetd60, N vouodesio xor ov Becuol TG GLVYV
aQYOVV TEOYLXE VO, AVTATOXELBOVY Ge ETELYOVTO %OLVOVLXE TEOBANUATO GOV GVTH TOV TEOGEYYILOVTUL 0TTd
TOUG XOAMTEYVES ALTNG TNG Exdeomc.

To épyo Téyvng tov Bill Pangburn «Water Wars» emionuaiver evdéng avti Ty awoTuyio. Tov
Kodtovg Awxaiov. Ov apepuxovizol vopor wov puduifovy Tn oMM Tov VEEOD @G TOEOV TEOLEYOVTOL 0Tt
Boetavind wovTéAn Tov edxoV dixaiov Tov 180v avwva. ETol, 1 Tposmwddeio va, SLoyweicovy To. SLxoLwUwoTo:
VEQOV LGOUEQOS AVAUEGD GE DLAPOEOVG FVVNTLXOVG YENGTES, OTTOG OL XOLVOTNTEG XATE W|%0G evOg TOTAUOD,
BacicTnxay 6Ty avtiAndpn Tng TEOBLounovLxNg LoNG, GGYETN WE TNV GUYYEOVN TEOYUOTIXOTNTO TNG
%ONONG TOV VEEOV 6¢ TEPLOYEG OTTwe 1 dvvdpn N.A. weproyf Tng Auepxg, Tng omoiag 0 TANBVGUOG X0 XATE
cuvémela 1| LNTNen vepov €xel avEndel, adiavomto mewy Ta pwéca Tov 200V aova. H avtidesn avdueso 6To
AVGTNEO ETAVAALUBOVOUEVO XELUEVO %0l TNV EALXOELDT eLxovoypadio 6Ta épya Tov Pangburn vwowvicoeTon
TNV EVTOGT AVAUEGD GE OITTORY LG UEVOVG VOUOVG GYETLAE WE TO VEED %o TNV aAAOYT] TNG x01vwviag Tng N.A.
TeELOY G- EVTAGT TOV GLVEYILEL Vo 0dMYEl 68 YOYEG xow AVEEEAEYXTT LNULG EV TN ATOVGIOL GYETLXOV VOUOYV.

H gotoypadio tov Frank Gimpaya wov teaffhytnxe 6to Lincoln Hospital Detox Acupunc-
ture Research Unit 6to MmpovE, 6t Néa Yépxn, To 1979, Seiyver wio dAAT TAELQEEG TNG LGTOQLOG TGV
TEOBANUATOY TOV TEOXAMNBNxaY OTay 0 VOUOG GEYNGE VO, aVTLOEAGEL GE XOLWOVIXE TEOBANUATO %o
aMayée. To Lincoln Hospital, to Tomxd dnudcio vocoxoueio tov MmwpovE, xatéAnge vo &xer évo %EvTo
ATOTOEIV®GNG VAEXOTIXOYV WOVO AOYD TOV GUVTOVIGUEVOY SLOONAOGE®Y TOV UEAOV TNG XOLVOTNTOG, TOV
Nty amwoyontevuévor edicuévor dvdonmor, Tov TEDavay xatd TN Sidoxewn TNG TOAOUNYNG avapovig. Ou
Povég TNG %0OTNTAG dev axoveTnxay WOVo xatd TNV 8pven Tov Lincoln Hospital Detox Unit, aAAd
%ol xoTd TV 0voed000EN Suayelplen Tov, 1 omoio weQLeAdUBave eDEAOVTLXY] AGPAAELD TOV TOEXITOY 0TTd
0LL06TAGTIXEG, aVTLEEOVGLOGTIXEG OUadEG, OTwG N oudda «Young Lords» xat ov «Black Panthers», aAAd xow
%X0T6 TNV TEOGPOQEU Vepamel®y BeAOVIGUOV 68 aLTOVG TOV NTaw areddvuol vo aroToEvodovy we eBeTind
papuoxa 0Teg N uedaddvn. H exdva Tov Gimpaya, Tng omwoiog 1 60vdecn vwevduwiler apLGTOVEYNUATO
6wwg Tov Andrea Mantegna «®pfvog wadve awd Tov Nexpd XpioTo» delyvel TO amwoTéAeGU GVTAG TNG
emiGNUNG 0TT0doXLUaGIaG TOV TEOYEAUWNTOG, TOV %0TEANEE 6TNY £EwoM Tov amd To Lincoln Hospital xot
TN UETAPOQE TOV GE EVOL TAQATNUEVO XTIELO X0l Déouaven 6To Téhog Tov 1978.

H woTopiar tov Lincoln Hospital Detox Unit elvar yopoaxtneloTixd mapdderywo yio £va Séuo mwov
dLepevVaTaL TEQOLTEQ® OO CEAETOVG XAAMTEXVEG 6e VTN TNV €xVeon: To 0TL BplcxovTal 6TNY aPAveLn
ueELxol GvdpwoL | TAEELS aVBEOTWY ATEVAVTL GE X0LVOVIX0VS %L VOULxovg decuots, wov Yo émpeme va,
TOVG TOREYOVY BLxoocVVT %ot VITOGTNELEN. 'ETol, To €pyo Tng Lucy Fradkin e8¢ xow xawpd yapaxTneileTon
agd eLxdveg PLyoveey WEca e oLxLaxd TeQLBAANOVTA TV 0ToleY 1 ovyN GAAG eTiwovy TaEovGio, 081 Yel
Tov Veati) vo GVAAOYLGTEL Béuata PUAOL xat GUATG. To Vpog TNng wov Dvwiler AaixT TELVN, UVLATOVEES %0
YELEOTTOINTT GMUAVGT], EVIGYVEL TO WIVLUL, OTL TOYXOGULOL VOUOL GUYVE OTTOTVYYAVOVY VO GVTIUETOTIGOVY
TG UOVaOLXES, TEOGOTLXEG AETTOUEQELEG TNG xadnuepwig Lwfig. Ouoiwg xal 0 Marcus Benavides epietd
TNV TEOGOYT G EXE(VOUG, 0TS OL AGTEYOL, TO, TEOBAAUATO TOV 0TOIOY GLYVE JOPEVYOVY TNG ETIGNUNG
avtidndng. To épyo Tov «Modern Saints Series» amoteleitor amwd EVAoYPAPieg TOV GVUPLVA UE TO AOYLOL
TOV «ETOLOXEL VO dNULOVEYNGEL Wik oudda amd 6UYYE0VOVG arylovg» amelxovi{ovTag «PLyovpeg Tov eiva
Qowvouevind avdgleg TEOGOYNG, TOG0 WAAAOY Bavuacuov». Emiong, N Aoy TOU WEGOV Elvol GMUOVTLXT:
Ov ewxdveg TV ayliov tng Evhoyeadiog éovy wio enuovtixl ¥éon 6Tny eToplo Tng Aaixfg Téxvne. H
dovAeld tov Benavides wpoTelvel évoy TEOTO GTOVG GUYYEOVOVS XOAAMTENVEG VO AVOXTAGOVY €vo, Aaixd
%00, GTEEPOVTOG T1 WOTLE TOVG TEQLGGOTEQO TEOG TN Y1 TG TEOG TOVUG 0VEOVOVG.

Xt cupBoAn Tov Cyriaco Lopes «Xpuot Avyf», To adpato Topauével adpato. To £pyo, wia exdva
(#VQELOAEXTIXG) EVOG TAQAUORPOUEVOV TUNUOTOS TNG {o@opov Tov Ilapdevava, @éper To %xax0YQAUUEVO
XELUEVO «UETH TOVG UETOVAGTES €iGTe OL emduevor». O Lopes 3ev ametxovilel TOUG UETAVAGTEG TOV ETEGHLY
PouaTo TEOV TEOGHPATOV %E0VGUATOV Blag Tov Eexivnoe amd To 6.%p0d8eELd eAAMQVLAO XOUUd, YVOGTO ©F
Xovofy Avyfl. AvT avTtov, Teafd TNV TEoGoyT ue wio owxelo exova, %0VOVTAG Wog Vo eEeTdcovme YTl M
fnuid mov €yel Yiver 6To uapudewvo tufiue tov Iapdevova eivor T660 TOAD TEQLGGOTEQO YVOGTH aTd TN
fnutd TG 6TEENGTNS TOV aVBEOTIVEOY SLXaOUATOY.

Mio GAAT owddo %GAMTEXVOY 6TNY €xDecT QUTH TEOTELVEL EVOAMUXTIXEG AVGELG TEOGPEQROVTAG
Veouove, TEOXTLXEG 0L EQYUAEID TOV UITOQEL VO, VITNEETNGOVY %0AVTEQC, AVTOVG TOV Elvol adEATOL ATTd TO
Kodtog Axatov 1| 660V To, wovtépva TeoBAuata éxovy xatd ToAD Eemepdcel Tig BpaduxivnTeg duadixascieg
tov. H Hye- Seung Jung, 6to épyo tng «City of Wishes» vyxevTpover xow xatoypa@el Tig evyég TV



aVBEOTOV TOV 6VVAVTA. To £0Y0 TNG ETLTEETEL TN SNULOVQEYLAT] ATOULXT EXPEAGT, EVPVWOG ETLXEIVEL ETIGTUOL
ué€eo GLAAOYNG TANQEOPOELWY GYETIXG UE TIG LwE ol TIG eTLBVUIEG TOV TANTUGU®Y, 0TTwG elval 1 SNUOPLATG
Pnpopopia, 0OV 1N ETAOYT TEQLOPILETAL GE €var «val» 1| €va «Oyl» Wog aTOPocng Ue TEO-OLUTUTOUEVES
emAOYEG %o 6OV N TEOGB0GN OO %o TEQLGGOTEQO GTTELAELTOL GTTO TO XUTAGTATIXG 1| TNV TAVTOTOINGN
TV PNPoPOev xot dAAo, wETEo oV TEQLoEILovy Ta. dixarouata Pigov. To €pyo Tng Jung meoTeivel
%ol EVOANAXTLXG WEGH YLOL TN OLOTIGT®GY] %Ol XATOAYQOPT TOV dLapoe®y UeTaED €xewv xor Yélewy. Katd
ToE0UoL0 TEOTo, To €Yo TN Joan Giordano, pwo GUYXOVELGT (OYEOAPLXAG X0L YAVTTIXNG TOL yELpiGeToL
dNUoGLoYEaPLXO YoQTE WETAED GAADY OVTIXELUEVOY, ETLGNUAIVEL TIG ATOTVYIEG T@V Ta.QAdOGLOXWY DecUV
O6TG elvar 0 EVTVITOG TVUTOG YLOL VO ETLGTAGOVY T dEOVGA TEOGOYT G BuGLxd xoLwevixd YéuaTa.

Kv eve To €py0o g Jung vmwootneiler 0TL oL 6TEQNUEVOL DeV ELGaX0VYOVTOL, TO QYo Tng Inmi
Lee «Mother» diepetdtor xoatd wé6ov 1 B 1 YAOGGa elvar 1 Lo TNG OLXOYEVELOXTG, OLXOVOULKNG X0l
xowevixig wédAng. H cepd Tov yAwntov Tng Lee wwapdyovtal amwd €va AOYLGULXE TOU UETOPEALEL Tig
KELEOVOWIEG TTOV YIVOVTOL OTTO GUUUETELOVTEG, TOV ETUDLOXROVY VO, EQUNVEVGOVY AEEELS GE Uik dYVOGTT YLl
aVTOVG YAOGGH, GE (ot 0TTTLXE T woedh. To épyo we Tov TEOTO avT Gy eTileTor we €va, amd Ta To BoGLxd
meoBAuato Tov Kodtovg Awxaiov. AnAad, 0Tt éva dTouo Tov amolnTd dixatoc0VN (6OG TNV OTOXTIGEL,
OV UITOQEL VO YENOLUOTOLGEL T1 YA®GGO, TNG xvEloEyNg *VBEEVNGNG Ue £vay e0YAWTTO, WORPWUEVO X0l
TELGTLAO TEOTO - TORd O EVvog EYXAELGTOG TOV YRAPEL LGTaxXTIXE e WOAVBL e wion devTepn YAWGGa. To épyo
16 Lee emionuaiver To EAAITTOUATO TOV GUGTNUATOG UOLG TEOTEIVOVTAG £Vl OVTOTLXO LOE@IEG ULOG PEVGTTG
TOAYROGULOG YTADGGOG.

‘Evtovog eivar xar 0 TEOBAMUATIGUOG GYETIXE WE TG TEOXTLXEG TNG XAQTOYEAPNGNG. OAO o
TEQLGGOTEQO GUVELSNTOTOLEL XATOLOG OTL 1 YoTOYEAPI0, OTTEXEL TOAD aTtd wioe 0VdETEQT ETGTAUY, Elvor
uior TweoxTLxY WOV %VBEL GAAG %ol TOVTOHYEOVO GTOXAAVTTEL, EXTEETEL TNV TEOGOYT GO GUYAEXQLUEVEG
TEQLOYEG TOV WEOV %0 TOV TANBUGUOD EV® EPLGTE TNV TEOGOYT 6¢ %dmoleg dAAeg. MolovoTt To Kodtog
Avxatov yonolpomorel xdETeg Yiow VO ETLBAAAEL SOWT] GTNY %(0LV@Vin, Yo TOQASELYUO UECH TOV EXAOYLXWV
TEQLPEQELDY 1| TNG FNULOVEYIOG SLAPOEETIXOY VOUDY VLo, LOPOQEETLXES TOATELEG T x0LVOTNTEG, 0 Ibrahim Mi-
randa, o Arthur Simms xat | Milena Popov éxoavov T 81x7 TOUG TEOGOILXT| (AETOYEAPNGT TEOXELUEVOV
Vo, aoxoAVPoVY SLapoeTinés meayuwaTixdtnTee. Ta épyor Tov Miranda xow Tov Simms wegAauddvouvy
XAQTEG, XATOLOVG GOPELS %o XATOLOVG VITOBANTLX0VE TOV LYVOYEUPOVY TG VOUODL®EG, TOAMITOALTIGULXES
{wég Toug %ol %ATASELXVYVOUY OTL OL ETIGNUOL XGOTEG, TOV Y®EILOVY ENTE X MOEEG GE SLOPOEETIXEG TEQLOYES
TN (8Lo 6EMBa (e TaxLEG YOUUUEG GVVOEOY, BEV XAADTTOVY ETOQRXMG TNV TEAYUATIXOTNTO TNG {OVTOVNG
eutelplog, OOV OL LGTOQELEG X0 Ol UWVAEG GAA®Y ETOYGY X0l TOT@V ETNEEALOVY TG GVTIANPELS UOG YLOL
TG Ye@YuPLxég TEQLoyES wov dracyitovue. To épyo Tng Popov «Metamorphosis» avti yioo Tn dnutoveyia
KOTOV, 6xNVvodeTel xaL ameLx0vilel TOVG X WEOVE OV dev BeioxovTal 6¢ TéETOoLOV ldovg YdTes. Ilapovoidler
TIG EeYOGUEVEG YOVLEG X0l YOEAUADES TOV AGTLXOV YWEOV, TOV delyvouv TNV éAAeV)n Ue TNV OTOL0 GCOUPOVA,
ue o Adyler TG, oL AVBEeTOL aVTIGTAdWILoVY TNV «EAAe)T aydTng, PLAlag xow EAxELVOY ovdoeTivey
OYEGEMY» WEGH TNG GUGGWEEVLOTNG TEOYWITWV- TEAYUOTO TOV OIETUNOY, TETOLUUEVO %X0L TEOYLXD VO
UETAUOEP@BOVY 68 GUVALGDNUATLXT GTNELEN GVUP@VO Ue TNV emBumion TOV GUAAEXTN TOVG.

‘Exw vwootnei&er 0Tt ueprxol xaAMTEYVEG 6TNY ExBeon eMONUALVYOVY aToTLYiEg 6T AeLTovQYia
ToV VIAEY0VTOG KpdTovg Atxaiov xal GAAOL TOV TEOTEIVOVY EVOAAAATIXOVG DEGUOVS YLOL VO GLUTANEOGOVY
N Vo, OVTLAOTAGTNGOVY oUTO TOV EGPAAUEVO xovdva. AAAG TOLO ElvOL TO UWOVOTATL OVEUEGO GTO TOQOV
%o 6¢ éva xaA0Tepo wEALoV; To £pyo Tov Roberto Visani «12+1 Foreign Currency» wiAé Yo avTd TO
diAnuua. Ov pryovpeg TOV UEVOUY Ge wic BLPoEovUEYN GYEGT TNG WOG TEOG TNV GAANY GAAG 0L TEOG EUAG:
Mmopovv va, SLaBacTovy 0Tl emxorveVoLY wall xatd TN Sidoxeln wog Sadixaciog eTITEVENG LNVLXTG
GLYIVEGNG T OTL GLYXEVTEOVOVTOL YLo. TNV TEoeToLnaGio wag Blotng medgng. Ov papdeic wuor Toug ot
To, LOVTEG Axo delyvovv dVvaun, eveo To uéyedog Tovg %ol To evdpaveTa VAMXE amd To omoio £xouv
XOTOGREVOGTEL- K0ETOVL %0l %0AAG- x0TadELXVOOVY EVTPOVGTOTNTO xou TOEOSLxOTNTa. To épyo Tov Visani
TOLELALEL ATOAVTO GTIG WEQES WO, OTAY 1 TOVTOTNTO TV ETAVAGTOTWY X0 TO WEGO, TOV YETGLUOTOLOVY
Yo VO, %GVOVY ETAVAGTAGT €X0VV wollxd aAAGEel, amd To cuyxeoTnue Pussy Riot 6to Twitter ue
GVALNOYLXN AP ATOPAGERY TOV %LvTuaTog Occupy.

Ilave am’ 6Aa, ov xaAMTEYVEG TNG €xDEGNG amwodelxvOouy OTL 1 TEYVN WITOQEl Vo elvar LGYVET
dvvaun yo TRV aovout dLxotocvvng we TOAAOVG TEOTOVG, GLUTEQLAAUBAVOUEVNG TNG TGN YLoL GAAXYT]
Tov Koedtovg Awxaiov. Ouv xadALTéYveg, evTUYOG, Elvor TEPLGGOTEQO evxivnToL amd Tovg vowodéteg. ‘Eide,
VO GUVEYIGOUY VO YENGLUOTOLOVY YL0, xaEd TNV evaLednGion Tovg, TNV GTOWXT TOVG Amopm %ol TN
dNULOVEYLXOTNTA TOVG, VL0, VO, TROXUAEGOVY %0 Va. BeATIOGoVY To Kodtog Avxaiov.

Erin Thompson, Ph.D.
Assistant Professor
Department of Art and Music

John Jay College of Criminal Justice
City University of New York

The Arts and the Right to Have Rights

Any exhibition concerning the issue of human rights that guarantees their just applica-
tion, sounds almost dated these days. The reason for this is not that the problems have been re-
solved, especially in a Greece of economic crisis, where even basic rights can no longer be taken
for granted. Since the problem has not been resolved, could it be that it is the way that the issue is
verbally put that makes it sound antiquated? And what about its artistic manifestations? I wonder,
do the works re-examine the significance of this abandonment?

In any event, the first question I would attempt to answer, would relate to the reasons that
made such an essential issue secondary in our priorities. In order to do so, it is imperative that the
examination begin in the 1980’s and continue with everything that followed, specifically a style of
apolitical cynicism widely accepted in such relevant phenomena that for quite a few years, were
idealized in analyses and discussions. These phenomena stigmatize almost indelibly, those forms
that had been described as “protest art.” The term “protest” has been broadened considerably by
comparison to its historic meaning and continues to be condemned with bombastic rhetoric. The
truth is that the weakening of the category “protest art” has to a great extent aided the degree to
which this censoring rationale flourished throughout the period under discussion, and not only at
the start of the“Metapoliteusis” period (that is the period after the military dictatorship). And, it was
not just leftist opposition that was systematically served by this (political) rhetoric which flourished,
but also the very same leaders essentially resorted and still resort, to self-denunciation. But who
cares about such contradictions, if the words are warm and caress the ears?

In the face of this phenomenon, I can justify my perception of Greek contemporary art’s
mission as having fallen into the murky waters of an apolitical imagery. One that can often be
called dense or incapable of demanding awareness of social issues but functions primarily as the
same old reassuring denunciatory rhetoric of the rulers. This means that contemporary art in our
country during all the years encountered as problematic only the aesthetics of this major political
trend but not its arguments, or presuppositions.

In all fairness however, I must admit that there was a problem with the directly political
accusatory stance held by international contemporary art after its heyday at the end of the 60s
and the beginning of 70s. Gradually, after May of 1968 and the Vietnam war, critical art review
became more and more subjective until it became institutionalized. The objectives now require
transparency in the infrastructures of art in general, including those of museums and galleries.
The demands now are to expose methods of artistic value, to create norms, to cause full disclosure
between patrons and their interests, and to exclude any kind of snobbish aesthetic evaluation. On
this point the entire world seems to be limited by the boundaries of the art world. To put it another
way, to have become solipsistic. The few artists of international caliber who remain conscripts at
the forefront of civil protest, had difficulty (largely because of institutional exclusion) answering
questions about what issues they could address at the salons of the mega collectors.

In this regard, an exhibition that emphasizes, especially now, the way that critical political
issues are treated in Greece and abroad, should hold for us, additional interest. What are its’ strate-
gies? Has the crisis prepared us to understand them better? Where are the indicators pointing and
what measures do they show?

With just a quick glance, at the works in the exhibition one can distinguish that recent
history is a field of numerous possibilities for many artists. The Interwar Period, the Second World
War, the Civil War are the focal points towards which the artistic intent and discussion are di-
rected. Obviously, facts should not be understood as fossilized objects of narration, but rather as
the starting point of the present reflection. This relationship between past and present is echoed in
the periods during which artists struggle to grasp and come to terms with their surroundings. For
obvious reasons, the Interwar Period and Fascism have intensely preoccupied Greek society in the
last four years. In Marks of Identity (2013) Yiannis Grigoriadis draws badges of various organiza-
tions that emerged from the ranks of Fascism, while re-combining them with similar contemporary
groups. The period of Greece’s Fascist Occupation and German history generally, are also being
redefined with renewed interest by these contemporary artists. Eleni Mouzakitis in her diptych pho-
tographs of Ruegen Island both entitled Rift I and Rift II, 2011, portrays a romantic 19th century
retreat. This spot built after the rise of Hitler for the Aryan working class to vacation, was a place
where a colossal compound was situated. By depicting its massive girth, Mouzakiti highlights a
problematic point about how memories of Nazism in Germany are managed not only by the Ger-
mans, but others as well.



Civil strife that polarizes families, ethnic groups as well as religious denominations, also
concerns many artists. Costas Tsolis in a very recent artwork We believe...”, 2014 repaints a banner
hung in Athens just before the December 1944 riots. The successive layers of acrylic paint deprive
the image of the documentary value of the conventional Renaissance window. Public outcry in Eng-
lish, because it is not the native language of Greece, has almost become empty of meaning, like a
slogan, that should heighten our curiosity about the present. Chronologically close, along a similar
vein thematically, is Nina Papaconstantinou’s work 24 hours (2009). 24 Hours is the time spent by
the artist transcribing the written testimony of a political prisoner in Makronissos. By doing so
with white correction pen on the white page, Papaconstantinou creates a relief image on the white
page. Although the testimony is subsumed by its background, what ultimately remains ultimately
is trace which subtly hints at the relation between memory and recall and finally the materiality
of the text.

In his installation Giorgos Papadatos 5 for All, (2014) demonstrates the law set by the
Universal Declaration of Human Rights (1948) mandating an individual’s right to basic housing.
In some capitalist economies the right to housing has been supplanted by development for profit
which leaves larger and larger groups of the population homeless despite the fact of existing hous-
ing units. Danae Stratou in the video Globalising Wall (2012) records signs - a scarified planet,
dividing walls, that at times encompass existing natural borders, like rivers. But most of the time
these guarded borders are simply human constructs supervised by governmental powers. Visually,
their archetypal form is the Watchtower (2013) by Kostas Bassanos that comments on the system
of panoptical supervision and all kinds of forced separations..

Antonia Papatzanaki’s artwork Tele-Vision:Perpetrator or Victim?, (2009-2014), loannis Sav-
vidis’ and Lina Theodorou’s Silver Patrol, 2014 all have as their goal- a demonstration of the culture
of the image. Papatzanaki has manipulated her image in order to critically question the notion
of subjectivity. Papatzanaki distorts the image of an American police victim accused of larceny,
by moving her TV antenna about and photographing the result. Savvidis and Theodorou adopt the
documentary style of a warzone reportage by recording a New Year’s eve in Berlin. By so doing,
these collaborators demonstrate that rather than making a documentary record they are recording
in a documentary style.

Finally, I would like to discuss Christina Mitrentse’s 2013 work from her series Wounded
Books, notably one that depicts a most violent gesture. Under controlled conditions, Mitrentse liter-
ally ‘shoots’ selected books. In this case, she chose one about British Parliamentary history. The bul-
let enters with an almost imperceptible wound which pierces the front while it conspicuously exits
from the back of the book. This performative act articulates Mitrentse’s response to the bombings
of the cultural center at Baghdad in 2010 perhaps thus indicating a wounding of over-reaching
power and a simulation of actual shootings.

In the artworks examined here, the artists mainly touch on the issue of historicity as it
pertains to the concept of “human right”. They record areas of dispute, intervene critically, com-
ment on dominant mechanisms, discuss limiting and monitoring of populations, create symbols out
of historically charged material, and emphasize the manifestation of concepts. At times, they even
utilize weapons, stylistic vocabulary, and appropriate enemy signs in an effort to drain their oppo-
sition’s power. It remains to be seen just how effective their strategies have been. Being skeptical,
about the concept of effectiveness in such issues, I would simply consider this exhibition successful
if it prompted discussion of the issue of human rights on a regular basis.

Kostas Ioannidis

Department of Theory and History of Art
Athens School of Fine Arts

H téyvn xor 10 Sixaiouo 6Tor SixonduoTo

Mo éxdeon YOp® oamd To {NTNUe TOV ovdeeTIveY JixloUdTev xor TV advvauio ePpapoyng
VOU®Y OV To StacParifovy 6Ty TEAEN axovyeTaL 6)ed0V peTEO Gfiwepa. O Adyog Sev elvar Quoixd OTL
To, GYETd InTHpata elvar Awéva ety EAAGSa Tng xpiemng, dov Aoy axdun xal TO dixal@uwo vo €Yelg
xdgolo Suxoneuate dev elval avTovonTo. Av 8ev eivar Mooy 6 xopio TEQITTO6N TO TEOGANUL TiGE
uog, elval wNeg amAd 1 SLuTOTOGT TOU TOV ax0VYETOL TOQOXNUEVT; Ko 1 e1xacTixt Tov meaywdtevot;
Mmopel va avadeifer dooye Eovd tnv Eexacuévn Tov cnuacic; To TEOTO epOTRUN TAVTOG TOL Do
ETLYELEOVGA, VO ATTaVTN6O o a@opovee ToUg AdYOUG TOV XUTEGTNGAY £vo, xEPaAo®deg LNTNUa OeVTEQEVOVY
GTIG TEOTEQUWOTNTEG wag. o owéTpexa xor €Yw 6T dexaeTion Tov 1980 xau 6e 0,TL axoA0VINGE: 6TO VPOG
TOV OTTOALTLXOV XVVIGUOV TTOV VIODETNDN®E EVEELS %O GTA GLVAPT PULVOUEVD TOV €0 %0l XATOLO YEOVLC
680V NBoVLXE drnYoVUaGTE %o avaAVoVUE. ‘OAo VT GTLYUATIGOY GYedOV aveEITNAO EXEIVEG TIG EXPAVGELG
NG TEYVNG TOV xa¥e QOoEd Y0EoxTNEILOVTOY «xoToyYeATIxég». O 8p0¢ «xaTayyeMo» GvolEe TOAD Yo Vo
wepLAaBeL EVTOG TOV TOAAD TEQLGGOTEQD GE GYEGT We GVTE TOL oyxGALale TELY %o Ta 0Tolo avToYENU
XOTADLXALOVTOY %o oxdun %aTadLedlovTol ®¢ ToUTWdNG ENTOQELN.

H oAfdeio elvor 0TL 6Ty amagiocn Tng xatnyoelog «xotoayYeATux» Téxvn Bondnee ce wueydAo
Boduod o xaTayyeATL®dg (TOALTLXOG) AOYOG TOV Gxposce X0 0AN TNV VL6 GLLATNGY TEElodOo %L Ol WOVO GTO
TEOTA YEOVLO TNG UETATOALTEVGTG. Kot 8ev NTay udvo 1 apLeTeE? VTLITOALTEVGT] TOV DN TEVGE GUGTNUATLXG,
6to, Ypavior TNG GLYXREXELUEVTG ENTOELXNG. Ou (dloL oL %VBEEVOVTEG GUYVE TUAVE XATEPEVYOY %0L OXOWUT
XOATOAPEVYOVV €xEL XATAYYEAOVTOG EAVTOVG OVGLOGTLXE. [T010g dUWG VOLALETOL YLl TETOLEG GVTLRPAGELS GV TO,
Adyro elvon Depud %ol Yoidevbovy aVTLE,

Mmpo6Té 6T0 PoLvOUEVO avTl %pive g aToAITOG AoYLxT TN GVVOMXT G EdOV TEOTT TNG GVYYE0VNG TELVYNG
oty EAAGSa Tpog Taw DoAG vepd wiog xaTd BAdog AmroMTIXNG ELX0OVOTANGIOG TOV WIT0QEL GUYVE TVAVE, VO,
ETLAAAOVVTOY TNV EVALGINTOTOINGT VL0 XOWOVLXE LNTAUOTE TANY OU®G AeLTOVEYOVGE WAAAOY Yio, GAOUG
TO (B0 %20DNGUYUGTING UE TNV XOTOUYYEATIXT ENTOELXN TOV xvBeevovtev. Ilov onuaiver 4TL M 60YYE0VNY
TEYVN 6TN (WEO wog OA0, VT T XEOVLO, %VELORYI0G TNG HVEQWATIGTNG xaTaryyeAMag elyxe TEOBANUR wdvo
UE TNV ALGINTIXT T@V POEEDY TNG GTAGNG GUTNAG %L 0L TOGO We TNV AVOTOEXTY ETLYELQNUATOAOYIO TNV
emevdedvuévn we EOMVO TeQIBANUOL.

Two vao ebpan o dixowog BéGoto Do weémer va TapadeyT® Tl TEOBANUN Ue TOV 0voLYTE TOALTIXO 1
evdéwg xaToYYEATING MOYO elye TAYXOGUIOG 1| GOYXEOVN TEXVT UETE Tig 00EEC TOV YVOQLGHY OL GUYXEXQLUEVEG
TEOXTLXEG 6TO TEAN TNG dexaeTiog Tov 1960 xar 6TIg aEyés TNG emduevng. XTodtoxd, dnAadhn uetd Tov Mdn
Tov 1968 xor To Bietvdu, 1 %0LTixh avyui tne Tévng meQLoeileTon OAO %0 TLO TOAD GTO, TOV 0iX0V TNG VLot
vo xaTaANEeL 6TN DecuLxt|] xLTLAt. LTOYX0G TALOV Vo Yivel SLAPavog 6TO %0wd 0 U aviGuds Ticw amd To
UOVGELD 0L TN YXOAEQL: TO TOG XATAGKEVALOVTOL 0L xoAMTEXVIXEG agieg, 0 Kavovag, oL wouxiveg %ol To
GUUPEQOVTE TOVG, 0L OTTOXAELGUOL xade ElBOVG, 1| PEVAXT TNG ATOGTAGLOTOLNUEVTG OWGDNTLATG ATOTIUNGTC.
E8& 0 xd6pog 6Aog TovTiletan we Tov %06uo TG TéYvNG. Ou de Aiyor xaAATéxveg dedvole BeAnvexovg Tov
EUELYOY GTEATEVUEVOL GTLG ETTAAEELG ULOG VOLYTH TOMTIXTG xaTayYeAlog SUGxoALVOVTAY (GE UeYEAo Badud
AOY® %0L TNG DEGULXNG %QLTLXNG) VO ATOVTNGOVY TELGTIXG GTNY £QOTNGY WG TEOG TO 6€ TOLOVS oAVl
aTeLVIVVOVTOL WEGH ATTO TO GAAOVLO, TOV UEYRAOGVUAAEXTOV.

Kdto awd o pog TovTo wa éxdeon wov oxlaypa@el, edixd GNueQEd, TO TOG OVTLUETOTILOVTOL
xotoruo, ToMTLxd Dépato amd xaAATELVEG 6TNY EAAGSH xou exTdg avTNg amoxTd TEd6YeTo evdiapipov.
TToueg elvor ov 6TEATNYLAEG TOV YENGLUOTTOLOVVTAL; Mag €xel xAver 1 %0i61 TLO ETOLUOVE VO TLG AVTIANGDOVWE;
ITpog ta mov axELBeg 6TEE@OVTUL Tow BEA ol Tt €id0Vg aLyuég PEpov;

TN ue wo yofyoen wotid 6ta épya Tng éxdeong Siaxpivelr xavelg 6TL M TEOGHPATN L6TOELOL Elva
éva. TEovowaxd Tedio TeayudTeELoTS YIor TOAAOVG xaAALTEYVES. O wecomdiepog, 0 B’ Tlaryxdouog IoAepoc,
o EugUiiog amotedoVv too enuelo exelvo 6To omoion 1 GLLNTNGN TLXVOVEL. DPUGLAE To YeYOvVOTo. eV
VOOUVTOL GOV GTUTLXE OTOAMBOUATH, OVTLXEIUEVD aPNyNoNG, GAAG TEPLGGOTEQD GOV APETNEIEG GTOYAGUOV
Tov TaEOVTog. H 6yéon avTi TopeAbovTog —TaQOVTOG ATOTUTTOVETOL X0 GTIS TEQLOTOVG TOV 0L XOUAMTEYVEG
avopnAa@ovy. O weGomOAEUOg %0l 1 GVAdUGT TOU QPUGLGUOD GITOGYOANGE X0l OTAGYOAEl évTova, Lo
evvénTovg Adyovg, TNV eAAnvLxl xowvevie To Técoepo TeAcvTaio xeovia. O Twdvvng T'enyoorddng 6To
“Marks of Identity” (2013) oyedialer euBAfuoTo SLa@dpny 0QYOVOGEDY TOV EXXONSTTOVTOL GTLG TAEELG
TOV PAGLGUOV EXE(VO TO YEOVLO, %Ol TO GLEEGTTEL UE T avTicTOL o GUYYe0va. H mepiodog Tng xaToyfg
6ty EMAGSo xoL 1 yeouowixt 16Toplon ev yéver emiong StoBdtovTor Eoavd we avaveauévo evdiapépov. To
poToyeapxd dimtvyo tng EAévng Movloxitn uwe ¥éuo to vnol Ruegen otn BoaAtixd] («Pliywo I» xon
«Plypa II», 2011), epnuntioo Tev Pouavtixov Tov 190 atdvo xal T0Tog 6Tov apécmg UeTd TNV Gvodo
Tov XiTAEQ 6TNY €€OVGLO. GTAVETOL £vol XOAOGGLOLO OLx0BOUNUo YLow Wallnég BLaxoTég aploy EQYUTIX®OV
OLXOYEVELWY avadelxvielL éva TEoBANUoTIZO 6nuelo 6Tn Sayeloien Tng wynhung Tov Naliouot otn Tepuavio
Tov dev a@oed wovo Tovg Tepuavovs. O EugOMog 6TNY Tapov60 %OTAGTOGY TOAOGNG OVOUEVOUEVT,
emiong amacyoiel évtova. O Kootag TeOAng 6e éva oA medc@ato pyo tov («We Believe...”, 2014)
emovaleypo@iler ovapTnUuévo Tovd 6ty Adfive AMyo ey To AcxeuBolovd. O adeTdAANAES ETLGTRMOGELG



0%QVALXOV YOOWNTOG GTEQOVY Tt TNV ELXOVA TNV TeEXUNELOTLXT xodapdTnTo Tov Tapadvpov. H ayoviodng
%X0OVYT 6T OryYMxG GNUEQD BX0VYETAL GYEDOV GOV %EVO VONUOTOG, ETITESO GAOYXOY, XATL TOV PUGLXE Do
TEETEL VO, UOG XAVEL VO 0vaROTNDOVUE Yior TO Tapdy wag. Kovtd yeo0voloyixd, axolovdel 1 uetoypodm
TG ewPuALaxng epsepiog amd TN Niva IamaxeveTovtivov 6to «24 Qeeg» (2009). H uaptveio pog
%xpaTovUeVNG 6T Maxpdvneo uetaypouuévn we Aevxd d10pB0TI0 6TUAG TEOXVTTEL OVAYAVPT TAV® GTO
Aevxd. H poaptvelo ydvetor, wével wdvo xdtt adideato ®wg VIToVLYWOS TNG GYEGNG WYAUNG-AMDNG, TeALxE 1
(Bra n vAxoTNTO Tov %eLpévov. O Twoeyog Iamwaddtog («d Yo ‘Ohovg», 2014) 6TNY eYxaTAGTOGT TOV Diyel
TO %ATOYVEOWEVO artd TNV Ouxovuwevixh Avaxfievgn yio To Avcotouata Tov Avdpamov (1948) duxaiowa 6Tv
xaToLxio. TOUTO 6TIG (OTUTAMGTIXEG OLX0VOWIEG £XEL ATOADITOG GVVIEDElL e TNV LBLOXTNGIOL e ATOTEAEGUT, OL
TEOGPOTEG %QLGELS VO APNYOUY 6GTO 8p0U0 OAO xaL UeYaADTEQEG OUddeg TOV TANDVGUOD eve TaRdAANAC OAO
%0 TEQLGGOTEQOL X OEOL UEvovy ddetot. H Aavdn Ltedtov 6To Bivteo «Globalizing Wall» (2012) xatoypdgpet
onuelo - OVAEG 68 OAOXATE0 TOV TAGVTTY, TelyM TOV YwEILovY, evioTe TEQLBAAAOVY NN VTTAEY0VTO YUGLAS,
6010 .3 TOTAWULEL, TLG TEQLGGOTEQEG OUMG POQEEG TO BOLAL TOV PEOVEOVYV £lVaL ATAMG AVDEOTLVEG ETLVOTGELS.
O yoauuég avTég, To EXEGTOTE OQLOL, ETOTTEVOVTAL GVYNB®G We BLaPoEOVS UNYAVIGUOVG TOV 1| %dVe eEoVGia
KONGLUOTTOLEL. AQYETVTLXT LOEPN YLo TNV TOVOTTLXT TOVG AerTovQyio amoteAel To «IlapatnenTthoro» (2013)
Tov Koota Mrwoacdvouv.

Zta éoyo Tng Avtoviag Ilamatiavaxn («Tele-Visions: @0Tng 1 Ovwo», 2009-2014) xot Tev T'idvvn
ZaBBidn-Atvag Ocodwpov ( «Silver Patrol», 2014) 6t0y0¢ YiveTow 0 60YYE0VOG (%aTd BAc1 TNALOTTLXAG)
TOMTIGUOG TNG etxdvag. ESO 1 etxdva xelpayoyeltal TEOXELUEVOD Va, apupLeBnTnYel xo1Tixd N auepoAnpic
e H IHamatlovdxn waeauopdaver TNy exove evog BVUNTOG TNG GUEQLXOVLXNG AGTUVOWULOG TOV &lye
xaTNY0ENVEL YLoo XAOTTT|, UETOXLYOVTOG TNV %EQOL0L TOV déxTN TNG 0L XATOTLY POTOYROPILeL TNV eLxdvo
wov wEoxVTTEL. O LaBBidNg-0codmpov vVodeToVY TO TexUnELOTIXE VPOG TOV EETOQTAL 0Tl eUTOAEWUES
{oveg XoTAYEAPOVTOS GTNY TEOYUWOTIXOTNTO WL TTOQOUOVT] TEOTOYXEOVLAS 6TO Bepodivo. Amodeixviovy
OTL aVTL VoL WAGUE Y100 TEXUNEL@TLXT xaTaryeadh o axeLBéc Yo Ntav vo xdvovue AOYO Yio xOTOYQOPT We
TEXUNOLOTLAO GTUA.

KAelve To enueioua ovtd we wo avapopd 6To €Yo Tng XeteTivag M teevtoe. Eival éva €pyo Tov
2013 amwd T 6elpd TOV «ToovuaTicuévey BiBAiov». MeTagd Tov £Ywv Tov eméAeEn Vo 6)0MAGH TOVTO
TEQLEYEL TNV TALOV Blown yepovouio. Xe eAeyyxoueveg cuviNxeg N xAAMTELVNG TLEOBOAEL eTmAeYUEVa BLBAia.
Ev wooxetpévo éxovue éva BuBAlo Yoo TV 16Toplo TOV aryyAMxov xorvoBovAiov. H cpaipa avoiyer o 6yedov
adLopaTn o 6oy amd xoEPl WITEOGTd %o BYoivel ad T6® TEOXAADVTOG WO EU@Pavi avTf T1 Qopd
wAnyl. Elvar n emitedeotind apdoouévn amdavinoen tng MNTeevtoe 6Tn BowBLoTixt| emwidecr evovtiov Tov
TOMTLGTLX0U %EvTEOv TNG Baryddtn to 2010.

Ito €oyo TOU EEETAGTNXOY OL %OAATE(VEG Biyovv xveiog To LATNUO TNG LGTOELXOTNTAG TNG
évvorag  «ovdamvo  Suxalouo». Katoypdgovy Sia@ulovixodueves mweQLoyés, TapewBaivouy  xLTixd
6e  VONUOTOBOTNGELS TOTOV, GYOMALOVY EEOVGLAGTIXOVG WNYOVIGUOVS 0QLODETNGNG xoL  ETLTNENGNG,
XOTOGKEVELOVY GUUBOAD OO LGTOELXE POETIGUEVO VALXO, VITOSELXVOOVY TNV VALXOTNTA aAPNENUEVDY
EVVOLOY, OVTLOEOVY TEALXG YENGLUOTOLOVTOG GUYVA To OTAN, TO VPOG, To GUUBOAO TOVL OVTLTAAOV
eATilovTag GTL £T6L VITOGXATTOVY %ATWG TNV LGYD TOV. Aev Yvweile w060 aroTeAeGuaTinég elvar 1| wwopet
vo agtodeLy DoV o1 TeaxTixég Tovg. H évvola Tov amoTeAecuaTixot elvol e8@ cvinTiiciun, TéTolo weyédn dev
TOGOTLAOTOLOVVTOL. [1p060TIXE TAVTOG Do iwovy Lxoworornuévog xow do Tempovsa 0TL XATL ELOVY TETVYEL
av péea amd Ty éxdecn avTh To {NTNUC TV ovdeeTivev SIXalOUATOY EQYOTHY TAA GTLG xadNUeQLVES
uoG %0VBEVTEG.

Kootag Ioavvidrng

Tufuo Bewplag xar IeToplag Tng Téxvng
AXKT

A Zone of Freedom?: Aesthetics and Polilics of Human Rights in Greek Contemporary Art

“A zone of freedom?” With this question Julian Stallabrass begins his opening discussion
to the first chapter of Contemporary art. A very short introduction (Oxford University Press, 2006)"
and his main argument could be summarized as follows: contemporary artists, if judged against
their artworks, that is against the realm of art practice, seem to be enjoying a privileged position
in society today, having to do with their ability, unquestioned and often taken as a right, to freely
treat, enact and transform matter, life and indeed history, at will, regardless from the rules that
govern society at large and of legal restriction. “Think first of the use contemporary artists make
of human bodies”, Stallabrass writes, giving as examples the following (Stallabrass, 2004,1):

“hair teased into patterns that form Chinese characters, or woven into a rug, or plucked from the
artist’s body to be inserted into a diminutive waxwork rendition of the corpse of the artist’s father;
blood let drip from self-inflicted wounds onto canvas, or made into a self-portrait bust; marks made
on drawings -or over crucifixes— by ejaculating over them; cosmetic surgery undergone as perfor-
mance art; human ears grown into petri dishes.”

“Contemporary art” “seems to exist in a zone of freedom, set apart from the mundane and the
functional character of everyday life, and from its rules and conventions”, he concludes (Stal-
labrass, 2004, 1). Such a rule-breaking attitude, is a key element, in turn, not only of contemporary
artists’ aesthetic and conceptual strategies but also of their rhetoric — being, in effect, an integral

element of their strategies of self-fashioning; whether one takes these to be in synergy or at a
critical distance from the dominant institutions of contemporary art today, namely the contempo-
rary art museum and the art market. Whichever is the case, most of the contemporary art produc-
tion today, or indeed theoretical discussion surrounding it, as Stallabrass also acknowledges, take
place in dialogue (often embedded in the values of) today’s dominant art institutions— the kind of
anti-institutional rhetoric one may detect in it being distinct from that of the early 20th century
“classic” avant-garde arts, which set out to distinguish their place, and the location of art practice,
from the up to that century dominant art institutions. As Brandon Taylor has put it, our experience
of contemporary art today is dependent on dominant curatorial practice, while museum space itself
seems to be the primary meaning-ascribing context for art practice (Taylor, 2005).> As a conse-
quence, contemporary art practice supported by the museum establishment leads ultimately to a
view of art which is to a great extent globalized. Geographical location does not seem to matter so
much anymore given that the new institutions of art commission and have a direct impact on the
production of new art in addition to providing alternative meanings for it (Harris, 2004).

Globalized art is characterized by homogeneity, if art practice is to be compared across
geographic and cultural domains and situated within the zone of influence of the art market, and,
at the same time, by the same kinds of liberties which artists seem to be enjoying today, if only at
the level of artistic practice and choice of subject matter. The art practices which Stallabrass situ-
ates in his pre-described “zone of freedom” seem to overlap with the ‘objects’ which in Taylor’s view
define our current dominant conceptions of what contemporary art is. If Taylor centers his argu-
ment on the museum, Stallabrass considers the art word in relation to the art market. The “willful
obscurity of the artwork”, Taylor writes, “combined with a massive expansion in the infrastructure
of contemporary art”, “may be taken as the defining contradiction that has animated and in some
cases helped to generate much of the art of our time” (Taylor, 2005: 9). The kind of “art objects”
contemporary practices result and become resolved in “bear no resemblance to the art of former
times”, he adds (Taylor, 2005: 9) if judged via their effect on the viewer and the nature of “experi-
ences” they offer and not against their form. On the contrary globalized contemporary art appears
to be ‘formless’, or disinterested in formal values, presenting a clear contrast with modernist art,

' The book could be read as a synopsis of his Art Incorporated published in 2004.

2. For the mediations of the museum and of curatorial practice on our dominant conceptions of art and art practice across the
span of the last two centuries see Kavidon (2013).

3 The example Harris gives concerns the Liverpool Biennial which demonstrates that “institutions and relations are not simply
implicated in the exhibition of art...but such emergent institutions and relations have come to play important roles in commis-
sioning art production as well” (Harris, 2004, 11).

4 For the impact of the art market on contemporary art practice and dominant notions of artistic value in relation to the
theme of globalization see MovAév (2009) and Aoigidn (2009). Loisidi makes the important remark that the kind of freedom
contemporary artists seem to be enjoying might be seen as the effect of a replication going back to the very romantic myth
about artists’ autonomy in relation to society. For the historical context of this notion but also its relevance to contemporary
art see Aacxalodoavdacng (2004).



he writes. The museum space mediates its reception and its meaning seems to be contingent on
the kinds of experience it elicits from the viewer ranging from “puzzlement, disorder, and in some
cases disappointment”(Taylor, 2005: 9). Taylor defines such objects as follows (Taylor, 2005: 9):

“Paintings that are blank or disorganized; sculptures that lie on the floor or fill a room with clut-
ter; performances that seem to direct violence against the body or enact apparently meaningless
communication; films or works in video that are repetitive, ritualized, or focused upon some arcane
obsession of the artist- these are all descriptions that could be applied to works described as “con-
temporary” by those who run our galleries and museums, as well as by artists themselves.*

Most importantly, the new ‘aesthetic’ contemporary art has come to identify with via its association
with the location of the museum competes also for political significance and meaning; the museum
space not only ascribes meaning to art practice in a globalized world, in mediating our reception
of art, but has come to redefine our “civic awareness”, Taylor writes, as, “new museums and galler-
ies for contemporary art have appeared everywhere — to the point where no Western city even of
modest size can boast of its modernity, its civic awareness, without the presence of some gleaming
piece of new architecture in which cutting-edge culture can be explored” (Taylor, 2005: 9). “Civic
awareness”, an awareness of values and rights associated with the location of the city, a political
topos, and once the location for the exercise of one’s right of freedom of speech here connotes the
theatre of contemporary art, the notion itself being re-placed against the location of a dominant
art institution, the New Museum in Taylor’s way of thinking.

The concerns outlined above may work as a guideline for the experiment that follows, an
attempt to contextualize the work of important Greek artists which Thalia Vrachopoulos has put to-
gether with great care and scrutiny in a show which intends to explore connections conceptual and
visual between contemporary art practice, legal documents and the notion of human rights. Rather
than concentrating on the individual narratives the works might afford in their singular specific-
ity, the question I will be asking in my brief contribution to this catalogue is a simple one — but one
which lies at the heart of art historical method, being concerned with the nature of interpretation
in art historical practice. The question I would like to ask in looking at the work of artists diverse
in terms of preoccupations and understandings of legal and ethical aspects of human rights it
embodies is the following one: what does the freedom which characterizes artists’ practices today,
and their freedom to break and challenge rules in art, be taken to mean in historical terms today?
Does artists’ freedom to visualize and voice incidents and places, but also metanarratives, where
human rights become suppressed or empowered stand as evidence of a shared, at the level of the
social, condition of freedom to express one’s opinion and to have on equal terms access to human
rights, or the opposite?

According to Stallabrass, art’s relation to society is one of opposites; contemporary art’s and
artist’s freedom being the opposite of society’s state or condition of freedoms allowed. The realm of
contemporary art, he argues, is the domain of an inversed reality where the social is reflected upside
down as in via the lens of a mirror. Hence if the freedom to act, liaise and revisit norms, notions,
rules and history is possible in the world of art, art as a zone of freedom seems disconnected from
the realm of history or at times indeed contemporary society. Such a reading seems applicable to
examples of work showcased here. Political refugees from the East become reconnected to a shared
form of lived memory via performance, for example, in Tranos- Savra Art project, inhabiting and
performing social acts in a historical site stripped bare from its prior historical meanings in order
to be reclaimed and transformed into a “temporary hands on utopia” as Bourriaud would have put
it. The work on one level has an international feel to it, that is, it responds both to material from
Greek history and contemporary politics yet mediated via concepts dominant in the orthodoxy of
contemporary art theory and curatorial practice. If performance in contemporary art as the work
of Vanessa Beecroft for example has shown, as well also the advocacy of the work by Burriaud,
ceases to inhabit space and art practice by recourse to the artists’ body, Tranos, like Beecroft stages
his ‘actors’ in a ‘relational’, in Bouriaud’s terms, space. The latter unfolds nevertheless against the
politically charged site of Greek camps of detention in Makronisos where Greek citizens were ex-
iled, tortured and some lost their lives on account of their political ideas associated with the left at
times of severe repression of human rights and both individual and collective freedom of speech.
Sauraproject is quite controversial in this light as the meta narrative the performance constructs
or the topos the work inhabits, as an imaginary meeting point in a shared memory, in the actual
historical location of Makronisos, as the new location of contemporary refugees staged by the art-
ist, demands erasing all connotations to the place’s earlier and painful history in order for the
latter to act in a poetic timeless manner as a performance medium. Tranos critiques though the

demands of the orthodoxy enforced by a dominant art system in resisting the formless work of
art, in Taylor’s terms. The work unfolds as social gatherings including meals and the building of
a simple but concrete in formal terms stone monument.

In this light, the treatment of the subject of refugees is very different from that of Spilio-
poulos which takes up historical evidence and re-works them into a parallel narrative centering
also on the theme of refugees— this time paralleling the incoming population from Asia Minor in
1922 into Greece with the recent surge of immigrants from politically turbulent areas of the East.
Spiliopoulos is a politically engaged artist and the work pays tribute both to recent Greek history
and current politics as well as to the principles of the social art work. Spiliopoulos engages com-
munities conjuring their presence in their historical and social as well as civic specificity and uses
authentic rare historical testimony to elucidate and retrieve voices, feelings and rights pertaining
not to isolate individuals but citizens displaced or exiled. Photography and video play a significant
role in the work.

The role of photography in post 1960s art practices is an important theme to explore and
one way of approaching the work of Manousakis (incorporating a photograph by Balafas) would
be by alluding to the role of photography. Documentary photography here takes a new turn as its
historical specificity becomes re-conceptualized by the artist’s parallel with imagery emphasizing
toys connoting canonical notions of childhood. Aetopoula, I recall from my father’s narrations, dur-
ing the times of Katohi (the German occupation) comprised bodies of resistance which may times
performed heroic acts, securing material from the enemy in times of depravation at a great risk
sometimes overtly to their lives, yet comprised of children. Human life becomes threatened at times
of war yet human action at the danger of risking one’s life for the public good is the definition of
a moral, heroic act. In this respect the juxtaposition might be simplistic yet interesting in elucidat-
ing this part of Greek history and resistance that refers to children (non-citizens in legal terms
due to their age). It is interesting that the government did not officially acknowledge children’s
resistance in denying pension years from later adults claiming their official recognition to their
political and civil acts as Aetopoula.

The fourth work I would like to discuss is very different from the previous in that its point
of departure is conceptual art practices and indeed demonstrates an active and sustained interest
and engagement with the notion and material reality of protocols and procedures which so often
dominate museum practice and current collection management policies. The notion, practice and
act of ‘de-accessioning’, describes the right of a museum to discard museum objects, or indeed to
sell parts of its collections, as the result of collection management principles applied to museums
today; in this context it describes a form of action, at the same time, a moral/ethical dilemma,
which may be resolved via the aid of legally composed documents, codes of ethics, procedures and
rules devised and consensually agreed upon by the museum community in order to help curator’s
and museum’s managers resolve ethical issues such as this. Xagoraris concentrates on an even
more controversial from the ethical point of view aspect concerned with the ability of documents
and legally defined documents to exert their power on matter and on aspects of material reality, on
things, in ways which could be described as terminal. Protocols of destruction regulate human and
social behavior on material things and provide in civil service guidelines for legally sound ways
to dispose of things (which existed prior as public property). The work suspends the application of
such a protocol showcasing the objects which have been temporarily rescued from destruction, the
latter conceived and conceptualized in the work as the result of regulated civic behavior afforded
and mediated by the document prescribed as ‘protocol of destruction’.

The fifth work I would like to discuss is Yannis Melanitis’s Oraior, a powerful metaphor
both for the exploration of civic values and rights in art in modernity as well as a case for discus-
sion for the diverse ways in which conceptual practice may engage with leading to very interest-
ing paths of interdisciplinary research in contemporary art today. Melanitis takes up the theme
of civic rights and gives to it contemporary relevance. If Mill in his work On Liberty published in
1859 described human rights by recourse to the idea of one’s freedom of speech, and by extension
as a question pertaining to the technologies by means of which speech/and opinions conveyed via
speech — that is discourse — could become disseminated and made public (as via publications and
books), Melanitis interrogates both the very act of one’s delivering a discourse as a human right
and a human act at the same time, by looking at the possibility of a ‘technics of speech’ and indeed
discourse afforded by an automaton orator who in the end delivers a form of spectacle rather than
a civic right; speech here being the theatre of wonder, perhaps in the 17" century Kircherian world,
rather than an incident and proof for civic liberty in Mill’'s modern terms.



I would like to end by a very important figure of contemporary Greek art represented in
the show, Nikos Kessanlis but also by making reference to a number of important and interesting
Greek artists whose work the exhibition presents perhaps in a new light via its thematic emphasis
on law and rights. These include Antonopoulos, Potamianou, Stamatiou, Hadjimichalis, Meima-
roglou and Iconomopoulou. The limited space allocated here unfortunately prevents me from a
thorough reading of their work, yet this could perhaps be left to the audience as a task or indeed a
possibility for an encounter with the work unbound by textual and contextual restriction imposed
by the layers of meaning art historians project on the work via the act of writing and interpreting.

Assimina Kaniari, D.Phil. Oxford

Lecturer
Department of Art Theory and History
Athens School of Fine Arts
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Zdvn eAevdepiag; H areOnTixt) xar n woMTixt) ToV avdpemivey Ouooudtey 6T cOyyeovny EAAnvixeg Ténn

«Zavn ehevdepiag» Oiepotdtar o Julian Stallabrass ctnv ewcoyoyf Tov €pyov Tov Ue TITAO
Zoyyeovn Téxvn. Mo cOvtoun ecoywyl (Oxford University Press, 2006) &ve To Bacixd TOv emiyelonuo
uwopel var cuvopLodel axohovVLG: oL GUYYEOVOL ELXAGTIXOL GE GYEGN WE TO €QY0 TOUG XOL TLG ELXOGTLXEG
TEOXTIXEG TOVG PAlVETOL VO, ATOAUBAVOUY wio LOLoiTeRn L@VN TEOVOWinY TOU 0{oed 6TV ehevdepia
EMAOYNG TOV HWOEPOV TNG EXAGTIXTG TEAENS xal éxpoacng. Mmopovy ehevdepa vo eweuBaivovy, yio
TOQADELYUO, X0l VO, TEOTOTOLOVY TOGO EXPAVGELG TOV VMOV xO6U0V, 00YavixoD %ol avoeyavov, 660 %ol
¢ Brag TG LeTOElNG. XapaxTNELGTLAO Topdderyua, coupave we tov Stallabrass (Stallabrass, 2004, 1),
OTOTENEL 1 «(ENOT» TOV %AVOUY OL {810l OL XAAATEYVESG TOV GOUATOS TOVG:

«ovdOTYVO UMD TAEXOVTAL GE WOTIBOL TOV TORATEUTOVY GE %LVELLXOVG KORAXTTQES, 1| VPOIVOVTaL GE
YXOALG, 1| EVOOUATOVOVTOL GE %EQLVO OUOLOUATO TOU owdpemivov 6ouatog, TANYEG dNULOVEYOVVTOL GTO
Goua, N oedNTLxég emeuBaoels TEAYUATOTOLOVVTOL 6TO TAMIGLO TG performance.»

O Stallabrass xataAfyer ue TO TOEASELYUO TNG XOAALEQYELOG OWVBQOTIVOY LGTOV GTO £QYAGTNELO
O¢ WOEPNG ELXAGTLANG TEOUXTLANG X0 GUUITEQUIVEL OTL 1 GUYYEOVY TEXVN PAIVETUL VO, VPIGTATOL O Wiot
Covn ehevdeplag m omolo SLoy®EILETAL 0TTd TOV XOLVOTOTO %0l AELTOVQEYLXO YOQOXTNEC TNG XOVNUEQLYTG
{oNg »velwg wg TEOG TOVG xavdveg xoL Tig cvuBdoels Tng (Stallabrass, 2004, 1). To &idog avTd TNG
GLUITEQLPOQAG TOV EGTLALETAL GTO GRAGLUO TV %AVOVOY, 7| GTNY AVADELEN TOV «XEVOV TOU VOUOU» WEGH
Ao TNV EXOGTLXT TEOXTLXT, YO, VO YONGLUOTOG® Wo Ex(Eacy Tov ZAPov Eayoeder, WIT0QOVUE Vo
TOVUE OTL (AEAXTNQICEL, EXTOG QTTO TLG ELXOGTLXEG GTEOTNYIXEG TNG GVYYEOVNG TEXVNG, X0l TN QNTOELXT| %0
TOV AOYO TOV XOAMTEYVIXOV UEGa amd To omolo SLapoed@@veTar 1 dnuécta etxdva xal 1 TEVTOTNTE TOVG,.
Eite avtf BoloxeTal 6 cuUP@Via, €iTE 68 XQLTLXT OTOGTOGT OO To %xVEloEYe LBEVUATO TOV %0doeilovy
TNV YONUaTOdOTNGT OAND %ol TNV TOQOYOYN TNG GVYXE0VNS TEXVNG, OT®G TO WOVGEID oL 1 ayopd TNG
TEYVNG. AxOUO %0l GTLG TEQLITTWGELG TOV QGXEL XQLTLXT| GTNY EMLEEOT TOVG GE QUTNY, 7 GUYXEOVY TEXVY,
o6neg Topadéyetar xar 0 Stallabrass, xdvovtag ava@oed 6TNY TEQITTOGN TOV SLA@V TOV YEUTTOV X0
TOTOVETNGEWY, %o GE avTiDeon we Tig xAGLxég TEWTOTOQEEG TOv 200V LWV, AouBdver VTOYT TNG %o
eEEMGGETAL GE DLAAOYO UE TOVG xVELOEYOVG avTOVG Decuote. ‘Omwg Tapatneel o Brandon Taylor, 1 epselpio
™G 6VYXe0VNG TELVYNG Giuepa dlauecolaBeital amd Tov deoud %o amd Tov XOE0 TOV UWOVGELOV, GAAG X0
OO TLG TEAXTLNEG EMLUEAELOG TTOV €V TOAAOLG EVBVVOVTOL Yoo TNV vonuadoTnen Tov épyov (Taylor, 2005)
. Q¢ GUVETELRL, OL ELXOGTLAEG TEOXTLAEG TOV TEOGYEL 0 DeGUAG OVTOG TAEOVGLALOVY T Y UQOXTNOLGTLXE
ULoG TOYXOGULOTTOLNUEVNS TEVNG. O Ye@YpadLxog TOTOg dev €xel o TO6M Gnuacio, a@ov avTd TO 0T0L0
EVEQYOTOLEL TNV TAQOYOYT %0l TN VONUATOdOTNGT TNG TéLVNG elvar ov «véol Deouol Tne» (Harris, 2004) .

XopoaxTNELGTLXO TNG TOYX0GULOTTOLUEVNG TEXVNG EIVOL 1| OUOLOYEVELD TOV ELXOGTIXGY TEOUXTLXOV,
apov eLBWGTIXG EOA0 YLor TNV BLaiTEQRN WOEPT TOL €YoV SLadpaunaTiler N oyoed TNG TEXYNG %ol Oyl
T TO SNULOVEYLXO VTOXELUEVD, €V cVUPova ue Tov Taylor n cOyyeovn Téxvn e ovtideon we TN
TEXVT TOV UOVTEQVLGUOV 8eV eTLdelnvOEL xavéva, evBLaQEQoY Yiot LNTAUATO TOV GITTOVTOL TNG UWOEPTG TOV
£oyov. XOp@ova ue Tov Taylor 1 Toyx0GUOTOLUEVT-GUOEPT TEXVT Elval GUVETELD TNG AVAdVGNG %Ol TNG
xvoLapylog Tov véov decuot tov Moveelov XvOyyeovng Téxvng (Taylor, 2005: 9). Xe avtd To TAGIGLO To
COVTIXELUEVO» TNG GVYYEOVNG TELVNG JLOPOQOTOLOVVTOL AVAAOYH Ue TO E(B0¢ TV EUTTELQLOY TOV €V dUVAUEL
wopdyovy (Taylor, 2005: 9). Ta wapadeliyuata wov emxadeitar o Taylor (Taylor, 2005: 9) wepthauddvovy
«C@YQOPLXG QY0 %EVE TEQLELOUEVOV T 0QYAVWOTG, YAUTTH To, 0T0l0, %e(TOVTOL GTO TATOWO 1| Yewllovy To
X®E0 €vog deuatiov yweic xdmoln cuyxexpLuévy dudtagn, wopdéc performance mov a6xoVV Bic GTO GOUM
N BacilovTol 68 PALVOUEVLXE, UXATAANTTTO TEAETOVQYLXE %0l XOEIG TEOPUVEG VONUO ETOVAANPELS OL 0TTOLEG
GUAAOUBAVOVTOL %ol avoTadyovTor 6¢ «film» 1 «video».

To wo onuavTivd oNuelo dUWg TOV ETLGNUOIVEL APOEE GTNY ETEXTAGY OVTNG TNG LOLOLTEQENG
uoEPNG TOV ALGBNTIXOV TEOG TOV YWEO el TO VONUE TOV TOATIX0V. Ot TOAELG, XOEOL UE LOLOLTEQT] LGTOQLXT
onuacio Yoo Ty Wéa TG eAevVeEng Expoascng, TEoGdLopiLovTaL, ex Véov Bdcel TeV ViV deouov TNg
TEYVNG, TOV OQYLTEXTOVNUATOV %o TNG AerTovQyiag Tov wovseiov (Taylor, 2005: 9).

Ta {nTAuaTo avTé AeLTovEYOVY ©¢ ELGAYYN 6T GULNTNGY Yo TO £0Y0 T@V GUYE0VAY EAMVOY
xoAMTEXVOV Tov 1| Thalia Brachopoulos cuyxévtpwee ue ueyddn @eovtido 6Ty éxdecn avth ue Déuo To

1 To BiBAi0 awT6 amoTedel 6UVOPN TOY DEGEGY TOV TOV FNUOCLEDTNXAY meaTo, To 2004 6T0 BLBAl0 Tov Art Incorporated.

2. Tuo Tig SLaueGOAGBTGELS TOV WOVGEIOD %aL TQOV TOAXTIXGV TNG EMUENELOG GTN UOxEG DLdpxeta amd Tov 190 aedva £0g GNUeQo %aL TO
00A0 TOVG 6T1 BLAUORPOGT XVEICYDY EVVOLOV TNG TELVNG AAAG X0l EVVOLOAOYNGEDY TNG elxacTixNg TeaxTixfg BA. Kavidon (2013).

3 To wopaderywo wov diver o Harris agoped 6tnv Liverpool Biennial 1 omoio amwodeixviel, 6Tog 1o veileTar 6Ty avaAveh Tov, 0TL ou
véol Deopol TG TéYVNG apoovY 6yt wévo 6To LT TNG éxDeong TNG TELVNG GAMG %ol TG Tapoyw s Tng (Harris, 2004, 11).

T Tqv empQof Tng ayopdg TNG TELVNG GTLG EVVOLOAOYNGELG TNG xoAMTexvLxils aglag cfuepo 6TO0 TAaiGo TNg depatixils TNG
Toryx06utoroineng BA. MovAéy (2009) xar Aoigidn (2009). ‘Onwg mapatneel N Aotdidn, o uvdog mepi Tng ehevdepiag Tov *AAMTEYVT TOV
TEOGYETAL AT €Vl VTOGTNELLOUEVO AT TNV aY0Ed TNG TEXVNG XUAMTEXVIXO GUGTNUG PAIVETOL VO, GVATAQAYEL TO QOUOVTIXG wOdo TeQD
TNG GVTOVOUING TOV XUAMTELVN aTd TO x0LVeVLXO TOV TeQLBAAAOY. Tio wor eEoLEeTLXT 16TOQLXT TOTODETNGN TAV® GTNY LOE0 QUTH, %o
GTO TWEOTVIO TOV «UOVAYLXOV XOAMTEXVT» x0Td Tov 190 awdva, aANG %o Yo T WETEEEMEN TNG ©G TEOG TLG ELXAGTIXEG TQAXTLAEG TOV
avadvovtal wetd to 1960 BA. AacxaloBavdeng (2004).



aVBEOTUVO SLXOLOUATO XL T1 GOYXEOVN TEXVY. AVTL Vo EGTIO6H GTIG EMLUEQOVG OPNYNGELS TOV TO QY0
%x60e éva 6TNY 18LaiTEEN GVYBNXN TOV UToEEl va. vTosTNEiger Do NiBeha vo e6TIA60 6 éva uedodoAoyLxd
fhTnuo Tov aPoed xVEIKg 6TO TEOBANWUO TNG TEQLYEAPNS %ol TNG eoUNVElOG TOV €QYOV TEXVNG %o TG
16ToExfg Tov onuaciog. Eivar to eEng: H 6Tpoph 6 depoatodoyio mov dmTeTor TOV INTNUATOV TV
aVBEOTIVEOY dXaOUATOY 6TN 6UYXe0vN EAANwLxn Téxvn uropel vo epunvevtel og £vdelgn Sievpvuévay
XOLWOVIXOY EAELTEQLOVY T EAeVDEQLOY TOV ATTOVTOL WOVO TNG ELXAGTIXTG TEAENS;

Zoupovo we tov Stallabrass, 1 oyéon TéXVNG xoL x0veviog elvol wo 6YEGT QVEGTQAUUEYOV
eBWAOV OOV GTOV YOEO TNG TEXVNG TOQEUTNEOVUE OTL GTOV TEAYUOTIXO %06wo dev 1oy vel. Me dAdo AoYLa,
1 ehevdeplon dpdong xow ExPEacng, 1 aVOTEMQENGN TOV X0VOVEOY %0l 0L ETLAOYEG TOV YoQoxTNEILOVY TNV
ELXOGTIXT| TEAXTLXT OEV AVTLGTOLY0VY GTNY XOLWOVLXT TEOYUaTL6OTNTA. 'ETGL, 6T0 £0Y0 Tev Toavoc-Savpa
Art project o yweog NG Maxpovicov, évog y®WEOG TOV AELTOVEYNGE XOTAGTAATIXG Yo, TO avdeOTLVA
duxaeuoto, vag TOTog E§00L0g Xo PUGLATG EEGVTGNG TOATIXWY XQEOTOVUEV®Y GITTO TO WO TNG ORLGTEQUGS
AELTOVQYEL G WO «W%ET TEOGWELYT 0VTOTio» We 0povg Tov Bourriaud, 6wov TOAMTIXOL TEOGPLYEG ATO
XOEEG TNG AVUTOANG W00V va. eTavacLvdedovy, 6To TAaiGLo %ol xaTd TN Sidpxels, TG performance,
670 continuum piog GUAAOYLXNG UVARNG UE GNUELD Ex%iVNGNG OUOG TO TOE®. To L6TOELXG %0L TOAMTLAG,
onuatvoy wapeAdov Tov ToTov TNg Maxovicov 6BMVETAL TEOGWELVH YLow Vo, PLAOEEVTGEL TO YOO %0l TO
x0vo Tng performance wov a@opd 6T1 GLVAVTNGY VO TOATIGUAY UE APOQWUT TLG %OLVOTNTEG VDTV
TOL TOMTLXG, SLXOLOUATO TOV 0TOlY £xovy xatactalel 1 avocTodel. To épyo AauBdver vTOPT évvoleg Ao
Tig Suedveig eEelifelg 6TN GVYYEOVN TELVN %GVOVTOG Ava@opd 6T Gyectoxt aednTixf] Tov Bourriaud (M
ugopovue v Tovue 0Tl To €ldog TNg performance TOL TEAYUATOTOLELTOL 6T, GELOL TOV €QYOV EVEQYOTOLEL
GUUUETEYOVTEG GAAAOVG aTd TOV (BLo0 TOV ExaeTLxd, 0Twg cupBaiver we xoAMTéxveg ot performance
meo6(plAeic 6Tov Bourriaud 6mwg v Vanessa Beecroft xar ov cxnvodetnuéveq performance trg). Xe
avTiDecn OULG we To OLGONTLXG XOEOXTNELGTLAG TOV, %0Td Tov Taylor, mayxocuomornuévov €pyov, o
Toovog euuéver 6To LRTNUO TNG UWOEPTG —TO €070 OAOXANEOVETOL WE ULo, douT TOV TOQOTEUTEL 68 TOUBO.

AT Y Ao avTH, N GVTLLETWOTLGT TNG VEUATIXTG TOV UETAVOGT®Y G6TO £0Y0 TV Toavov-Savpa
Art duapopomoLeital awrd VTNV 6TO €QY0 TOV XTNALOTOVAOV, 0 000G YENGLUOTOLEL GILAVIEG TEWTOYEVELG
TNYEG xou VARG GTTO TO POTOYEAPLXO 0y El0 TOV xaTaYed@el TNV dPLEn Tov TANBUvouOY amd Ty Mixed
Aoclo To 1922 yioo vo WANGEL VLo TOVG TOALTIX0VG UETAVAGTEG TOV 6THueEa. O ZTNALOTOVAOG Elvor TOMTLXG
eval6dNTOG XAAMTEYYNG %0l 1 WOEPT TOV TEOGAAUBAVEL To TeAxd €0Y0, wéca amd TNV emeEeQyacio xou
X0NGELS TNG pwTOYEaPiog xor Tov video, 081 Yel €v TéAEL Ge Evo TOQABELYUO TOV XOLV@VLXOV £QYOV TEXVNG.
Méoo amd Tig xaTAYEAPEG TV XOWOTNTOV TV avdoeTeY, 0¢ WoEPOY O0TTIXTG OAMd oL TEOPOELXNG
uopTUEloG, TO ELXAGTIXNG BAEUU SLoc®iel oVTO TO 0T0i0 0 XTNAOTOVAOG amoxadel ixvog —To (xvn TeV
aVPEOTOV GATOTVTAOVOVY BLopoEeTLnég £%00)EG GUANOYIXOTATOY %0l TNV TOQEOVGIo TOV ovdp®TOv ©g
LGTOQLXOV X0l TOMTLXOD VITOXELUEVOU.

H yoh6n TG POTOYROPING GTLG ELXOGTIXEG TEOXTLXEG WETA To 1960 amoTelel To onueio amd To
0700 Vol ETLYELENG® VO TEOGEYYIGO TO €070 TOV Mavovsdxn GTO OTO0 EVEOUATOVETOL UL0, POTOYEOPI0
Tov MmoAd@o. Le avThy wo EexmLeTh TEQITTOGY aVTIGTOGNS, TO AETOTOVAN, £V0, GOUO ATOTEAOVUEVO
agd TOLdLE TOV GUUUETELYE EVEQYE GTNY TEOGTUGLO TNG %OWLVing 6 TeEindo ToAéwov xatd TN 'epuavixi
XOTOYM, %ol | POTOYEUPlo TOU MTOALPa, aVTITOQABAALOVTOL UE Wit 6xNVT| aTtd éva xovxAOGTLTO. Me TO
€070 o TO %0l TNV AVTIITaRAB0A 0 Mavovedxng @alveTol va, emiyelpel £vory TaaAANAMowd Tov 300 e1xdve
%ol X06UeV aAAG %o AVTIAPEOY Y100 TNV £VVoLo TG ToudLedTNTAG Ue TEOTO OU®G %AT®G ATAOVGTEVTIXO.
Ouudual oo TG aPNYNGEL TOV TATEEN WOV TO £i00G TOV TEAEE®Y %0l PI6%0V 6T 0Toic, To, AETOTOVAL
GUUUETELY Y @G €VEQRYOL TOAITEG (av %ol Wi TOMTEG we 6Q0VG TOMTIXOV IXOLOUATOY AOY® TNG VEUQETS
nAxiog Tovg %0l GOUPOVE We TO VOuLxd TAIGLO). Ol NEOIXEG aVTEG TEAEELS XOL 1| GUUUETOYT TOVG GTNY
avTicTosct dev avoyveelcTnxoy emicnuo amd To %QdTog OTav To AETOTOVAN OG EVAALXES TLOL LNTNGOV
TNV AVOYVOELET TNG GUWUETOYNG TOVG GTNY OVTIGTAGT ©G GLVTAELUG XEOVL0, e TNV owWTLOAOYNGT OTL NTOY
TOULDLA.

To tétapTo £€0Y0 To omoio Ba NBeda va cLINTNGO elvar BLOPOEETLX GO T TEONYOVUEVE OG TEOG
TO €i80g TV EXOGTIXOY TEAXTIXOV TOV £VEQRYOToLel. XTo €yo Tov Eayopden we TiTAo «Ilegropiouéveg
AAMoLwceg Nopxov Ketpwévov —Avactol IIpoTox0AA0Y KatacTtpo@g» N £vvola Tov xELUEVOU AELTOoVvQYED
©¢ TEXVOAOYiO 1 «unyovi» U6 TNG 0Tolog TAEAYETOL TO €070, OAMG %0l UEG® TNG OTTOlOG TO QY0 WTOQEl
ev duvauer vo. avasooydel aveEARTNTO GO TOV EXAGTIXO0. XTO TAGIGLO TV ELXOGTIXGYV GTEOTNYIXOV
Tov -ONAadT TNV EUuoor 6TLG YEaTTEG 0dnyleg %o TNV TEAEN TNG OVAYV®ONG TOVG— TO £0Y0 GTOTEAEL
GUVEYELOL TOV EVVOLOAOYLXOY TEOXTIX®OV: VAOTOLEITOL ©G GUVETELN TNG TEAENG OVAGTOANG TNG LGYVOG TOV
TEOTOXOAAOV XATAGTEOPTNG EVE T, AVTLAELUEVO TOV EUPoVILovToL 68 avTO elval Ta, (Lo TOV TEQLYRAPOVTOL
ol TO TEWTOXOALO. ETTALOV 1 eTAOYN TV «VOULX®V %etuévov» divel T duvatdtnta SLepedynong Tov
£0YOV %0l OG TEOG Wit GAAT SLAGTOGT TOV APOEd GTNY TUQAXOTADNKT TOV TEUXTLXGY DeGULANG XOLTLXTG
6T 6OYXeovN TEXVN. Ilpdyuatt, N €VVOLOAIYNGT TNG TEAYUATIXOTNTOG TOV TO QYO0 EMyELQel we TN BonDetn
TOV VOWLXOU XELUEVOV GTOYEVEL (UEG® TNG 0POGNG T TNG 6%EP™NG) GUYREXQLUEVO GTOVG YWEOVS 0TOVG OOV

N €évvola Tov DecuLxod xevol umopel v wopoatnendel. AVTiGToLy o, 68 AVTLTAQABOAT We Ta TEOTOXOAAN
XOTAGTEOPNG TOV xadopilovy TNV TOYN TO®V GAAOTE dNUOGIOY £YYRAPOY 1| VMXOTELVLXOV EEOTALGUOV, TOL
G6VYYE0VO UOVGEIR 6TO TAGIGLO TOV BEATIGTWY TEOAXTIXWY dLOyElQLONG WOVGELAX®OY GUAAOYOV £Papuolovy
TOMTIXEG ATOUAXQEUVGNG (de-accessioning) wéca awd Tig 0ol VouLUoToLelToL (e 60VG vy E0VLGTLXOVG)
N OVOGTOAT TNG TEOGKTNGNG TOV OWTLAELUEVOV GTT WOVIUN GVAAOYT (YLot AdYOVG TOV XVUALVOVTOL GTTO TNV
OLTLOAOYNGT TNG PUGLXTG XATAGTEOPTNG TOV £€wG TNY TOANGT TOL G6TNY ayoEd TNG TéYVNG). To épyo Tov
Eayoedpr DéTer de0vTOAOYLXG LNTHUATE TOV APOEOVY X0l GTOV xOJL%0 NVLXNG TOV WOVGEI®YV GTUEQD GAAG
X0l GTOV EOAO TOU EXOGTLXOV T 6TNY advvauic, TOV Vo GUUUETEYEL 6TO EQLIULGTIXO TAGIGLO ATOPECEDY
el TG AerTovQylog %oL oYMV TOV, £vo LNTnue Tov édecav o xaAMTEYVES TNG DeGULXTG TEAXTLANG GTO
TAGIGLO TOV EVVOLOAOYIXOV TEUXTLA.GY aTTO To. TEAN Tov 60 xoL uetd (0Teg Yo Tapdderyua 0 Tdxng).

KAelve T ovlitnen Yoo Tig exdoyés Tng eounvelog TOL VOUOL G6TO TAGIGLO TNG GVYXEOVNG
eLxa6TIXNG ToRaY NS 6Ty EAAGDo we éva EcxwloThg onuaciog €070 TOGO Yo, TG TTAOVGLEG EVVOLOAOYLXEG
OVOQPOEEG TOV GTOV 0QLGUE TV avdpeTIvVeY dItol0UdTOY @G TEOG TO {ATNUR TNG £XPEOcNS OGO %o YLo
™Y emeepyacion %ol EUTAOVTIGUS AVTOV WEGH ULOG OLETLGTNUOVLANG TEOGEYYLGNG GTNY ELXAGTLXT| TOOXTLA.
To €pyo avTd dev eivar dAAo ard Tov pfToea Tov I'idvvn Mehavitn, evOg €L%06TLAOV YVOGTOV TOGO YLoL T
6TEVT] %o EVILAPEQOVGO, GYEGT TOV UE TNV ELXAGTLXT| TEOXTLXT, X0 T XELUEVA, OGO %0 YLoL TNV EVOGYKOANGT
TOV UE TNV TEYVN %o TNG EMGTAUN. To €py0 Tov Mehavitn amoTedel (o, UETAPOED VLol TG TOALTLXEG aEieg
X0 TOL VDQOTTLYOL DLXULWOUOITO GTUEQD GE GYEGT UE Taw DN TNG ExPEaGNG TOV GVVIEDNXKAY Ue AVTE ANG oL
©G TEOG TN G)E6T TOUG Ue «véor wéca. Av to BBAio Tov Mill we TitAo On Liberty dnuocievetor To 1859
%ol e6TLALEL 6TNY WBEa TNG eEAeVTEQENG EXPEAGNG ©G UVATOGTAGTOV AVBEOTIVOL dixalduatos, 0 MeAavitng
QOTE OV ULOL, «WNXVOTEYVLXT» TNG OWALOG WIT0QEL VO, SLacPaAicel eTdELo TO TOMTIXO TEQLEXOUEVO TOV 6OV
%ol TNG TEAENS TNG €xpoacrne. H amdavtnen mwov diver elvor avnTixf a@ov 0 pNToEas-0VTOUATO %0l 0 AGYO0G
Tov ex@épel 0dnyel 68 wio avoacveTact evdg dedtpov Tov AGYOVL N oToio, Elval TO X0VTH 6T DUVUAGTE
«aELOTTEQLEQYO» TNG TEWLUNG VEOTEQENS TTeQELOBOV, OTTwg da éxave eu@ovic wo avoywyll 6tov Kircher xou
GTOV %OGUO TOV, %l 6L 6TO TOMTL%O DEaTo TOV 0 AGYOG GUVLGTH GT1 UETH TO ALOPOTIGUS TEQLOTO.

Oa NPeda Vo XAV wor ava@oed 6e Vo TOAD GUOVTIAG XOAMTEYVYN TOV EXTEOGOIELTUL GTNY
éxdeon avti, Tov Nixo KecoavAf o owoiog 6uvdéetal dueso xol Ue TOAAOVG TEOTOVG UE TNV OVOVEDGT TNG
EAMqvixig 60Yx00vNG TEXVNG, TOGO UEco amd TN dtedvi mwapovsio Tov, 060 %o Wéea amd TNV LOLOTNTE TOV
06 0.x00NUaIx00 daexdrov TNg AXKT. AANOL 6NUOVTLXOL XOUAMTEYVEG TOU GUUUETEXOVY GTNY éxVEGT VT
elvar o Avtevomoviog, ITotawdvov, Xatlinuyding, Ztauatiov, Meudeoyhov xor Oux0vouoTovAov, we
€EL60V eVOLPEpoVGEG %L DOALUEG EQUNVELEG TOY TOMTLEULXWY, XOLVOVIXWY %0l ELXOGTLAMY GUUPEOLOUEVRY
TV DepaTixev wov N €xdecn avT dlepevvd, Ta AVBEOTLYO DIXALOUATO X0 TLG GYEGELS TELYNG %0l vouov. O
eMLGAETTNG Do UTOEEGEL VO ETEEEQYAGTEL TOL VONUOITO X0 TLG GNUAGIEG T@V £0YOV VTV XOEIG Wow punVeia
Ao TO %ELUEVO OVTO TOV %XATAAOYOV TOV TTaEATIDETOL €W, TGO dVGTVYHOG AMOY® TOV TEQLOPLGUEVOV YWEOV
TOV OVTIGTOLYEL G AVTO Y10, TOGOVG TOAAOVG EEQUQETLXOVG, GNUAVTIXOVG %0l SLOPOEETLXOVG %UAALTEYVEG,
060 %0l @G GG%NGY GTOV EAEVDEQOD GUGYETIOUS OV %ol ELXOVOY T TEAYUATOV %xaTd T7 OSLdxels TNG
éxdeong, Qo oIl TOUG TEQLOELGUOVG TOV XELUEVOV %0l TGV VONUATOV TOV 1 Tewdapyior ToU 6xémnTecDal
TOV GLVIEETOL Ue TNV LGTORLOL TNG TEXVNG EMLBAAEL GTO €QYO.

Aonuiva Kovidor, D.Phil Oxford

Aéxtopag Tufuatog Ocwplag xor Ietopiog tng Téxvng, AXKT

Evyoaptetod t Mdpo Aqudxov yio Tv woAOTIW) 6VUBOAT TNG 6T YA®GGLXT ETLUENELD GUTOV TOV XELUEVOL.

BiBMoyoapia
Brandon Taylor, Art Today (Laurence King, 2005).

Harris, Jonathan, “Introduction: Elements towards a Historical Sociology of Contemporary art”, in Art, Money, Parties, New
Institutions in the Political Economy of Contemporary Art (Liverpool University Press, 2004): 11-38.

Kavidon, Aenuiva, To Moveeio og xooog Tng Ietopiag Tng Téxvng: exdécerg, GuAloyég xan 1 Téyxvn amd tov 190 6tov 210 avdvae (Tonydemn,
2013).

Stallabrass, Julian, Contemporary Art. A very short introduction (Oxford University Press, 2004).

Aagraroavdeng, Nixog, O xaAMTEXVNG ©G 16TOELXO VITOXEIUEVO artd ToV 190 6Tov 210 awdva (Ayea, 2004).

Aoigidn, Nixn, «Ov duaxitol xor aAANA0EEAQTOUEVOL xOGUOL TNG TEXVNG %OL TNG 0Y0EdAs», 6T0 MovAéy Peowdvt, H ayopd Tng Téyvng.
Tloyxocuomoinem xau véeg Texvohoyieg (AXKT, 2009): 9-20.

MovAév Petudvt, H ayopd tng téxvng. IMayxocwomoinen xaw véeg teyvohoyieg (AXKT, 2009).



Frank Gimpaya

Image from the South Bronx Series I, 1979
Silver gelatin photograph

11X14 in. (27.94X35.56 cm)

Courtesy of the artist

Frank Gimpaya

Image from the South Bronx Series I, 1979
Potoypapio silver gelatin

11X14 ivtoeg (27.94X35.56 &x

Evyevixd wpo6(oed Tov %o

Yiannis Grigoriadis

Marks of Identity, 2013
35%X47% in. (90X120 cm)
Plasterboard, acrylic paint

Courtesy of the artist

Twavvng T'onyoorddng
Marks of Identity, 2013

35 3/8 X47 Y% ivtoeg (90X120 ex.)

AM%O Y0OUoL

Evyevixd] mpo6popd tov xaAAMTEYY




Christoforos Doulgeris
Cabin No 14, 2013
Archival print on paper
43%X57% in. (110X146 cm)

Courtesy of the artist

Xo16T0Poeog Aoviyéprng
Cabin No 14, 2013

Cabin Series

Apyeroxi eExXTOTOGY GE (0T
43 1/3 X57 Y4 ivtceeg (110X146 ex.)

Evyevixd woo6popd Tov xaAMTELVY

Inmi Lee, In Collaboration with Kyle McDonald

Mother, 2012

Video installation with Microsoft Xbox Kinect, 3D printer,
Custom-built software using Open Frameworks

Courtesy of the artists

Inmi Lee, X& cvvegyasio pue tov Kyle McDonald

Mother, 2014

Eyrxatdetacn Bivreo ue Microsoft Xbox Kinect, ToL68146T0T0g eXTUTOTYG,
TEOGAQUOGUEVO AOYLGULXO yonoLpoToldvTag Open Frameworks

Evyevixl| 1006¢00d Tov %0AMTEYVOY




Bill Pangburn

Water Wars, 2014
Mixed media
Variable dimensions

Courtesy of the artist

Bill Pangburn
Water Wars, 2014

Muxth Teyvixn

Marcus Benavides

Modern Saints Series — V, 2012
Woodcut print on dyed paper
86X42 in. (219X107 cm)
104X42 in. with border (264

Courtesy of the artist

Marcus Benavides

Modern Saints Series -V, 2012

Evhoyoadio 6 Bouuévo 30Tl

86X42 ivteeg (219 X107 ex.)
104 X42 {vtoeg ue mepdmpro (264X107 ex.)

Evyevixi wpo6¢pod Tov xaAMTE)




Renee Magnanti

Worked by Women, 2014

Women Weave, 2013

Linoleum cut print

Both 108X27 in. (274.3X68.58 cm)

Courtesy of the artist

Renee Magnanti

Worked by Women, 2014

‘Women Weave, 2013

XooxTixo, AvvoAeovu

108X27 ivtoeg xow T dvo (274.3X68.58 ex.)
Evyevirly w0o6¢oed g %aMALTELVLS0G

Michalis Manousakis

The Eagle Scouts, 2014

Photography, mixed media installation
Variable dimensions

Courtesy of the artist

MuxdAng Mavovcdxng

Ta Aetémovia, 2014

PoTOYROPIO, EYRATACTOCT UWXTNG TEYVIXNG
MetaBAnTég dracTdoelg

Evyevind] moo6popd tov xaAMTE VY



Despina Meimaroglou

Memory Capsules, 2012

Video-projection in a dark room

Variable Dimension Photographs and

Recorded Audio-Video Material (as video projection)

Courtesy of the artist

Aéomorva Meipaoylov

KdAvxes Mvijung, 2012

ITpoBoA1 Bivteo e 6%0TeLvd dLUATLO

PoToY0Pieg UETABANTOY DLOGTAGEDY

X0 XOTEYQOUWUEVO OTTLXOAXOVGTIXG VALXO (6ary TTEOBOA BivTeo)

Evyevixd] 1oo69od tng xaAALTE) VLId0g

Marios Spiliopoulos

Human Traces, No. 4, 2014

Arrival of Refugees from Asia Minor at Eleusis, 1922

The Pakistani Community at Eleusis, 2008

98.4X70.8 in. (250X180 cm)

Installation of digital prints on canvas, video loop with sound
Duration 4min 15"

Courtesy of Artist

Mdgrog ZmnAtdToviog

AvOpdmvo Iyvn, No 4, 2014

Apin Tev mpoc@Uywy and T Mixpd Acio otnv EAevoiva, 1922
H Hoserovxty Kowdryra ety Edeveiva, 2008

98.4X70.8 (vtoeg (250X180 ex.)

Eyratdctacn pue Pn@Loxés exTumooelg 6 xaudd, Bivreo ue Myo
Avdoxeo 4° 15"

Evyevixd moo6popd tov xaAMTE VY



Giorgos Papadatos
5 for all, 2014

PVC floor, cardboard, digital prints Nina Papaconstantinou

24 hours, 2009
10.2X7.1X0.4 in. (26X18X1,5 &x.)

Book of 44 pages, correction pen on paper

Variable dimensions from
40X40-78X98in.; to (100X100-200X250 cm)
Courtesy of the artist

Courtesy of the artist and Kalfayan Galleries Athens-Thessaloniki
Toeyog awaddtog
5 yia dAovg, 2014 Nivo HorwaxovetavTtivov
24 "Qpeg, 2009
10.2X7.1X0.4 in. (26X18X1,5 &x.)

PVC matoua, xoaoTdvl, PnpLaxéc exTuTWGELS
Eyxatactacn MetafATov SL6TAGE@Y
40X40-78X98in.; to (100X100-200X250 cm) BiBhio 44 cehidov, 6TUAS Bidedworg ot yoQTi

Evyevisi, mpo6(opd Tov xaAMTéxyn Evyevirny mogayxoonon tng xadMTéyvig xar yxoaheol KoApayidy Adfiva-Oecoalovixn



Christina Mitrentse

Wounded Book IX, 2013

A part of a series of 16

Bullet Holes on vintage publication,

(Book shot by the Artist in licenced conditions UK)
©mitrentsel4

6%X4Y%xY% in. (17X11X3 cm)

Courtesy of the artist and the Nadine Feront Gallery

Xototivo MnTeévtee

Wounded Book 1X, 2013

uépog amod ta 16 TNg GeLpdg
Tovmeg 6parpdv 6e Tadard BLBAio

(To BLBAL0 TVEOBOAADNXE aTtd TNV %AAMTEY VL0 %0TOTLY GOt HB)

©mitrentsel4
6 2/3 X4 1/3 X1/8 ivtoeg (17X11X3 ex.)

Evyeviely mpo6dopd tng xadAitéyvidog xor tng Nadine Feront Gallery

Melanitis Ioannis

Logomechanics,

DentalPistonius Orator, 2014

Oil painting on prepared wood panel

27% x19% in. (70X50 cm.)

Orator in computer

Installation, computer, code programming by V. Zoi

Courtesy of the artist

Mehovitng Iodvvng

Aoyounyowixn,

OdovromeToviovyos Piitwp, 2014

EAowoyoadio 6e wpoeTotwacuévo EOMVO TTivoxo

27% x19% ivteeg (70X50 ex.)

Plitoo 6e vTOAOYLGTH

Eyxotdotacn, vwoAoyieTig, Teoyeauuwatiouos B. Zom
Evyevixn wopoy®enon Tov xaAMTé vy



Toannis Savvidis and Lina Theodorou
Silver Patrol, 2014
Video HD, color, sound, 5 minutes

Courtesy of the artist

Iodvvng ZaBBidng xou Aiva Oeodwoov
Silver Palrol, 2014
Bivteo HD color, sound, 5min.

Evyevixl] m006(0od Tov %aAALTEVOY

Kostas Tsolis

We Believe..., 2014

39% in. (100X200 cm)
Acrylic on canvas

Courtesy of the artist

Koetog Towing
IieTevovue
39 3/8X 78 % ivtoeg (100X200 ex.)

AxpuMx6 6e %o

Evyevix| w00o6¢oed Tov %aAATE VT




Artemis Potamianou
Chronicle of a Death Foretold, 2013
One-Channel video

Courtesy of the artist

Aoptewg Ilotautdvov
Xoovixd evdg IlpoovayyeAdévros Oavdrov, 2013
Movoxovahixd Bivteo

Evyevixd] mpoo6popd tng xahALTé) vidog

Words fly, writings remain

(Verba volant, scripta manent), 2014
484 x9.1x2in /123 x23 x5 cm

Books, mixed media

Ta Adyee weTovy, Ta yoamwtd uévovy, 2014
484 x9.1x2in /123 x23 x5 cm
BuBAia, uewxti Texvixn

Hye-Seung Jung

City of Wishes: Urban, 2013
C-Print photograph

25X52 in. (64X132 cm)

Courtesy of the artist

Hye-Seung Jung

City of Wishes: Urban, 2013
doToyeagio C-Print

25X52 ivteeg (64X132 ex.)

Evyevixdy m0o6(ood tng xaAALTE) VId0g



Ibrahim Miranda

Searches and Fictions on Cartography, Insularity
and the Graphics of Spiritual Influence, 2008-2012
Mixed media installat

Each Print 78% in. (25X200 cm)

Courtesy of the artist

Ibrahim Miranda
Searches and Fictions on Cartography, Insularity

and the Graphics of Spiritual Influence, 2008-2012

Eyrxatderacn wxtig teyvixig
9 % X78 % 6eg To xoDéva (25X200 ex.)

Evyevixed] moo6popd tov %aAMTE YN

Anthony Kirk

Stilled Lives, 2013
Engraving and aquatint
9X24 in. (22.9X70 cm)

Courtesy of the artist

Antony Kirk

Stilled Lives, 2013
XapoxTLat] XL axovaTivVTo
9X24 ivteeg (22.9X70 ex.)

Evyevix| w006¢o0d Tov %aMALTE VT




Helen Frederick Helen Gerritzen

Father and Daughter, 2013 Dissection of the Principal Organs and Arterial System of a Woman (verso), 1998
Artist papers and solar plate lithography Etching and lithography with screen printing

6 panels 23X23 in. each (58.42X58.42 cm) 48X36 in. (122X91 cm)

Courtesy of the artist Courtesy of Avis Frank Gallery, Houston, TX

Helen Frederick Helen Gerritzen

Father and Daughter, 2013 Dissection of the Principal Organs and Arterial System of a woman (verso), 1998
Kadditeyvind yooTid xow Adoypodio solar plate Xahxoyoopio xor Mdoypopio we ueTagoTuTTioy

6 mivaxeg 23X23 (vtoeg 0 xadévag (58.42X58.42 ex.) 48X36 in. (122X91 cm)

Evyevixf] o6goed tng xadAitéyvidog Evyevixif wpospoed g Avis Frank Gallery, Houston, TX




Maria Ikonomopoulou
Connections, 2007
19% in. (65X50 cm)
Print, cut out on Hahnemuhle paper

Courtesy of the artist

Moagio Ovxovoposoviov
Connections, 2007
25 5/8X19 2/3 ivtoeg (65X50 ex.)

Extomoct, aroxouuato 6e xooTi Hahnemuhle

Evyevind wpos(oed TG %aAMTE(VLE0G

Nikos Kessanlis

Untitled, 1999

Processed photographic imaging on canvas
51X71 in. (130X180 cm)

Loan Courtesy of Dimitris Tsoublekis

Nixog Kesoaviig
Xwpis TitAo, 1999

eEepyacio PoToYRaPLXilG eLedvag 6e xaudd
51X71 {vtoeg (130X180 ex.)

Evyevixi mpoo L tov I8pvuatog Nixog Kesoovig




Aggelos Antonopoulos
Monument for the Human, 2010
Mixed media

Variable dimensions

Courtesy of the artist

‘Ayyehog AvT@voéTOUVAOg

Mvnueio nia Tov Avdpwmo, 2010
MuxTh Texvixn

MeTofANTég dLoGTdGELS

Evyevixn mpo6¢oed Tov xaMALTé YN

Cyriaco Lopes

Crimes Against Love (Golden Dawn), 2013
Photographs

Variable dimensions

Courtesy of the artist

Cyriaco Lopes

Crimes Against Love (Golden Dawn), 2013
PoToyoapicg

MeTaBAnTég dlacTdoeLg

Evyevixt) 1006¢00ed Tov xoALTELYN



Yujin Lee

The Mighty Up, 2012

The Mighty Down, 2012

Offset lithography; four-color silkscreen

88X30 in.; 78%x21% in. (223.52X76.2 cm; 199.39X55.25 cm)

Courtesy of the artist

Yujin Lee

The Mighty Up, 2012

The Mighty Down, 2012

Aoypapio op-ceT, Tetpdypwun weTagoTvmio

88X30 ivteeg, 78 Yo X 21 % ivtoeg (223.52X76.2 ex., 199.39X55.25 ¢x.)
Evyevin) m0o6(opd Tng %aMALTELVLE0G

Georgios Hadjimichalis

Archived Stamps V, 1998-

Persons (s0001-s1163)

1132 Stamps each 3X1%x2 in. (7.7X4.5x5 cm)

Each placed in metal archival cases 57%x28x28 in. (147X71X71cm)
Each dating 1995/1998-1999

Courtesy of the artist

Teooyrog Xatlnuiyding

"Avdpwmor (cpeayideg, 1998-) (x0001- x1163)

1132 o@oayideg 3X1 34 X2 ivtoeeg (7.7 X4.5X5 ex.)

H xadepio tomodetnuévn ce wetalixég apyerodiixeg 57 7/8X 28X28 ivtoeg (147X 71X71 ex.)
H xadeuio yoovohoyeitow 1995/1998-1999

Evyevini] w00o6(oed Tov %aAMTELY



Konstantinos Stamatiou

Taking Stock 111, 2009

Light box, water bottles, staples, drinking straws, electrical wires, Jeongho Jeon

plexiglas, pins, broken glass from demonstrations. Flower Dance, 1981

44X57%x26 in. (112X15x66 cm) 17%X10% in. (43.5X26 cm)

Court " the artist Rubber plate print with co
Courtesy of the artist

Kovetavtivog Zraw

Taking Stock 111, 2009 Jeon, Jeongho

POTLOUEVR %OVTLE, UTTOVXGAA €000, GUEUOTO XUAOAXLOL, NAEXTOLAG %AADDLOL, TAEELYXAGC, Flower Dance, 1981

%0QPITGEG, GTLAGUEVO YUOM aTTO SLAdNAOGELG 17 1/8 X 10 % i{vtoeq (43.5 X 26 &€x.)

44X5 7/8 X26 ivtoeg (112X15X66 ex.) ITAGx%0 atd %00VTGOVX LOYQAPLGUEVT e (0D U0

Evyevixi wpoopopd Tov xaAMTELVY Evyevixf wooopopd tov xaAMTE VY




Nikos Tranos in collaboration with Savra Art:

Kotsanou Marianna, Leonidas Liambeys, Lillian Lykiardopoulou, Likidi Marianna,
Skantzis Konstantinos, Tzimoulis Kostas, Tranos Nikos,Thodoris Hrisikos
Makronisos, 2005

Videotaped action at Makronisos, 10 min

Courtesy of the artists

Toavog Nixog 6e Guvepyasio we TNV Sovea-AQT:
Kotedvov Mogrdavva, Avdumeng Aeovidag, Avxiapdomovdov Ailav, Avxidn PoTevi,
Ixovtine Kevetovtig, TGuovAng Koetog, Teavdg Nixog, Xeuotxog ©odwerig

Maxpdvnceog, 2005

Buvteosromnuévn doden 6t Maxpdvneo, 10 Aewrtd

Evyevied] moo69opd Tov xalALTe);

Nikos Tranos

Crimen Majistatis /

40 days- 40 nights, 2007
Installation

Variable Dimensions
Duration 2 min.

Courtesy of the artist

Nixog Toavog

"Bvog wxpdg BactAoxtdvog /
40 nuépes - 40 voyreg, 2007
Eyratdctacn

MetaBAnTéq dlacTdoelg
AvGipxero, 2 AeTTd,

Evyevixd moo6popd tov xaAALTE




Zafos Xagoraris with Students of the Academy of Fine Arts, Munich and the Athens School of
Art, Athens

-/ 11, N cls- St 3 onts S1SNDENST 9 )
Minor Alterations of Legal Texts-Desiruction Documents Suspension, 2009-2014 Kostas Bassanos

Watchtower, 2013
12.46’X4.26’X4.26” (380X130X130cm)

Wood, ink, aluminum basins

Installation and performance
Variable Dimensions

Courtesy of the artists

Courtesy of the artist

Zagpog Zayoedens xot GoitnTés g Axadnuiog Kadodv Texvov tov Movdyov xar Tng XLyoAng Kadov

Texyvav Tng AdMvag Kwoetog Mmacdvog

Watchtower, 2013
12.46’X4.26’X4.26” (3802 Ocm)

VN0, WeAdVL, AExGVEG AAOVIVIOV

Minor Alterations of Legal Texts-Destruction Documents Suspension, 2009-2014
Eyxatactacn xow performance
MeTtaBAnTée dlacTdcELg

)" %1 6QOOG TOV % EYVOYV , . P
Evyevirly 1006¢006 TV %0AMTEYVOY Evyevid|, T006§006 T0v %aAMTEVY




Lucy Fradkin

Troubled Dreams, 2014

Acrylic gouache, collage, pencil, metallic thread on gesso paper
14X12 in. (35.56X30.48 c¢m)

Courtesy of the artist

Lucy Fradkin

Troubled Dreams, 2014

A%QUMXO Y%0VAG, %OAGL, WOADBL, UETAAMAO VAUO GE YAQOTI Y*EGO
14X12 ivtoeg (35.56X30.48 ex.)

Evyevixd] moo6popd tng %xahALTE) VLS0G

Antonia Papatzanaki
Tele-Visions, Perpetrator or Victim?, 2009-2014

Photograph mounted on aluminum
15 %4X2358 in. (40X60 cm)

Courtesy of the artist

Avtovio Hawatlovdxn

Tele-Visions, Ovtng 17 Ovue; , 2009-2014
PoToypapio 6e adovuivio

15 % X 23 5/8 ivteeg (40X60 ex.)

Evyevixd, w0o6¢p0opd Tng %aAALTEYVLS0G



Joan Giordano Janet Ballweg

Whitewashed Wiki Leaks, 2012 Eternal Misgivings, 2013
International newspapers, mixed papers corrugated cardboard, paint, graphite, wax Screen print on paper
62X45X3 in. (157.48X114.3X7.62 cm) 19X15 in. (48.26X38.1 cm)
Courtesy of the artist Courtesy of the artist

Joan Giordano Janet Ballweg

Whitewashed Wiki Leaks, 2012 Eternal Misgivings, 2013
Avedveig epnuepideg, SLAPOEG ¥VUATOELST YOQTLH, XOQETOVL, YOOWUO, YEOPITNS, %EQl MetaEotumio

62X45X3 ivtoeeg (157.48X114.3X7.62 ex.) 19X15 ivtoeg (48.26X38.1 ex.)

Evyevixl) mpo6@opd g #aMALTELVLS0G Evyevixn mpo6@opd Tng xalALTéyvidog



Doris Hakim

Muystical Illusion, 2014
Multi-Channel Video
With Sound Installation

Courtesy of the artist

Doris Hakim
Muystical Illusion, 2014
Bivteo TOAAGATADY %0voALl®dY

Evyevixdl] m0o69opd tng xaAALTE) VId0g

Eleni Mouzakiti

Breach, 2011

Giclee print

18X24 in. (45.72X60.96 cm)
Courtesy of the artist

EAévn Movloxitn

Breach, 2011

Extomoon Giclee

18X24 ivtceg (45.72X60.96 ex.)
Evyevixfy m006¢od t1g %0AALTEVLE0G



Danae Stratou

The Globalising Wall, 2012

Video Installation by Danae Stratou,
based on a text by Yannis Varoufakis

Courtesy of the artist

Aavan XtpdaTov

The Globalising Wall, 2012

Video eyxatdactacn awd v Aavdn LTedTov
Baciouévn ce éva xeluevo Tov I'dvvn Bagovgdxn

Evyevixn mpoc@opd Tng xaMALTéYvidog

Hee Sook Kim

Transformation P-1, 2014

Etching and lithography on Korean paper
26X39 in. (66X99 cm)

Courtesy of the artist

Hee Sook Kim

Transformation P-1, 2014

Xalxoyoapio xor MBoypopio 6 x00eaTL%O YOQTL
26X39 (vteeg (66X99 ex.)

Evyevixf, 10069ood t1g %aAALTE) VLS0G



Ericka Walker

Nuts, 2014

Multi-color lithograph
30X40 in. (76X102 cm)

Courtesy of the artist

Ericka Walker

Nuts, 2014

Eyyoouwn Awoyoapio

30X40 ivteeg (76X 102 ex.)

Evyevixfy m0069ood t1g %aAALTE) VLS0G

Roberto Visani

12 + 1 Foreign Currency, 2009

Over Land and Sea, 2013

Cardboard, hot glue

Variable dimensions; 67X84X43 in. (170.18x213.36x109.22 cm)

Courtesy of the artist

Roberto Visani

12 +1 Foreign Currency, 2009

Over Land and Sea, 2013

XoapTov, DepuoxdAia

MetafAnTég dracTdoelg: 67X84X43 ivtoeg (170.18 X 213.36X 109.22 ex.)
Evyevixd] moo6¢popd tov xaAMTE VY



Mary Ting

On the Collection & Display of Others, 2014
Cut paper, ink, soot, wax, string, tags
Springtime is Coming, 2008 27X30 in. (68.58X76 cm)

Video, color (video still)

Milena Popov

Courtesy of the artist
Courtesy of the artist

Mary Ting
Milena Popov On the Collection & Display of Others, 2014
Springtime is Coming, 2008 Kouuévo yooti, uehdvi, xdpBovvo, xepl, 6Yowvi, ETIXETEG
Bivteo, yoouo (video still) 27X30 ivtceg (68.58 X76 ex.)

Evyevind] moo6popd tng *xahALTé)vidog Evyevixi £po6(oed g xaAATé(VLB0G



Arthur Simms

Timeline, Black History #6, 2014

50X37 in. (127X94 cm)

Felt, markers, thread, paper, glue, metal,

Courtesy of the artist

Arthur Simms
Timeline, Black History #6, 2014
50X37 ivteeg (127X94 ex.)

Teoya, wapxaddool, vijua, xooti, x0AAa, HWETAALO

Evyevixd] m0o6(0ood Tov %aAMTE VY

Vangelis Rinas

Children and Rocks, 2014
X78% in. (200X200 cm)

Mixed media

Courtesy of the artist

Bayyéing Pivog

Children and Rocks, 2014

78 % X78 % ivtoeg (200X200 ex.)
MuxTi Teyvirt

Evyevixfy 10069opd Tov xaAATEVY




The Guerrilla Girls

Do Women STILL Have to be Naked to Get Into the Met. Museum?
2012

Offset lithography

Variable dimensions

Courtesy of The Guerrilla Girls

The Guerrilla Girls

AKOMA Ipémer o0 I'vvaixes va eivon I'vpuvés yo va Maovy 610 Mntomoditind Moveeio;
2012

Adoyoapio 6PGET

MetaBAnTég dLoGTAGELS

Evyevixfy mpospopd tewv Guerrilla Girls



Antonia Papatzanaki studied at the Athens School of Fine Arts, the Hochschule fiir Angenwandte Kunst in
Vienna and acquired her MFA from the Pratt Institute in New York. She is the recipient of many presti-
gious awards including F.V.S. zu Hamburg Foundation, Hellenic State Scholarship Foundation, Gerondelis
Foundation, Foundation for Hellenic Culture, Hellenic Ministry of Culture, and a prize from the Katonah
Museum of Art in New York. Papatzanaki has had fifteen solo exhibitions and has participated in many
group exhibitions in Europe and the United States. Her works are part of the permanent collections of the
Vorres Museum, the Copelouzos Collection, the Museum of Contemporary Art of Crete, the American College
of Greece, and numerous private collections. Several of her public works are on permanent display through-
out Greece. In her Tele-Visions series of photographs, Papatzanaki explores the various levels of reality and

pseudo-reality involved in the production and perception of an image.

Artemis Potamianou received her BFA from the School of Fine Arts in Athens and her MA from Staffordshire
University. Currently she is continuing her studies for an MPhil/PhD degree. Potamianou has had sixteen
solo exhibitions and participated in 61 group shows including the Ist Biennale of Thessalonica, the BIDA-
Biennale of Spain, 3rd Athens Biennale, Vista Mare Foundation, Pescara, International Young Art 2002:
Sotheby’ s Amsterdam, Sotheby’ s Tel Aviv, Sotheby’ s Moscow, Change and Partner Contemporary Art,
Bonhams, London, The Benaki Museum, Athens, Biennale Internazionale Dell’ Arte Contemporanea, Flor-
ence; Open 15 - International Exhibition, Venice, and Tensta Kulturhus-Tensta House of Culture, Stockholm,
among others. In her work Potamianou examines the power that institutions like museums, enforce upon

contemporary art and culture.

Janet Ballweg received her BS in Printmaking and Drawing from University of Wisconsin and her MFA
from University of Illinois. Ballweg’s work has been acquired by prestigious private and public collections
around the world including Guanlan Print Base, Guanlan, China; Guangzhou Museum of Art, Guangzhou,
China; Chongqing Artists Association, China; Fine Arts Work Center, Provincetown, MA; Florean Museum,
Romania; International Graphics Museum, Giza, Egypt; University of Wisconsin, Kanagawa Prefectural
Gallery, Kanagawa, Japan; Southwest Missouri Museum; Ohio University Galleries; Springfield Museum,;
Purdue University; University of Dallas; University of Cincinnati; among others. Her work examines human
relationships using everyday objects to explore psychological tensions. The work in the ASFA exhibition
speaks about the push-pull dynamics of unbalanced relationships — expectations, hopes, hurts, despair, and

questionable redemption.

Marcus Benavides received his BFA from Texas A&M University-Corpus Christi, Texas, and his MA and MFA
from the University of Wisconsin at Madison. He has participated in many exhibitions across the United
States, including at John Jay College, New York, NY, and the Stedman Gallery, Rutgers University, New
Jersey. He was the recipient of the first-pace award at Next: Print Matters, Houston, Texas. In 2012 he par-
ticipated in an artist residency for printmaking at the Venice Printmaking Studio. His print series sets out
to create a group of contemporary saints. He chooses figures that are seemingly unworthy of attention, let
alone admiration like the common commuter on a metro train. It is through his depiction of them, that he

can highlight the misguided use of the term idealization.

Christophoros Doulgeris studied at the Universtity of Crete and at Camberwell College of Arts in London.
Doulgeris’ work searches for architectural traces related to human culture in a landscape form, or Landart.
In his ASFA works Doulgeris examines how the lifestyle and community of fishermen at Lake Kerkini oc-
cupies nature, on the one hand - by being subject to the laws of nature - but, on the other hand, how they
are forced to live like outlaws to defend themselves by taking the law into their own hands. These fisher-
men build shack communities in the middle of nowhere not only to support their livelihood but also for the

survival of their ancient profession.

Christina Mitrentse is a multidisciplinary artist who earned an MFA and P.G Diploma from the Chelsea Col-
lege of Art & Design and a PGCE from the University of Greenwich, London. Her work has been presented
extensively in solo and group exhibitions in galleries, museums, and public spaces including the Liverpool
Biennial UK, XV Biennial Mediterranean Thessaloniki-Rome, and ICA London. Mitrentse’s work has been
acquired by prestigious private and public collections around the world. She is known for constructing
provocative narratives and poetic ensembles of idiosyncratic institutions through manifold processes of

vintage book-sculpture, drawing, screen-printing, and productions of site-specific installations.

Danae Stratou received her BFA from Central-St. Martins College of Art and Design, London Institute, Eng-
land. She has exhibited widely including at The Adelaide International, Australia, La Verriere (Fondation
D’ Enterprise Hermes), Belgium, 5th International Biennial of Contemporary Art, Armenia, 1st Thessaloniki
Biennale, Greece, 1st Valencia Biennale, Spain, and the 48th Venice Biennale, Italy. Her work consists of
large-scale installations and audio-visual environments. Thematically, she especially features walls that
have a longstanding relationship between both the liberty from fear and the subjugation to another’s will.
They grow taller, longer, more impenetrable, and leap from one continent to the next. They are globalizing.
From the West Bank to Kosovo, from the gated communities of Egypt to those of California, from the kill-
ing fields of old Ethiopia to the US-Mexico borders, a seamless-like wall meanders on its way physically and

emotionally. In her work Stratou investigates the wall’s spectre and influence on human beings.

Eleni Mouzakiti studied at the University of Athens after which she attended universities in Berlin and Hei-
delberg. She holds an MA in photography from Goldsmiths College and a PhD from the University of Derby,
England. She has exhibited her work widely in solo and group shows in Greece and abroad. Her works have
been collected by the Portland Art Museum, Portland, Oregon, The State Museum of Contemporary Art,
Thessaloniki, Greece, The Thessaloniki Museum of Photography, and the ACG Art Collection. In her work
Mouzakiti investigates the future of the “Colossus of Prora,” the former Nazi resort on Ruegen Island that
is an example of Third Reich architecture and remains a topic of conflict. She believes that it serves as a

bridge in managing the memory of the Nazi period.

Lucy Fradkin is a self-taught artist and educator whose works have been acquired by prestigious private
and public collections around the world, and she has shown at such institutions as the Holter Museum of
Art, MT, The Bellarmine Museum of Art, Fairfield, CT, the Nancy Margolis Gallery, New York, New York, the
Nicolayson Museum of Art, Casper, New York and many others. She is the recipient of many prestigious
awards including those from the Marie Walsh Sharpe Art Foundation, Pollock-Krasner Foundation, Adolph
and Esther Gottlieb Foundation, New York Foundation for the Arts,Vermont Studio Center, and many more.
Fradkin’s work was inspired by the impact of personal history and folklore that is evident in the presenta-

tion of gender and race issues.

Helen Frederick received her BFA and her MFA from the Rhode Island School of Design. As an advocate for
and active participant in the Washington, D.C. metropolitan area arts scene and has served on the directo-
rial boards of alternative art spaces, various local and national boards and national peer-review panels.
She has given lectures around the world, always emphasizing collaboration across disciplines. Throughout
her life her passion for diverse cultures and histories has led her to travel in order to observe the material

cultures of many societies, their skills, ideas, and to make connections among disparate cultural traditions.

Helen Gerritzen received her BFA and her MFA from the University of Alberta, Edmonton, AB, Canada. She
has shown her work individually in Canada and the United States, most recently in a solo exhibition at the
Allen Frank Gallery in Houston, Texas. She has also participated in numerous group exhibitions globally

including those at Texas Tech University, Lubbock, TX, John Jay College, New York, New York, Mimar Sinan



University, Istanbul, Turkey, Illinois State University, Normal, IL, Silpakorn University, Wang Tha Phra,
Bangkok, Thailand, Tama Art University Gallery, Tokyo, Japan, and the University of Alberta, Edmonton,
Canada, as well as other venues across Europe and Asia. In her work, Gerritzen plays with symbol and myth
while using objects to evoke visual metaphors relating to the female body. The work questions the body’s

long history as a repository of cultural, sexual, medical and religious meanings.

Frank Gimpaya received his BFA and completed coursework for an MFA at Hunter College, CUNY. He cur-
rently teaches at St. Peter’s University in Jersey City and at John Jay College of Criminal Justice, City
University of New York, New York, NY. He is responsible for the founding of Nueva Luz- a respected photog-
raphy journal published by En Foco, Inc., a not for profit organization supporting diversity in photography,
where he still serves on the Board of Directors. Gimpaya’s work has been acquired by prestigious private
and public collections around the world. He is a recipient of a New York Foundation for the Arts Fellow-
ship in photography and a Creative Artists Public Service Fellowship from New York State. The photograph
shown at the ASFA exhibit is part of a series on the South Bronx taken in 1978-79 whereby he photographed

many addicts while in the process of detoxifying at the Lincoln Hospital Detox Acupuncture Research Unit.

Joan Giordano received her BFA from Hunter College, New York, NY, and her MFA from Pratt Institute,
Brooklyn, NY. She is represented by June Kelly Gallery in New York, and her solo shows include those at
the Staten Island Museum, New York, New York, Union Gallery of the State University of New York at Sto-
nybrook, New York, The American Museum of Papermaking, Atlanta, GA; The Hammond Museum, North Sa-
lem, New York, College of Staten Island, New York, Danville Museum of Art, VA, Longview Art Museum, TX,
Museum of the Permian Basin, TX, Gallery East, College of Eastern Utah, UT, and Lamar Dodd Art Center
and Museum, GA. She exhibited in the 2009 International Women Artists Biennale in Incheon, Korea; and
the 2011 Sofia Paper Biennial, Sofia, Bulgaria. Giordano is committed to a pluralistic approach in which she
makes painting-like objects out of non-traditional materials. For her, it is a physical process of turning one
object into another and subverting the uses of materials while simultaneously creating a framework from
which to gage the impact of a range of political, economic and aesthetic concerns. She deals with social

issues as seen in the press, especially featuring the inequities perpetrated on women.

Giorgos Papadatos studied at the Academy of Fine Arts, Rome. His solo shows include those at the Société
Réaliste, Paris, Salon de Vortex, Athens, E31 Gallery, Athens, Galleria Umberto di Marino, Naples, and The
Media-Palazzo delle Esposizioni, Rome. He has participated in many group shows in Greece and abroad, as
well as taken part in -residency programs such as Nordisk Kunstarsenter Dalsasen, Dale i Sunnfjord, Nor-
way, and the Centre International Couvent des Récollets, Paris. The work presented at the ASFA exhibition
refers to the right to housing in connection with property. Starting from 5 m2 per person, which was the
right for people’s housing in the Soviet Union, an ironic, sarcastic mood deals with the loss of this right,
and the violent marginalization of an “integrated” part of society in developed countries. In such a society,
the experience of economic recession and civil rights prove to be ironic ideas. The 5 for all is an installa-
tion consisting of housing models that stand more as symbols of socio-economic power than as satisfaction

of fundamental human needs.

Doris Hakim is a visual and performing artist who received her education from the Theological School of
the Kapodistrian University of Athens and from the Athens School of Fine Arts. In her performance and
video entitled, Mystical Illusion, Hakim borrows the Buddhist mandala ritual, using the symbols of the three
monotheistic religions of her country, Palestine-Israel, Christianity, Judaism, and Islam, to comment on the
corrupted influence of the Divine on the human perception of the world. In the Holy Land, a place of coex-
istence of these three major monotheistic religions, she attempts to “exorcise” any religious feeling, real-

izing a clearance of metaphysical entanglements. The three soils either become one or destroy one another.

Toannis Savvidis acquired his MFA from the Hochschule der Kunste, Freie Universitaet, Berlin. With a focus
on architectural narrations and alternative apprehensions of urban planning, his visual practice utilizes
drawing, video and site-specific installation. Savvidis’ work has been exhibited in museums, galleries,
project spaces and festivals in Berlin, Athens, Thessaloniki, Warsaw, Catania, Istanbul, and Belgrade, to
name a few. He is a collaborator/member of the Rufus Corporation, New York, and the LoAndBehold art-
ists group, Athens. Lina Theodorou, his collaborator studied at the School of Fine Arts in Athens, and the
Hague, Netherlands. She works primarily through video and installations. She has participated in shows at
the National Museum of Contemporary Art, Athens, EMAF, European Media Art Festival, Osnabrueck, Deste
Foundation, Athens, Neue Galerie am Landesmuseum Joanneum, Graz, Museum Fridericianum, Kassel, 8th
international Istanbul Biennial, ev+a Limerick Biennial, 53rd International Short Film Festival Oberhau-
sen, 11th International Architecture Exhibition Venice Biennial, and the State Museum Of Contemporary
Art, Thessaloniki. Situated in Berlin, Silver Patrol is a video work which appropriates the aesthetics of war-
zone television reportage, calling into question the distinction between civic space and battle zone; history

and spectacle.

Hye-Seung Jung received her BFA from Hong-lk University, Seoul, South Korea, and her MFA from the
University of Calgary, Canada. Her work has been shown nationally and internationally in exhibitions
at such prestigious venues as Berlin at Prinzessinnengarten/Gartenstudio, Berlin, Germany, Wreck City:
an epilogue for 819, Calgary, Canada, Youkobo Art Space, Tokyo, Japan, and Artfoyer CAVIGELLI, Zurich,
Switzerland. She has participated in multiple residency programs including The Banff Centre Creative
Residency and the International Art Studio, Goyang, Korea. She is also a recipient of a number of grants
from the Alberta Foundation for the Arts and the Canada Council for the Arts. Her current artistic practice
consists of observing diverse built-environments as they relate to human interaction, a sense of belonging,
and creation of culture. Jung attempts to examine value and culture embedded in built-environments and

their impact on one’s identity and psychology.

Nikos Kessanlis (1930-2004) studied at the Athens Academy of Fine Arts (1950-5) after which he attended
the School of Art Conservation in Rome (1955-9) and simultaneously took lessons in mural painting and
engraving at the Scuola delle Arti Ornamentali di San Giacomo. He has enjoyed over 30 solo exhibitions in
Greece and abroad at the MMCA, Nouvelles aventures de 1'objet, Paris (1961) and Three Proposals for a New
Greek Sculpture, Venice (1964). Kessanlis represented Greece at the Venice Biennale in 1988. In 2000, he
produced Queue for the Omonia Square underground railway station, in Athens. Kessanlis has received the
Modigliani Award (1959), an honorable commendation at the Sao Paulo Biennale (1961), the Premio Lissone,
and first prize at the Salon de Montrouge (1997). Kessanlis’s 1950s work reflects the impact of Art Informel
and Abstract Expressionism, whereas during the 1960s in Paris he became ideologically close to the New
Realists and played a leading part in the creation of Mec-Art. He returned to Greece in 1980 to teach at the
Athens Academy of Fine Arts. His subsequent tenure as rector (1991-5) and the transfer of the Academy’s
ateliers to premises on Pireaus Street offer tangible testimony to his social concern for visual art in Greece.
The structure of the image, the significance of gesture, the question of multiple reproduction, and the

viewer’s involvement in the end product have been unfailing concerns throughout his career.

Hee Sook Kim received her MFA and BFA from Seoul National University and an MA from New York Uni-
versity. Kim has received a Pollock-Krasner Foundation grant, a Leeway Foundation award, and a grant
from the State Foundation of Culture and Arts in Hilo, Hawaii. Some of her solo exhibitions include those
at Yongeun Museum, Korea, Chi Gallery in New York, Art Museum in University of New Mexico, Artsfo-
rum Gallery in New York, Dana Gallery, Phillips Museum of Art, Franklin and Marshall College, the Bronx
Museum, the Drawing Center, Bronx River Art Center, the Queens Museum in New York, Lincoln Center in
Colorado, the Museum of Natural Sciences at North Carolina, and the Walter Wickiser Gallery in New York.
Kim’s work was inspired by Dream of a Butlerfly by Chuang Tzu in which she posits questions of identity

as a female immigrant in the United States and women’s rights.



Anthony Kirk is a master printmaker who studied at the Winchester School of Art in Scotland. He has
participated in multiple group exhibitions in United States and in Europe. Most recently his work has been
shown at the Manhattan Graphics Center, New York, National Arts Club, New York, John Jay Colege, New
York, Charles Krause Fine Arts, Washington, D.C., and at the 5th International Printmaking Biennial,
Douro, Portugal. His work Stilled Lives, a still-life of children’s alphabet blocks, spells out with sardonic
homage the name of Wayne La Pierre, the Executive Vice President of the National Rifle Association (NRA),

the financial influence of which has assured the failure of passage of stricter gun control laws.

Konstantinos Stamatiou was educated at San Francisco State University, Ohlone College, the University of
Texas at Austin, as well as the School of Visual Arts in New York. He has been the recipient of many awards
such as the Eugenie Kamrath Mygdal and Carolyn Kay Centennial scholarships. He has enjoyed numerous
solo and group exhibitions around the world at such venues as the Black and White Gallery, New York; the
Huntington Gallery, Austin, Texas, and at Technopolis Gazi, Athens. His work Taking Stock 11l investigates
the Annual compensations in 2006 of multinational corporations’ CEOs and other high-ranking officers
versus investor profits. Even though some of these companies no longer exist, their CEOs were responsible

for the recent global crisis.

Kostas Bassanos studied sculpture in Bologna, Italy, and at the Winchester School of Art in England. Bas-
sanos participated in exhibitions such Silence, Ileana Tounta Gallery, Athens, Greece; Mehr Als Schein /
Shining Through, Zone D, AdMva, Boiling Point, Kuenstlerhaus Vienna, Austria; and Monodrome, 3rd Athens
Biennial, Athens, Greece. The Watchtower refers to mechanisms in the exercise of power and territorial
control underlying concepts such as horizon and border (limits) that are variable and dependent on the
ruling class. Drawing on the tradition of Romanticism, the artist undermines the utility of the object that

resembles a watchtower, and repositions the viewer in relation to the concept of horizon itself.

Kostas Tsolis earned his BA at the School of Fine Arts at the Aristotle University, Thessaloniki. He has en-
joyed more than 12 solo exhibitions in such venues as the Batayianni Gallery and Nees Morfes Galleries
in Athens; Anymoni Gallery, loannina; and the One Room Gallery in Zurich, Switzerland, as well as the
Agora Modiano Gallery in Thessaloniki. He has also participated in many group shows in such places as
Arta, Thessaloniki, and Piraeus in Greece and abroad in Loubczow, Poland; Madrid, Spain; Germany; and
elsewhere. His works examine modern literature and ethnic identity while questioning the recording of the

psycho-geography, political gaze, and national mapping of folk in western modern literary genres.

Yujin Lee holds a BFA in Painting from Cornell University, School of Architecture, Art, and Planning and
is earning her MFA in Printmaking from Columbia University, School of the Arts. She has held one-person
exhibitions in Seoul, South Korea, and Berlin, Germany. She has also participated in group exhibitions at
the Water Tower Art Fest, Sofia, Bulgaria; The LeRoy Neiman Gallery, New York, NY; Kreuzberg Pavillon
Kassel, Kassel, Germany; Kunstwerk Carlshiitte, Biidelsdorf, Germany; Kreuzberg Pavillon Neukdlln, Berlin,
Germany; Freies Museum, Berlin, Germany; And the Hartell Gallery, Ithaca, NY, among others. Mighty Up
and Down examines the idea that the contemporary world is becoming ungraspable in the name of power
and progress, and how the world presents itself to us today as an oversimplified, black and white, and

human-less creature.

Cyriaco Lopes holds an MFA in Imaging and Digital Arts from UMBC, Baltimore, MD, and an MFA in Visual
Languages from UFRJ, Rio de Janeiro. Cyriaco Lopes’ work has been shown at The Contemporary Art Mu-
seum in Baltimore, MD, and Saint Louis, MO, at El Museo and at Apexart in New York, the National Museum
of Fine Arts, Brazil, The Museum of Modern Art in Rio de Janeiro and Salvador, Brazil, and the Sao Paulo Art
Museum (MASP). Crimes Against Love (Golden Dawn) is a project initiated in 2012 that memorializes victims
of homophobic violence. Previous instances have focused on Brazil, the United States, and Turkey. These

memorials are lyrical and political, instruments of remembrance and also excavations of the repressed.

Renee Magnanti received her BFA in painting and printmaking from SUNY at Buffalo, NY, and her MFA
from Tulane University, New Orleans, LA. Her work has been acquired by prestigious private and public
collections around the world including the Amarillo Museum of Art, Herbert F. Johnson Museum of Art,
Cornell University, the National Gallery, Sofia, Bulgaria, Sanbao Ceramic Art Institute, Jingdezhen, China,
SUNY at Buffalo, Stroock Stroock and Lavan, Best Products, the McKenzie Group, and others. Magnanti’s
inspirations are ethnographic and tribal and her work is a tribute to women’s creative endeavors, which is

a lawful human right.

Maria Ikonomopoulou studied art at the Free Academy of Fine Arts in The Hague, and at the Willem de
Kooning Academy, Rotterdam. She has exhibited widely at such venues as the Wilms Gallery, Venlo, the
Rechtsachter Fine Arts Center and the Mirta Demare Gallery in Roterdam, at Ileana Tounta, Athens, at City
Art Center, Gouda, and at Choros Technis, Athens. Ikonomopoulou’s work is about the complexity of human
relations and the ambivalent position of an individual who in such a context may hold feelings of attraction
and aversion at the same time. She questions the limits of individualism while examining the possibilities

of achieving balance between collective and individual longings.

Despina Meimaroglou has had over 25 solo shows and participated in important international exhibitions
at museums and art foundations in Greece, and in the USA. These include the Benaki Museum, Athens,
Pyramid Atlantic Art Center, Washington, DC, John Jay College of Criminal Justice, New York, NY, Colum-
bia College, Chicago, as well as in Paris, Milan, Toronto, the Czech Republic and Alexandria, Egypt. She
has also participated in two international Biennials at Biennale 2, Thessaloniki, and 2009 International
Women’s Biennale at Incheon South Korea. Meimaroglou captures and reconstitutes her own perception
of truth from layers of memory as well as from the mediation of social and media induced stereotypes.
Her work investigates the mutual relationship of reality and representation, truth and fiction, and also the

distortion of political facts.

Yiannis Melanitis holds degrees in painting, sculpture and digital arts from the Athens School of Fine Arts
and is presently a PhD candidate at the School of Architecture, in Athens. Among his solo exhibitions are
at the National Museum, Brasil; Biblioteque of Brasil; and the Tongeren Museum and Praetorium, Belgium.
Melanitis attempts to prognosticate that even official, state structures of dialectics that will be produced
in the future may derive from self-programming computers. He presents an interactive dialectical voice
through the computer, which participates in a philosophical dialogue with the public, remodeling the art
of rhetoric through calculation. His other series of artworks reference the mechanics of speech with the

concept of the alienation of logic from the human as its inward administrator.

Ibrahim Miranda graduated from ISA in 1993, and his works record the alienation of immigrants while
creating his own special cartography combining cities, streets, and houses. This extended concept of Cuba
is created by the visual conversion that geographers make of Cuba as alligator-island. Man island, world
island, and in the end, a poetic of the insular is the road to speak of himself. Miranda has exhibited widely
at Chi Wen Gallery, Taipei, Taiwan, El Reino de este Mundo Gallery, Biblioteca Nacional José Marti, Havana,
Cuba, Gravura Brasileira Gallery, Sao Paulo, Brasil, Galeria 23 y 12, Havana Galerie, Zurich, and Alonso
Art, Miami. He has also participated in numerous group exhibitions at Jyvakyla Art Museum, Finland,
MNBA, Havana, IX Bienal de Cuenca, Ecuador, Brooklyn Museum, and the Sydney Mishkin Gallery, New
York. His works are part, of the public collections of MOMA, New York, Thyssen-Bornemisza Contemporary
Art Foundation, Madrid, Museo de Gravura, Curitiba, Van Reekum Museum, Appeldorn, National Gallery of
Art, Washington, D.C., Fundacién Cultural Televisa, Mexico City, LAM, Los Angeles, Graphicstudio, Tampa,
and the USF, Tampa.



Nina Papaconstantinou studied Fine Arts at Camberwell College of Arts in London. She has presented her
work in such important venues as the Drawing Center, New York, Ist Arezzo Biennial Arezzo, Italy, Athr
Gallery, Saudi Arabia, Martine Aboucaya Gallery, Paris, France, Fondation Hippocréene, Paris, 2nd Athens
Biennial, Athens, and the National Museum of Contemporary Art, Athens, Greece. Papaconstantinou ‘s work
24 Hours codifies the testimony of a woman taken to the penal island Makronissos, where political prison-
ers were held during the military Junta period of the Colonels. The artist uses correction pen, to erase and
correct rather than reveal, and text in order to bring out each letter’s relief image within the relationship
of white on white. What remains ultimately is its trace that subtly hints at the presence of the text, while

alluding to the relationship between memory and oblivion, as well as between recording and erasing.

Bill Pangburn received his BA from Tulane University in New Orleans, LA, and also studied at the Philipps-
Universitdt in Marburg an der Lahn, Germany. He earned an MFA from Pratt Institute in Brooklyn, New
York. His work is a part of the permanent collections of the Brooklyn Museum, Brooklyn, New York, the
Corsino Cattle Company, Texas, Dishman Art Museum, Lamar University, Beaumont, TX, Henan Museum,
Zhingzhou, China, McKenzie & Company, Florham Park, NJ, National Gallery/Amateras Foundation, Sofia,
Bulgaria, Pratt Institute, Brooklyn, New York, San Angelo Museum of Fine Arts, San Angelo, TX, Sanbao
Ceramic Institute, Jingdezhen, China, among others. In his work Pangburn is conscious about the role water
plays as a very real and existential necessity for our daily existence. In the arid part of the world where he
grew up, the American Southwest, the awareness of water’s preciousness is always present because of its
scarcity. The current stress placed upon the water supply due to extensive and extended droughts, as well

as environmental degradation and inappropriate usage, has led Pangburn to deal with the issue.

Milena Popov received her PhD in the Theory of Art and Media from the University of Arts in Belgrade
and her BFA and MFA from the Academy of Arts, Novi Sad, Serbia. Her work is included in both public and
private collections around the world, including the Museum of Contemporary Art of Vojvodina in Novi Sad,
Serbia. Springtime is Coming in the ASFA exhibition has to do with notions of privacy, femininity, and

identity as well as examining the power structures setting these criteria.

Arthur Simms received his BA and MFA from Brooklyn College, City University of New York. Simms has
been the recipient of numerous awards including the prestigious Louis Comfort Tiffany Foundation Award,
American Academy of Arts and Letters, Academy Award in Art, Fellowship in Visual Arts, American Acad-
emy in Rome, The Joan Mitchell Foundation Grant, among others. He has held 17 solo and two person ex-
hibitions, in the Irish Museum of Modern Art, Dublin, Ireland, Lesley Heller Gallery, New York, and Italia
Inghilterra, Cagliari, Italy. Selected group show participation includes Swan Hill Museum of Contemporary
Art, Hyogo, Japan, LC Bates Museum, Hinckley, ME, Museo de Arte Contemporaneo, San Juan, Puerto Rico,
Musée International des Arts Modestes, Séte, France, and the Brooklyn Museum, Brooklyn, New York.

In his ASFA exhibition work Simms has depicted the civil rights activist Fannie Lou Hamer; Rosa Parks be-
ing arrested; Paul Robeson the actor, singer, civil rights activist; and the Supreme Court Justice Thurgood
Marshal. This mixed media piece is a portrait of all four who were instrumental in the civil rights move-

ment during the 20th Century.

Mary Ting holds a BFA from Parsons School of Design, completed advanced studies at the Central Academy
of Fine Arts, Beijing, and earned her MFA from the Vermont School of Fine Arts. Ting has been awarded
grants from the New York Foundation for the Arts, the Lower Manhattan Cultural Council MCAF, the Got-
tlieb Foundation, the Lambent Fellowship, and the Pollack Krasner Foundation, among others. She has
been artist in residence at the MacDowell Colony, Lower Eastside Printshop Special Editions, Dieu Donne
Papermill Workspace, and others. Her solo exhibitions in the New York include ones at the Lambent Foun-
dation, Dean Projects, and Kentler International Drawing Space. Her international shows include Art Stays

9, Slovenia; 2009 International Women’s Biennale, Incheon, Korea; and the Sofia Paper Biennial, Bulgaria.

Ting’s varied work is layered with images of animals, ghosts and female body parts. Her compilation of as-
sociational and discordant images from personal memories, family stories, and folk and literary references

delves into human universal fears, superstitions and anxieties.

Vangelis Rinas holds an MFA from the Athens School of Fine Arts in Athens, Greece. Rinas has exhibited
widely in Greece and New York among other international venues. His ASFA exhibition painting deals with
the issue of child labor that in many parts of the world still exists and is cruel and primitive. The number
of working children is huge, and their exploitation is inhuman. These youths, who are not only driven into
slavery-like circumstances, never experience the joy of innocence in their lack of freedom. Rinas depicts
their innocent pure souls as locked in stone. They are trapped in an environment of stone, imprisoned and

sealed, while looking out at us with apathy in their eyes.

Roberto Visani, holds a BFA from Minnesota State University, Mankato, and an MFA from the University of
Michigan. He has exhibited his work internationally in such venues as the New Museum of Contemporary
Art, NY, The Studio Museum in Harlem, NY, The Bronx Museum of Art, NY, Yerba Buena Center for the Arts,
San Francisco, CA, The Contemporary Arts Center, Cleveland, OH, Barbican Galleries, London, UK, and the
Ghana National Museum, Accra, Ghana. Visani has been awarded artist residencies from the Lower Man-
hattan Cultural Council, Henry Street Settlement, and Art Omi, to name a few. He is a former NYFA Artist
Fellow in Sculpture and Fulbright fellow to Ghana. As part of his Fulbright activities he began creating his
iconic gun sculptures. These works have been reviewed in such publications as the New York Times, Art

Forum, Art News, and Frieze.

Fricka Walker holds a BS from the University of Wisconsin-Madison and an MFA from the University of
Tennessee-Knoxville, TN. Exhibiting widely, recently her work has been included in 7th Douro Biennial,
Douro, Portugal, at the Cannery Gallery, San Francisco, CA, Kunstlerhaus, Vienna, Austria, Fred Jones Jr.
Art Museum, University of Oklahoma, Norman, OK, 808 Gallery, Boston, MA, and the Miedzynarodowe Tri-
ennale Grafiki — Istanbul, Tophane-i Amire Culture and Art Center, Istanbul, Turkey. She uses printmaking
and its vernacular history to create graphic works that address the contemporary pitfalls of propaganda
and nostalgia in design and visual communication, pitting human vulnerability against an ageless rhetoric

of power.

Yiannis Grigoriadis attended the Athens School of Fine Arts, continuing his post-graduate studies in video
art and video installation at Staffordshire University, England. He has participated at prestigious venues
in Vienna, Athens, Berlin, and in solo and group shows. His work studies the city, highlighting multiple
readings through systematic recording, while examining the built environment as a reservoir of meanings
that constitute memory in the aftermath of the First World War. This aftermath led to the political, social
and economic bankruptcy of the European States and to the emergence of the fascist movement as a racist,
nationalist and cultural manifestation of “origin.” All these vague issues of deflection, built a historic déja
vu inscribed in the series of works entitled Marks of Identity. Research on the coat of arms of the youth and
fascist movements of the era lead to the deconstruction and alteration of the old symbols, which are merged

with new ones, in order to redefine the fears and dystopias of contemporary society.

Inmi Lee holds a BFA from the School of the Art Institute of Chicago and an MFA from the Rhode Island
School of Design. She has exhibited widely in such places as Berlin, Germany; Seoul, Gwangju, and Incheon
in South Korea; Madrid, Spain; Old Westbury, New York; Kutztown, PA; and Providence, Rhode Island.
Mother created for the exhibition at ASFA, is about language that has always been at the center of indi-
vidual, familial, economic, and social struggle. With migration spoken language has become a political tool
and has been used to measure social acceptance —and the power gained from such acceptance—to create

winners and losers. Mother, done in collaboration with Kyle McDonald, suggests a flexible understanding



of language by translating it to a visual language, capturing the temporal and turning it into permanent.
Mother is a series of sculptures and videos that provides a change in the scale of experience from audible
and intelligent knowledge to a visual and tangible form through translation of thoughts and translation

of technology.

Michalis Manousakis studied at the Athens School of Fine Arts and has presented his works in 24 individual
exhibitions and has participated in many important group exhibitions. He has represented Greece in inter-
national art exhibitions where he has been awarded distinctions and prizes for his work. His works can be
found at “Olivepress - Art Factory” and in many other important public and private collections in Greece
and abroad. His work The Eagle Scouts refers to the period during World War II when Greece was under
German occupation (1940 -1944) and children had been inducted into the resistance forces because their age
rendered them above suspicion. Manousakis questions the purpose of toys and the role they play in the life

of children today, while examining what that difference may be.

Aggelos Antonopoulos studied at the Athens School of Fine Arts and has enjoyed over 14 solo exhibitions
including those at the Municipal Gallery, Athens; Art Athina Titanium Gallery; Art Forum Tsatsis, Thes-
saloniki, Nees Morfes, Athens, Citronne, Poros, Apocalypse, Nicosia, and The Art Foundation in Athens. He
has also participated in many group exhibitions in Greece and abroad. He has painted murals at the IDEAL
cinema in Athens and Cineac cinema in Pireaus. Antonopoulos’s work deals with the concept of memory

and is known for its simplicity of composition and restriction of color.

Jeongho Jeon in 1980, founded the Ttangkkeut (the ends of the world), a fine art circle at Chosun University.
He was jailed for violation of the national security law and was on a wanted list when he was a member of a
student led protest movement. He has been a member of Work and Play, the art department of Gwangju Min-
jung (people’s) cultural democratic movement association, the association for research on visual media arts,
the people’s arts council and the association of Gwangju people’s democratic art movement. He is still very
much involved in the Human Rights movement and the Chosun University democratic movement center as
a senior researcher. He is also a member of the Gwangju Jullanamdo people’s artist federation and people’s
fine arts council. Jeon’s woodcut Flower Dancer shows a woman dressed in pink performing a traditional
dance. But, the distress evident on her face, and body belie the happy circumstance of her performance. In

fact, the dancer has most likely been forced to perform thus her outstretched arms mimic a crucifixion pose.

Zafos Xagoraris earned his degrees from the Athens School of Fine Arts and the Massachusetts Institute
of Technology, earning his doctorate from Athens Technical University. He has taken part in exhibitions
and interventions at the Museo Riso in Palermo, Italy; at Termini Imerese, Manifesta 7, 1st Biennial Fin
del Mundo, 1st Thessaloniki Biennial, and the 27th Biennial Sao Paolo. His work involves interventions and
performances that deal with the disintegration and re-construction of structures. For the ASFA show Xago-
raris collaborates with students from the Academy of Fine Arts, Munich, and the Athens School of Fine Arts
to recreate a work originally done in 2009 at the Museum of Wroclaw made of discarded furniture shown

together with related documents of their destruction.

Georgios Hadjimichalis studied art at the Hammersmith School of Art in London. He has shown in many
prestigious institutions such as the National Museum of Contemporary Art, Athens; the MMCA Macedonian
Museum of Contemporary Art; CRAC-Centre Regional de Sete, France; the Bernier/Eliades Gallery, Athens;
and the Batayianni Gallery in Greece but also abroad in France, Germany, and in New York, where he
showed at MOMA/PS1. He represented Greece at the Venice Biennale in 2005 and at Documenta 9 in Kassel.
His multi-piece large work for the AFSA show can be read as the many faces of an immigrant - perhaps
even his predicament with immigrant status in the acculturation process where he is just a number much

like Hadjimichalis’ titles about rubber stamps.

Marios Spiliopoulos studied with Hundertwasser in Vienna after which he attended the Athens School of
Fine Arts and is the recipient of the Prix d’Alexandrie at the 18th Biennale at Alexandria, Egypt. He is an
internationally known artist who has enjoyed many solo shows and exhibitions in Greece in Athens, Halki-
diki, Thessaloniki. He has shown abroad in Frankfurt and Hamburg, Germany; London, England; Ghent,
Belgium; Glasgow, Scotland; Madrid, Spain; Istanbul, Turkey; Paris, France; and Tel Aviv, Israel, among
others. His recent project for the ASFA exhibition deals with the human trace, particularly of people with
immigrant status. Photography as a historical document that traces their past life and shows their pres-
ent predicament in acculturating. This work is comprised of a 1922 photo of Asia Minor immigrants with
superimposed images of the Pakistani immigrant community in Eleusis from 2008. Thus Spiliopoulos cre-

ates a palimpsest of imprints that documents the presence and simultaneously the absence of the refugees.

Who are the Guerrilla Girls?

We’re a bunch of anonymous females who take the names of dead women artists as pseudonyms and appear
in public wearing gorilla masks. We have produced posters, stickers, books, printed projects, and actions
that expose sexism and racism in politics, the art world, film and the culture at large. We use humor to
convey information, provoke discussion, and show that feminists can be funny. We wear gorilla masks to
focus on the issues rather than our personalities. Dubbing ourselves the conscience of culture, we declare
ourselves feminist counterparts to the mostly male tradition of anonymous do-gooders like Robin Hood, Bat-
man, and the Lone Ranger. Our work has been passed around the world by kindred spirits who we are proud
to have as supporters. It has also appeared in The New York Times, The Nation, Bitch and Bust; on TV and
radio, including NPR, the BBC and CBC; and in countless art and feminist texts. The mystery surrounding

our identities has attracted attention. We could be anyone; we are everywhere.

Savra Art group, Kotsanou Marianna, Leonidas Liambeys, Lillian Lykiardopoulou, Likidi Marianna, Skantzis
Konstantinos, Tzimoulis Kostas, Tranos Nikos, Thodoris Hrisikos, is a performance organized by Nikos Tranos
about the island of Makronisos. This place is of great significance for modern Greek collective memory
where Greek citizens politically orientated in the left became exiled and some lost their lives at times of
suppression of civil rights and liberties. The performance drew this time on a body of political refugees
from Eastern countries and consisted of the participation in meals and the building of a simple but solid

monument at the end.

Nikos Tranos, has had several solo shows at the Artio Gallery, in Athens, the AD Gallery, Athens; and at the
Kalfayan Gallery, Thessaloniki. Selected group shows include those at; Sem-Art Gallery, Monaco, M.M.C.A.,
Thessaloniki, Saledo, Italy, Makronisos Greece, National Gallery of Tirana, Hellenic- American Union, Ath-
ens, DESTE Foundation, Centre for Contemporary Art, Athens, the Macedonian Museum of Contemporary
Art”, Thessaloniki, International ad exhibition, Kassel, Germany, Gallery Marstall, Berlin and Kunsthallen
Brandts Klaedetabrik, Odense, Denmark, Internalionale Triennale des Kunsthandwerks, Erfurt, Germany,
Wielka 19 Gallery, Poznan, Poland. His ASFA works constitute photographs, video and photographic instal-

lations of the disenfranchised, the trapped, jailed or otherwise punished members on the fringes of society.



H Avtevia Hawotlovdxn @oitnee 6tv Lyod| Kadov Texvov tng Ad¥Ava, 6tn Biévvn 6t Hochschule Fur An-
genwandte Kunst xow wpe to MFA (Master of Fine Arts) aw6 to Pratt Institute otn Néo Yopxm. Eyxer AaBel
TOAMAG onuovTixd Boodeio wetagd dAAwy amwd To F.V.S. zu Hamburg Foundation, to EAAnvixd Tdpvuo Keatixov
YrwoTpopLmv, To Idouua 'epovtédn, To EAAMvixd Toovua HoAiticuov, To EAMvixe Yrwoveyeio IToAiTicuov xor To
Katonah Museum of Art tng Néag Yopxne. H Hoaswoatlavdxn éxer exdécer To tn dovAerd Tng 6¢ 15 atomxnés exdécelg
X0l €YEL GUUUETAGYEL 68 TOANEG ouadixég 6TNy Evpomn xaw 6tig Hyvouéveg IloMteleg Apeoixig. 'Epyo Tng awotedovy
u€pog Tng woviumg GLAAOYNG Tov Moveeiov Bopeé, Tng ZvAloyfg KomeAov{ov, Tov Movceiov XoOyyeovng Téxvng
Kontng, tov Apepixovixot Koleyiov EAAGDag xot TOAGOIWDUGY WBLOTIXOY GVANOYOVY. ANudcta éoya Tng elvar woviua
eYraTecTNUEVE 68 dLdPopeg OAeLg Tng EAAGdag. H celpd poToyoaduov Tele-Visions tng Hawatlovdxn diepevvd Ta
dLapopor eTTiTEDO TNG TEAYUATIXNOTNTOG %0t TNG PeVOiGONGNG TNG TOV EUTAEXOVTOL GTNY TAQOYWYT %0l avTIAnPn

wlog eLxévag.

H Agtewg Iotautdvov wtfipe to BFA (Bachelor of Fine Arts) amw6 tn XyoM| Kadov Texyvov tng AdNvag xot To
MA om6 to Staffordshire University. Tnv mepiodo avti cuveyiler Tig 6w0ovdég Tng Yoo To dimAowo, MPhil/PhD.
H Totawdvov éyxer xaver 16 atowxés exdécelg xaw cuupueteiye 6e 61 opadixés, ueta&d dAAwv ctnv 1n Biennale
Besoahovinng, BIDA-Biennale oty lomavia, 3 Biennale A%vvag, Vista Mare Foundation, Pescara Interna-
tional Young Art 2002, Sotheby’s Auctegvraw, Sotheby’s Ted ABiB, Sotheby’s Mdoya, Change and Partner Con-
temporary Art, Poun, Bonhams, Aovdivo, Moveeio Mmevdxy, A¥fva, 6ty Biennale Internazionale Dell” Arte
Contemporanea, ®Aopevtia, Open 15-International Exhibition, Bevetia, 6to Tensta Kulturhus- Tensta House
of Culture, XtoxydéAun. H Ilotouwtdvov 6ta éoya Tng e€eTdler TNV LGY0 7OV eMBAANOVY %dTOLRL LBEVUATA OTWG T,

UOVGELD ETAVD GTNY GUYYEOVT TELVN %ol TOV TOMTIGUO.

H Janet Ballweg IIfjpe to BS (Bachelor of Science) 6tn XapoxTixn xor 6To Lyédio amd To University of Wiscon-
sin xow MFA (Master of Fine Arts) awé to University of Illinois. 'Egya tqg Ballweg BoloxovTal 68 6nuovTixég
WLOTLXEG %0l dNUOGLEG GVAMOYEG 6E OAO TOV %06u0 6Twg 6Ta, Guanlan Print Base, Kiva, Guangzhou Museum of
Art, Kiva, Chongqing Artists Association Kiva, Fine Arts Work Center, Provincetown, MA, Florean Museum,
Povuavia, International Graphics Museum, I'xila, Aiyvmtog, University of Wisconsin, Kanagawa Prefectural
Gallery, lamovia, Southwest Missouri Museum, Olio University Galleries, Springfield Museum, Purdue Uni-
versity, University of Dallas, University of Cincinnati, Cincinnati, x.a. To égya Tng egetalovv Tig avdowmiveg
GYEGELG YONGLUOTOLOVTAG OVTLXELUEVD TNG xadnueovig Long yio v diepevvicel Puyohoyixég evtdeelg. To €Yo
NG GTNY ToEOVGH ExDEGn ava@EpeTol Tig dvvaulxég EAENG xul am®@dNGNG TOV GVIGOPEOTOY GYEGEOY — TEOGOOXIES,

eATideg, amdYVOGeY, TANYEG xal au@LeBNTAGIUY AVTEWGT.

O Marcus Benavides wijpe to BFA (Bachelor of Fine Arts) amw6 to San Antonio A &M University Corpus-Christi,
Texas xow to MFA (Master of Fine Arts) aw6 to University of Wisconsin, Madison. ‘Eyet cupuuetdoyer 6e woAAég
exdéoelg otig Hvouéveg IloMteieg Tng Aueorxils 6wwg John Jay College, Néo Yéoxm, Stedman Gallery, Rutgers
University, New Jersey. 'Elafe To mpwto Beafeio Next: PrintMatters, Xwovetov Té€ag. To 2012 cvupeteiye 6To
TeoYoouUe PLA0EEViag xaAMTEYVOY Yiow T yoeaxTixl 6To Venice Printmaking Studio. H 6elpd Tov yopaxtixov
TOV ETLOLOXEL VO DNULOVEYTNGEL Wior OUAd0 aTtd GUYE0VOVS arylovg. EmAéyer gpryovpeg wov elvol powvouevind avagieg
TEO0GOY1G, TOGO UWAAAOY DavUacUov, 6TWG TOV %0LVOD ETLBATY TOV UETOXLVEITOL W TO UETEO. MEG® TNG OTTELXOVLGTG

TOVG, AVASELXVVEL TNV AGTOYN X6 TOV 60V eELd0Vi%eVGT).

0O Xo16t0¢000og AovAyépng cmovdace 6to IlavemioTriwo Kofitng xaw 6to Camberwell College of Arts, tov Aovdivov.
To £oy0 Tov AOVAYEEN €QEVVE T CEYLTEXTOVLXG YV TOV VO, GXETILOVTOL UE TOV avdOTLVO TOMTIGUS Ge UoEPM
Tomiov 1| TéEXVN Tomiov. Xta épyo TG €xdeong oty AXKT o AovAyépng eEeTdler TG 0 TEOTOG LoNG %o 1 %0LvoTNTA
TV aMéov 6T AMuwvn Kepxivn xatalaubdver T QUGT, amwd TN wio, TAELEG - Ue TO VO VITOXELVTOL GTOVG VOUOVS TNG
PU61NG - AAAG, aTTO TNV AAMY TAEVQG, TG OL GMEIG EIVOL OVOrYXAGUEVOL VoL LOVY G TAEEVOUOL YLO, VO VTTEQAGTLGTOVY
TOVG £0VTOVG TOVG TALEVOVTOG TO VOUO 6Ta xEota Tovg. Ot adieig orvTol YTILOVY %0LVOTNTEG OTTO TAQCYXEG GTT UEGT TOV

wovdevd Oy udvo Yo va eEacPoricovy Ta TEOG TO LMY, aAAG %ar yLor TNV EMBIOGT TOV aE) AoV emoryYEAUOTOG TOVG.

H Christina Mitrentse wfjpe to MFA (Master of Fine Arts) xot P.G.Diploma asé to Chelsea College of Art & De-
sign xat emiong PGCE (Postgraduate Certificate in Education) amé to University of Greenwich London. To épyo
TNG EYEL TOPOVGLOGTEL EXTEVMG GE OITOWLXEG X0 OUadLxEG ExDEGELG 6E YraheQl, WOVGElD %o SNUAGLOVG XOEOVS OT®E 1
Liverpool Biennial UK, XV Biennial Mediterranean Thessaloniki- Rome, ICA London. To épyo tng Mitrentse
amwoxTNON®Ee ol WLOTIXEG xoL dNUOGLEG GUAAOYEG avayVOELGUEVOL %VEovG 6 OA0 Tov xdcuo. Eivor yveooth yio
TNV XOTOGKEVT] TEOXANTIXOV OPNYNGEDY X0l YLoL TOLNTIXE, GOVOAD, G LBLOGVYXQEOGLOXE OQYOVO UEC® TOAAUTAGY
dadLxaclov YMmTxNg amd vintage BLBAla, 6xEdLo, UETAEOTUTIN, X0 TAQUYOYEG EYXATUGTAGE®Y (installations) ce

GUYXREXQLUEVOVG Y WOOVG.

H Aowvdn Xtedtov éhade to BFA (Bachelor of Fine Arts) aw6 to Central- St. Martin’s College of Art and De-
sign, London Institute stnv AyyAio. ‘Exer exdécer cvpéwg dmwg 6to The Adelaide International, Avetpadio,
La Verriere (Fondation d’ Entreprise Hermes) 6to Bé\ywo, Sth International Biennial of Contemporary Art,
Aouevia, 1M Mmievdde oty Ococohovizy, EAAGSa, 1st Valencia Biennale, Ismavio xar 48th Venice Biennale,
ItaAia. To épyo Tng owoTedeiTan 0iTtd UeYAANG XALUOXOG EYXATOGTAGELS %0l OTTTLXOAXOVGTIXE TEQLBAAAOVTE. OEUATIXG
TEQLAMAUBEVEL VLG TOLY0VG TOV X0V Witk LaxEOYXEOVLL GYEGT UETAED TOGO TNG 0meAevdipwang amd Tov ¢oBo 660
%0L TNG VITOTAYNG 6TN VEANGN Tov dAAov. Tivovtar PNAGTEQOL, TLO GTTEOGTEANGTOL, UaXQUTEQOL X0 TNIOVY agtd TN
uio qmerpo 6ty aAAY. IlayxosuomotovvTor. Ao tn Avtixh ‘Oxdn 6to K6coBo, amd Tig mepLporyUéveg xotvoTnTEG
TG AvydmTov 6e owTég Tng KaM@dovia, amd to mwedio Savdtov Tng waldg Avdlomtiog 6ta cUvoeo Tov Hveouévev
TToATer@dv ue To Me€Lxo, éva ouoLoyevég Tely0g oLV EAGGETAL GTNY TOQELC TOV QPUGLXE X0 GUVOLGINUATIXG. XTO £0Y0

NG N LTEATOV €QEVLVE TO PAVTAGUO TOV TOLXOV %Gl TNV ETLEEOT TOV GTLG OWDEOTIVEG VITAQEEELS.

H EAévny MovGaxitn omovdace 6to Havemotiuwo Adqvov xar wetd goitnee 6to IlavemioTiwo Tov Bepodivov xan
¢ XaideABépyng. Kdtoyog tov MA in Photography aw6 to Goldsmiths College xoaw Tov PhD amé to University of
Derby, 6tnv AyyAio. ‘Exer exdécer éoya TG vpéwg 68 atoutxég %ol opadixég exdécelg 6ty EAMIBa %ol To eE0TEQLXO.
‘Eoyo Tng Boioxovtal 6Tig 6UAAOYEG Tov Portland Art Museum (OR, USA), 6to Kootixé Moveeio X0yy00vng Téxvng
(EMAGDa), 6To Moveeio PoToypadiog Oecoarovixng, 6to ACG Art Collection. Eto égyo Tng 1 Movlaxity diepevvd To
uéAhov tov «Colossus of Prora», Tov wpony valloTixod VEeeTEov, Eva Tapaderyuo TNg aQyLtTexTtovixig Tov TeiTov
Pduy 6to Ruegen Island, wov wopauéver éva Déua draudymng. Iieteder 6Tt xonoLueder wg Yépuea Yo TN SroyelpLen
NG WAUNG TNG TEQELOdov TV Nali.

H Lucy Fradkin eivar uio avtodidoxtn Auepixovido xaAMTE(VIG TOL To €0Y0 TNG BEIGXOVTOL GE GNUGVTLAES
WL TIXEG %0l dNUOGLeg GUAAOYEG G OAD TOV %OGUO %ot xdTota £xovy extedel 6e 1WeVUaTa dTwg To Holter Museum of
Art, Mt., The Bellarmine Museum of Art, Fairfield, Ct., to Nancy Margolis Gallery, Néa Y6pxr , to Nikolaysen
Museum of Art, Casper, Néo, Yopxn o 6¢ TOAMG GAAo. ‘Eyer AdBer TOANG avayvopLsuévov x0povg Beadeio, 0Tng
ovto amwd to Marie Walsh Sharpe Art Foundation, Pollock-Krasner Foundation, Adolph and Esther Gottlieb
Foundation, New York Foundation for the Arts, Vermont Studio Center xat woAAd axdua. To éoyo Tng Frad-
kin éyer eumveveTel ol TIG EMTTWGEL, TNG TEOGOTIXNG LGTORIOG X0 TNG AalxNg TEXVNG, TOV elvol ew@ovelg GTNY

TOEOVGIOGT VEUATOV PUAOV %0l QUATG.

H Helen Frederick éAaBe to BFA (Bachelor of Fine Arts) xow to MFA (Master of Fine Arts) aswé to Rhode Is-
land School of Design. Q¢ duxny000¢ %L eveQyn x0LVOVOS TNG RAAMTEYVIXTG 6XNVNG TNG WNTEOTOALTIXNAG TEQLOYTS
™G OVaGLY%TOV, VINEETNGE GE BLoLxNTLAd GUUBOVMO EVOUANAXTIXGY XOEOV TEXVNG, SLA(POQO, TOTXE %o eDVixd
GLUBOVMa %ol eBVIXEG eTLITEOTTEG 0ELOAGYNGNG. ‘Exel d0cer Stahégelg 68 OA0 TOV x06U0 divovTog TAVTO EUPac GTNY
GUVEQYOGIO UETAED TOV eMGTNUOVIXOY xAAdwY. To mdbog TNg Yo S1dPoovg TOATIGUOVG X0 LGTOQIEG TNV 001|YNGE
Vo TOELOEVEL TOOXELUEVOV VO TAQATNQGEL OVGLOGTIXE TOVG TOATIGUOVS TOAADY XOLVOVLOY, TLG LXOVOTNTEG TOVG, TIG

10€eg o VoL XGVEL GUVOEGELS UETAED SLOPOQETIXOY TOMTIGULX®Y TOQUIOGEDY.



H Helen Gerritzen éMaBe to BFA (Bachelor of Fine Arts) xor to MFA (Master of Fine Arts) awd to University
of Alberta, Edmonton, AB, Tov Koavadd. Eyer mopoveidcer To épyo tng atowxd 6tov Kovadd xor Tiq Hvouéveg
IToMTeieg, xouw o wEOcPaTa 68 atouwxt éxdeen 6t I'wadepl Frank Allen 6to Xiwovetov Tov TéEac. 'Exer emiong
GUUUETAGYEL G TOANEG OpodLxég exdécelg TayxOGuLa, cLUTEQLAGUBavOUEVOY exciveay 6to Texas Tech University,
Lubbock, TéEog, John Jay College, Néa Yépxn, Mimar Sinan University, Kevetavtivodmodn, Tovoxia, Illinois
State University, Normal, IAAvdig, Silpakorn University, Wang Tha Phra, Mmoavyxdx, TatAdvdr, Tama Art Uni-
versity Gallery, Téxio, Iamovio xor To the University of Alberta, ‘Evtuovtov Kovadd, xobog xot 68 dAAOVS @e0vg
6e O v Evpomn xor Ty Acia. Xto €oyo g, N Gerritzen moiler pe To GOWBOAO %ol TO wOPO, YENGLULOTOLOVTAG
OVTIXELUEVOL VL0l VOL TTOOXAAEGEL OTTTLXEG UETAPOQEEG TOV GYETILOVTOL Ue TO Yvvauxelo coua. To €yo epevvd TN LoxEd

LGTOQL0L TOV GOUOTOC O AITOVETTOELO TOMTIGTIXMOV, GEEOVUAMXOY, LATOLXMY X0l DONCXEVTIXDY EVVOLOV.
Q QaTog @g ne Q on

O Frank Gimpaya éMaBe to BFA (Bachelor of Fine Arts) xair oAoxMjpwce ta pwodfuate Yoo to MFA (Master of
Fine Arts) 6to Hunter College, CUNY. E{var veddvvog yioo Tv idguon tov Nueva Luz — éva onuavtixd mweptodxs
poToyeapiog wov exd6dnxe amd To En Foco, Inc., éva un xepdo6xomixd opyovioud wov 6Tneiler TNV TOL%LAOUOQPI0
GTNY POTOYROPI0, OTOV 0xOUG GLUUETEYEL GTO dLoLxNTLx0 Tov cuuBovAo. To épyo Tov Gimpaya éyer amwoxtndel amd
EYVOOUEVOV %VEOVG BLOTLXEG oL dNUOGLEG GUAAOYEG G OAO TOV xOGW0. Eyer MdBer vwoTpo@io 6T GoTOYRUPi0 aTtd
7o New York Foundation for the Arts xow wioo vrotpogpio Creative Artists Public Service, amd tqv woMTeio TG
Néag Yépxng. H potoypapio wov magovstdletar 6Ty éxdecn tng AXKT eivar uépog uiog 6elpds wov TafnyTn®e 6TO
NéTro Mmpdvg to 1978-79, 6:wov 0 aAMTEYNG POTOYEAPTGE TOAAOVG eDLGUEVOVG x0T T SLadLxasGic, aIT0TOEVOGTNG

Tovg, 6t Egevynuixi wovdda tov Lincoln Hospital Detox Acupuncture.

H Joan Giordano ¢AaBe to BFA (Bachelor of Fine Arts) amd to Hunter College, 6t Néa Yépxn xor to MFA
(Master of Fine Arts) awd to Pratt Institute, Brooklyn, Néa Y6pxn. Avtimpocomevetor amd tnv June Kelly Gal-
lery tng Néag Yopxng xar oL atouxég Tng exdécelg suumephaufdvovy avtéq 6to Staten Island Museum, Néo
Yéoxn; 6t Union Gallery of the State University of New York 6to Stonybrook, Néo Y6pxn 6to American
Museum of Papermaking, Atlanta, GA, 6to Hammond Museum and Japanese Stroll Garden, NY, 6to College
of Staten Island, Néo Y6pxn, To Danville Museum of Art, VA, to Longview Art Museum, Téag 6To Museum
of the Permian Baxin, Té€ag, 6to Lamar Dodd Art Center & Museum, T{optlio. [IM0e wépog oty 2009 Inter-
national Women Artists Biennale 6to Ivteeév tng Kopéag xar 6tn 2011 Sofia Paper Biennial, 6ty BovAyapio.
H Giordano éyer taydel vép ulag TAOVEAMGTIXNG TEOGEYYLGNG WE TNV 0TOL0, XAVEL L@YOOMPLAG AVTIXELUEVD 0TTO UM
Toad06L0xd VAL%A. o exelvn, elvor uioe Quoixf dtadixacio avTh TNG UETATEOTNG VOGS OVTIXEIUEVOV GE Vo GAAO
X0 TNG OWATEOTNG TNG XENONG T@V VMOV, SNUOVQYDVTOG TAVTOKE0VO £V, TAGIGLO EQYAGIOG GTO 0T0L0 VITOAOYILEL
TNV eMIBEAGT WG GELQGG TTOALTIX®Y, OLXOVOULXOY X0l GLGUNTIX®YV GVNGUYLOV. AGYOAElTOL We %0LVeVIXd DénoTa

6mRg eu@avilovrar 6Tov TUTo, TaEOVGLALOVTAG %VEIWG TLG 0dL%iEG TOV DLOTEATTOVTOL EVOVTL TV YUVOLXGV.

O TI'®eyog Iawaddtog crovdace 6Ty Academy of Fine Arts, 6ty Poun. Ot atowxég Tov exdécelg éyivay 6to Salon
de Vortex , A¥fva, E31 Gallery Advva, Galleria Umberto di Marino, NdswoAn, Media- Palazzo delle Esposizione,
Poun. Zvpueteiye e woAEg opadinég exdécelg 6Ty EAAMGSo %o 6TO eEwTEQLX0, %0DWG ETIGNG %L GE TEOYQAUWOTA
6mwg Nordisk Kunstarsenter Dalsasen, Dale I Sunnfjord ctn Nog8nyio, Centre International Couvent des
Recollets 6to Ilapict. To épyo wov wapovedler otny éxdeon tng AXKT ava@épetow 6T0 dixaiowo 6T1 GTEYUGY, GE
GYEGT Ue TNV LOXTNGIOL. EEXLVOVTOG GTTO TO O TETEUYOVIXG UETQO GV GTOWO TOV ATOV TO IIXGIOWO GTEYOGTG YLOL
ToUg owdEOTOVG 6T XoBleTixt ‘Evecn, acyoAeiTolr ue elp@vixi, GoexacTixl SLddecn ue TNV ATOALLD GLTOV TOV
BuxoduoTog %o TN Bl TEQLOELOTOIMGY evEG «OAOXANEOV» UEQOVG TNG XOLWOVING GTLG VETTUYUEVEG YOQES. XE
uio, TETOLOL XOLW@ViO, 1 EUTTELQICL TNG OLXOVOULXTG VPEGNG %0l TO TOMTIXEG OLXOLOUATO OTTODELXVVOVTOL ELRWVIXEG
Wéeg. To épyo 5 for all elvor wio eyx0TAGTAGT TOV GTOTEAELITOL GTTO WOVTEND XOTOIXNGNG, WG GOWBOAD TEQLGGATEQO

XOLY@VLXO0-0LX0VOULXTG €E0VGI0G, TAQG WG LXOWOTTOINGT TV BuGLAOYV AVDQOTIVOY AVaYX®Y.

H Doris Hakim eivor wio euxoctixf xow performing xaAMtéyvig wov éhafe tnv exmaidevct| tng 6Ty Ocoloyixi
ZyoMy tov Kamodiotoroxot Iavemstnuiov ABvav xar 6ty Avototn ZyxoAn Kadov Texyvov tng AdMvag. Xto épyo
wng Mystical Illusion, n Hakim Soveiletar To BovdioTind TEAETOVQYIXO WIVTOAL YONGLUOTOLOVTOG TO, GOUBOAN
TOV TELOY WoVODEIGTIXOY DeNoxeldy Tng yweag Tng, Iladastivn-Iepand, XorsTiovicuds, lovdaicuog xor IoAdu,
Y0 VO, GYOMAGEL TNV XATEGTOAUUEVT] ETTLEQEOT TOV «Oeix0V» 6TNY owdOTLYY ovTIANPN TOV %06U0V. XTovg AYiovg
Témovg, éva uépog Tov GLYVTTEEYOVY 0L TEELG WEYaADTERES wovobelcTixég Bonoxeies, 1 Hakim wposmwadel vo §opxicel
070L0dNTOTE DENGREVTING ALGDNUN, TEAYUATOTOLOVTOG WO, XABV0EGT 0Tl UeTapuolxég ayxvAwcels. Ta Toior eddpn

YivovTor éva | xaTacTEEPOVY TO €vo, TO GAAO.

O Iodvvng ZaBBidng améxtnee to MFA 6ty Hochschule der Kunste tov Freie Universitaet Tov BegoAivov. Me
EUPOAGT GTIG OYLTEXTOVLXEG APNYNGELG %ol TIG EVOAAAXTIXEG TEOGEYYIGELG TOAEOSOULXOD GYEOLAGUOV, YOTGLUOTTOLED
GTNY ELXOGTLXN TEOXTIXT TOV, 6%£010, BIVTED %0 EYXOUTOGTAGELS GUYXEXQLUEVOY YWeov. Boya tov ZafBidn éyxovv
exTeVel 68 poveeia, Yraheol xoL PecTIBAA 6To Begodivo, AdNva, Oesalovixn, BapsoBio, Katdvia, Kevetavtivovmwody,
%0l To Belypddt, ueta&d dAAov. Elvar cuvegydtng / uéhog tov Rufus Corporation, Néo Yopxn, xol Tng ouddag
xoAMTeYVvOY LoAndBehold, A¥fva. H Aiva @cod®pov, 1 6vvepYdTdd Tov, 6wovdace 6T LyoAh Kaiwv Texvov
oty Ad¥fvac, xor 6t Xdyn tng OAMMavdiog. ‘Eeydletor y0NGLUOTOLOVTOG ®VOIOg BIvTEo %ol £YX0TAGTAGEL. Eyel
GLUMETAGYEL 6e exdécelg 6To Edvind Movseio Xoyyeovng Téxvng, Adfva, EMAF, European Media Art Festival,
‘Ocvaumorx, Toovuwe AEXTE, Adfva, Neue Galerie am Landesmuseum Joanneum, Graz, Museum Fridericia-
num, Kdeeed, 8th international Istanbul Biennial, Kevetavtivovmoly, ev+a Limerick Biennial; 53rd In-
ternational Short Film Festival Oberhausen, 11th International Architecture Exhibition Venice Biennial,
Bevetiag xor 610 Koatind Moveeio LOyy00vng Téxvng, Oesoarovixn. Towodetnuévo 6to Bepodivo, To Silver Patrol
elvow €vo Bivteo To omolo 6@eTEQileToL TNV oWGDNTIXT TOV TNAEOTTIXOV QETOQTAL TNG euTOAeUng Lvng, DéTovTag
VIO aUPLGBATNGT TN SLdxELen UETAED TOV TOMTLXOD XOEOV %ow TNG LoV wdyns. Tng tetogiog %ot Tov DeduaTog.

H Hye-Seung Jung wfpe to BFA (Bachelor of Fine Arts) awé to Hong-Ik University tng XeoOA 6t Notia Kopéo
xoL T0 MFA (Master of Fine Arts) amé to University of Calgary 6tov Kavadd. To épyo tng éyel extedel 6e edvixnd
xon dLedvég emimedo 6to Prinzessinnengarten / Gartenstudio, BepoAivo, Wreck City: an epilogue for 819, 6to
Kahyxaor, Kavoddg, Youkobo Art Space, 6to Téxio, lawwvia, Art foyer CAVIGELLI, otn Zvolyn, EABetio. "Exer
GUUMETAGYEL G TOAAG TROYRAUUaTo cuumepthaudavouévoy The Banff Centre Creative Residency xou Interna-
tional Art Studio Goyang Korea. Eivor emiong amodéxtng uio 6ewpds BoaBeiov amwd to Alberta Foundation for
the Arts xot To Canada Council for the Arts. H toéyovca xoAMTe VXN TEOXTIXT TNG TEQUAAUBAVEL TAQOTNQNGELS
6e dLapopa oLxlGTIXG TEQUBAANOVTA, %oddG avTa GyetilovTor wue TV ovdeomvn alnlemidoacn, TNV aicdnom
TOV ovixEw xoL TNV dnuoveyio woMTicwov. H Jung emiyelpel vo eEetdoer Tig aieg %ol TOV TOMTIGUO TOL elva

EVEOUATOUEVO GE OLALGTLAG TEQLBAANOVTO %0l TLG ETUTTOGELG TOVG GTNY TOVTOTNTA %o TNV PLYOAOYIRt TOV GTOUOV.

O Nixog Keosavifg (1930-2004) crovdace oty XyoAn Kalov Texyvov oty Adfva (1950-5) xor wetd gpoitnee 6To
School of Art Conservation 6tn Poun (1955-9), eve 6vyy00veg miee uadfuote ToLoYeAPiag xol yoeaxTL%iG
6ty Scuola delle Arti Ornamentali di San Giacomo. ‘Exave mepi666Tepeg amd 30 atouxés exdécelg 6ty EAMGSo
%o 670 eEwTeQLxd 6To MMCA, 6to Nouvelles aventures de l'objet (Ilapict, 1961) xar Three Proposals for a New
Greek Sculpture (Bevetia, 1964). O Keooaviig exmpocomnse Tnv EAMAGSa 6ty Mmievdde Tng Bevetiog to 1988. To
2000, gihoTéxvnee Ty «Oved» yior To 6TadUd Tov TEévov oty ITAatein Onovoiong. O Kesooviig éxer Tiundel ue To
BoaBeio Modigliani (1959), ue TrunTixd émouvo amd tn MmevdAde tov Xdo I1doAo (1961), ue to Premio Lissone xou
70 TEeTo Beadeio 6To Salon de Montrouge (1997). Katd tn dexoetio Tov 1950 o épyo Tov Kecoovif avtovoxAd
TG emTeOcelg Tov Art Informel xaw Tov a@nEnuévov eE€TEeGLOVIGUOV, VO %ATH TN SLdExXELo TNG JeXUETIOG TOV
1960 oto Iapict, wAncioce 1deohoyxd To Néo Pealloud xan émalEe 6nuavtixd poAo 6Tny dnuoveyioe Tov Mec Art
Muyoveeny Téxvn). Emeteéper oty EAAGda To 1980 Yoo vor diddger otnv Lyodf Kadov Texyvov tng Adfvoag. H
uetémerto dnTein Tov g TEUTAVNG (1991-5) %aw 1 weTaPod TOV aTeAé TNg X oM 6T0 xTipLo Tng 00V Ileparag,
OTOTEAOVY GTLTT WOQTVELO, TNG XOLWOVLXTG TOV ovnevyiag Yo TG exacTixés Téyves 6Tny EAAGSa. H doutl Tng
exdévag, N cnuacio TNG XELovouiog xal To LATNU TNG TOMATANG aVaTaaY@YNS, ¥0VMG ETIGNG %al 1 GLUUETOXN

TOV VeaTi| 6T0 TeMxO TEOIOV TOV aTAGKOAOVGAY GLVEYWS, xod OA1 TN BLdpxELn TNG XOQLEQAS TOV.



H Hee Sook Kim éAaBe to MFA (Master of Fine Arts) xaw to BFA (Bachelor of Fine Arts) amé To Seoul National
University xor to MA amd To New York University. H Kim éyer AdBer emiyopnynen awd to Pollock — Krasner
Foundation, éva BpaBeio awo to Leeway Foundation xou uio axdua emiyopiynon amd to State Foundation of
Culture and Arts in Hilo, Xa8dn. Meguxéq amd tig atomxés exdécelg tng mepuhouBdvouy to Yongeun Museum
6ty Koped, Chi Gallery 6tn Néa Y6pxn, To Art Museum tov University of New Mexico, tnv Artsforum Gal-
lery 6tn Néa Yopxn, T Dana Gallery, to Phillips Museum of Art, to Franklin and Marshall College, To Bronx
Museum, to Drawing Center, to Asian American Art Center, To Bronx River Art center, 6to Queens Museum
6t Néo Y6pxn, to Lincoln Center 6to KoAopdvto,6t0 Museum of Natural Sciences 6tn Bdpeio KagoAiva, Tnv
Walter Wickirser Gallery oty Néa Yooxn. To épyo tng eumvevotnxe amd to Dream of a Bulterfly tov Chuang
Tzu. Xto égyn TNG EYEIQEL EQOTNUOTA TAVTOTNTOG OG YUVAI%O WeTOVAGTOLo 6Tig Hvouéveg TloMTeleg Tng Apeorxng,

X0 YL TO, SLXOLOUOTO TOV YUVOLXGV.

O Antony Kirk eivaw évag 866xahog 6T %00axTix1, 0 0oiog 6rovdace 6to Winchester School of Art, 6T ZxoTio.
Youpeteiye 68 TOMEG ouadixég exdécerg 6Tig Hvouwéveg HoAvteleg Tng Apeoxig xaw Tnv Evpory. Ilo medepota To épyo
Tov €yl wapovsLasTel 6To Manhattan Graphics Center, Néa Yopxn; National Arts Club, Néa Y6pxn, Charles Krause
Fine Arts, Ovdciryxtov; John Jay College, Néo Yopxn, xar 6Tvdth International Printmaking Biennial, Douro,
TTopToyalic. Toépyo tov Stilled Lives, uia vexpf 061 0gw6 TodLzot g x0B0ovG Ue YOO UUTO, dNUOGLOTTOLEL, (e Eva 6odoVIo
a@Lépeua, To dvopa tov Wayne La Pierre tov extedestixot AvTtimpdedpov Ttov National Rifle Association (NRA),

OV 1| OLXOVOWULXT] TOV ETLEQEOT SLOGPAALGE TNV ATOTVY 0 VO, TERGGOVY VGTNEOTEQOL VOUOL YLoL TOV EAEYY0 TV OTAWY.

0 Kevetovtivog Zropatiov 6tovdace 6to San Francisco State University, 6to Ohlone College 6ty KaAipdovia
xor 6t0 University of Texas 6to ‘O6tiv, xadog emiong xow 6to School of Visual Arts 6tn Néa Yépxy. ‘Exer Tvundel
ue ToAAG BooBeio, dmwg To Eugenie Kamrath Mygdal xotr amé to Carolyn Kay Centennial Scholarships.
Toupeteiye 6e TOAMEG dredveic atouxés xar opadixés exdécelg 6e OAo Tov xO6po dTteg 6ty Black and White Gal-
lery 6tn Néa Yopxn, 6ty Huntington Gallery 6to ‘Octiv tov TéEag xar 6tny Texvomodn 6to I'xdll tng Adfvac.
To épyo tov Taking Stock III, epevvd Tig eTGLEG awolnuoscels Tov 2006 wov éAaday ov dievdvvovteg GOUBovAoL
%ot GAAG VPNAOBOBUG GTENEYT TOAVEDVIX®Y ETOLELWY GE GYé6n We To %E€QdN TV erevduTav. [lapdho wov wepLxég
agd aVTEG TIG eTaLEeleg dev VPIGTAVTOL TAEOY, oL dlevdVvovTeg GOUBOVAOL TOVG NTAW VITEVDVYVOL YLoL TNV TEOGP TN

TOYROGULCL %QIGT.

0 Kooctag Mracdvog 6rovdace YAvmTixn 6Ty MmwoAovia (ITtadia) xar 6to Winchester School of Art stnv AyyAio.
O Mracavog mipe Wépog e exdécelg 6wg 1 Silence oty I'vadepi IAedva Tovvta 6ty AdMva, 6to Mehr Als Schein/
Shining Through, Zone D, ctnv Adfva, 6to Boiling Point, Kuenstlerhaus Wien 6tnv Avetpic, Monodrome,
3n Mmevade tng Advvag. To égyo Tov Watchtower avo@épeTolr 68 wnyaviouovs xoTd TNy d6xnen TNG £E0Vsiag
%0l TOV eda@PLxoV EAEYXOV TOV VIOXEWWTUL GE £VVOLEG OTT®G O 0QILOVTAG %0l TO, GVVOQO (6pLa) TOV eivol UeTABANTA
%Ol OVEEAQTNTO AT TNV AEYXOVGO, TAEN. XyedldovTag cOUP@VA we TNV TaEad06T Tov Pouovticuov, o xaAMTévng
VIOVOUEVEL TN YENGLUOTNTO TOV VTLXELUEVOV, TOV WOLALEL UE TAQATNENTTOL0, AAAG %0l TLG ETAVATOTOVETNGELG TOV

Veath| we v évvola Tov (Blov Tov opilovTa.

0 Kootog TooAng édafe to BA amd T Zxod Kadodv Texyvov tov Agistotedeiov Hovemistnuiov g Oe66adovizg.
‘Eyer xdver wepl60Tepeg amd 12 atowxés exdécelg 6e y0ovg 6wwg 1 I'vadepl Mratayidvvn xow 1 I'xodepl Néeg
Mop@ég 6ty AdMva, 1 I'rahepl Auvuovn 6to Iodvviva, 1 One Room Gallery otq Zveiyn tng EABetiog, xabog
emiong xow N I'wadepl Ayopd Modidvo 6tn Occoohovixn. Touueteiye emwiong 6e woANEG opodixég exdécels 6e WépT,
o6mwg N Apta, N Oeccarovixn, o Iewpaldg oty EAAGDG, adAd %ot 6T0 eEwTepixd To Loubczow tng IloAwviag, Tn
Madeitn tng lomaviag, tn Beéun tng Feouaviog xar addov. Ta éoyo Tov eEeTALovY TNV UWOVTEQVA AOYOTEX VIO %0l
TNV edVIXT TOVTOTNTO EVO AUPLGBNTOVY TNV %ATAYEUPT TNG PUYO-TEQYAPLOG, TO TOMTLAO BAEUUO xow TNV eDvLxi
XUQTOYRAPNGT TOV G VIQATOV Ge BUTIXG UOVTEQVO AOYOTEXVLXD £i0T.

H Yujin Lee é\age to BFA (Bachelor of Fine Arts) 6tn {oyoagixf amd to Cornell University, asw6 to School of
Architecture, Art and Planning xat To MFA (Master of Fine Arts) 6tn Xopaxtixf amwd To Columbia University,
School of the Arts. 'Exer xaver atownég exdécelg 6t Zeovh tng NoTiog Kopéag, 6to Bepohivo tng 'eopuaviog. Eyer
eTiGNG TWAEEL WEQOG GE opmadixég exdécelg avauesa 6Tig omoieg 6T The LeRoy Neiman Gallery tng Néoag Yopxng,
610 Kreuzberg Pavillon Kassel, 6to Kdoeeeh tng I'epuoviog, 6to Kunstwerk Carlshiitte, 6to Blidelsdorf Tng
Teouaviog, 6to Kreuzberg Pavillon Neukdlln, 6to Begodivo tng I'epuoviog, 6to Freies Museum 6to BegoAivo tng
Teouaviog xar 6t Hartell Gallery, 6tnv Ithaca tng Néag Yéoxng. To épyo Mighty Up and Down e&etdlel tnv 1déa
OTL 0 GUYYE0VOG xOGUOG YIVETOL aX0TAVONTOG 6GTO OVoua TG EE0VGIOG %ot TNG TEOOSOV, %0l TOG WOLG TOQOVGLALETOL

GNUEQD GOV EVO, VITEQUTAOVGTEVUEVOD, BGTTEOUOVQO, ATAVIEWTO TAGGUCL.

O Cyriaco Lopes éyel AdBer to MFA 6to Imaging and Digital Arts aswé to UMBC, tng BaATiudong xow axouo évo
MFA ctov touéa Visual Languages amd to UFRJ, tov Pio Nte T¢avéigo. H SovAeid Tov €yel mopovelactel 6Ta the
Contemporary Art Museums 6tn BaAtiuoen xar to Lev Aovig, 6to El Museo xar 6to Apexart 6t Néa Yoo, 6T0
National Museum of Fine Arts 6tn BpaliAio, 6to Museums of Modern Art 6to Pio xar 6to Salvador and the Sao
Paulo Art Museum (MASP). To éoyo Crimes Against Love (Golden Dawn) eival éva €0Y0 mov Eexivnoe to 2012
Lo, VO WYNUOVEDGEL Tow DOUGTOL TNG 0uoPoBLxig Blog. Xe TEoNYOVUeVa TaQAIEIYUATO JOVAELGS TOV ETXEVTQWINXE
6ty Boalidia, 6Tig Hvouéveg loMTeieg Tng Aueorxig %ol 6Ty Tovexia. AvTd Ta uvnuelo elvor AeLxd %ol ToMTIXG,

wéGo, UVNUNG, ANG %0l OVaGXAMES %ADE TL XOTATLEGUEVOV.

H Renee Magnanti éAaBc to BFA (Bachelor of Fine Arts) 6tn Zoyooduxf xow v Xapoxtixf awd to SUNY 6To
Buffalo, NY xow To MFA (Master of Fine Arts) aw6 to Tulane University, New Orleans, LA. To épyo Tng BoioxeTon
6e GNUAVTIXEG WOLWTLXEG %ol dNUOGLEG GLUANOYEG 6 OAO TOV xO6uo GuumepLAaubavouévey: Amarillo Museum of
Art, Herbert F. Johnson Museum of Art, Cornell University, the National Gallery Xé¢uo, BovAyopic, Sanbao
Ceramic Art Institute, Jingdezhen, Kiva, SUNY 6to Mmd@ado, Stroock Stroock and Lavan, Best Products,
McKenzie Group xau dAheg. Ov eumvevoerg Tng Magnanti eivar edvoypa@uxég xor GUAETI%EG X0l TO €070 TNG elvol

€vag PO0G TLWNG GTIG YUVOLXEIESG SNULOVOYLXEG TEOGTAVELEG, TOV GITOTEAOVY VOULUO avBOOTLYO dixaimua.

H Mopio Otxovoposwovdov cmovdace Téxvn 6ty Free Academy of Fine Arts otnv Xdyn xor 6to Willem de
Kooning Academy, 6to Potepvraw. ‘Exer xdver woAAég exdécelg 6e yweovg 6mwg to Wilms Gallery, Venlo, the
Rechtsachter Fine Arts Center xor 6ty Mirta Demare Gallery cto Pétepvraw, tnv IAedvo Tovvto cTnv
Adfva, 6to City Center, Gouda xar 6tov Xago Téxvng 6ty Adfva. To €pyo Tng OuxovouomovAov a@opd GTNVY
TEQLITAOXOTNTO TOV aVBQOTIVOY GYEGEOY %0l TNV aU@PipEoTn DE6T £VOG ATOUOV TOV GE £VaL TETOLO TAIGLO UITOQEL Va.
éxer ovvoucduato EAENG aTTocTEOPTG TNV Ot axELBOG GTLYUT. AupLeBnTel To, 6QLO TOV OTOWXLGUOV VG EEETALEL

TG TAUVITNTEG ETITEVENG LGOEEOTIOG UETAED GUAMOYLXGY X0l TEOCHTLAWY ETLHVULOV.

H Aéomworva Meipdpoylov éyel xdvel TAve omd 25 atoulxés exBécelg xol €xel TAEEL UEQOG 6e GNUNVTL%EG dledveig
opadixég 6e woveeio, xaw Idpvuato Téxvng 6tny EANGSa, 6to Movseio Mmevdxn xor 6Tig Hveouéveg IoTeieg Tng
Aueoueng: Pyramid Atlantic Art Center, Ovdetyxtov, John Jay College of Criminal Justice CUNY, Néa Ydépx1,
Columbia College Chicago, xabog emiong xor 6to Ilapict, To Mihdvo, To Topdvto, Tnv Toéyrxn Anpoxpatio, Tnv
AAeEdvdpela oty Alyvmto. ‘Exer emiong cvupuetdoyer 6e dvo Oiedveiq Mmievdde: Oecoahovizn- Mmievdle 2 xoi
6ty 1n International Women’s Biennale 6tnv woAn Ivteeov tng Notag Kopéag. H Meiudpoyhov GuAdauBdvel
%ol ovoeuYYETel T Suxl TG ovTidndn TNg aAndelog amd GTEOUNTO UVHUNG xadOg xol amd GTEQEGTUTTA TOV
TEOXAAOVVTOL aTd TNV JLGUEGOAGBNGT TOV %OLVOVIXDY X0l TOV UEceV walixig eviuéowsns. To égyo Tng degevvd
™Y auolBoios GYEGT TEOYUATIXOTNTOG X0 GVATAEAGTAGNS, alfidelag xor wodomwAaciog, aAld %ol TNG GTEEBAWGNG

TV TOATIXOV YEYOVOTOV.



O Twavvng Mehavitng eivor xdToy0g TTVYIOV 6T Zoyeoapued, tn TAvmtiel xoaw T Wnproxés Téxveg amd T
ZyxoM Kooy Texvov tng Adfvog xaw el Tov wopdévtog vropidrog diddxtwe Ph.D. oty Agyitextovixi AbMvoag.
Avowixeg exdécelg Tov meprAauBavovtor uetoEd dAMAev 6to National Museum (Bpagidia), Ty Biblioteque of
Brasil xav 6to Tongeren Museum xou Praetorium (BéAyio). O I'. Mehavitng va emiyeroel v medBAedn OTL axoduo
%0 0L ETLGNUEG, %OTIXEG douég TNG dlohexTixg wov Vo TwoaBoVY 6TO WEAAOY, UTOEEL VO TEOEQYOVTOL QTtd TOV
VTO-TEOYEAUUATIGUS VITOAOYLGTWY. Tlapovetaler wior SuadpacTixl SLaAexTixl] POV WG TOL MA. VITOAOYLGTT, N
0TOL0. GUUUETEYEL GE VA PLAOGOPLXO BLAAOYO UE TO %00, OVASLUOQPOVOVTOG TNY TEYVTN TNG QNTOQLXNG UEGH
VIOAOYIGUOV. OL GAAEG GELPEG TOV £0YOV TOV %GVOLY oWo(OEd GTOVG UNYAVIGUOVS TOU AGYOVL Wwe TNV €vvolo TNG

ATOUEXQEUVGNG  TNG AOYLXNG OTTd TOV AVDOTO WG E6MTEQLXOG DLy ELRLGTG TG,

O Ibrahim Miranda amogoitnee amd To ISA to 1993 xouw T £0Y0 TOV X0TAYEAPOVY TNV GAAOTEIWGT TOV UETAVAGTOV,
dMuovEYOVTOG TAEGAANAN TN SLxf] TOV LOLOETEQRY YOQTOYEAPNGT GLYIVALOVTAG TOAELG, SEOUOVS, GTiTIO. AVTh N
drevpuuévr évvora g KovBag, dnutovgydnxe amd tnv omTLx] UETOTQOTT TOV 0L YEOYRAPOL Exavay Yo, TV KovBa
¢ vNGi- adrydtopa. O Miranda éyer exdécel evpéng 6ty Chi Wen Gallery, Taiwér TaiBdv, oty El Reino de este
Mundo Gallery, Biblioteca Nacional Jose Marti, ctqv ABdva tng KovBag, 6tnv Gravura Brasileira Gallery, 6to
Yo ITdoro 6tn Booalihia, oty Galeria 23 y 12, otnv ABdva, 6ty Anamorfosis Havana Galerie, 6t Zvpixn
%ot 670 Alonso Art 6to Maidut. ‘Exer couuetacyer emiong 6e woAAég onadixég exdécelg: Jyvakyla Art Museum,
Puwiavdio, MNBA, ABdva, IX Bienal de Cuenca, Exovaddp, Brooklyn Museum, Néo Ydépxn, Graphic Studio,
Emory University, 6tn T¢6ptiia, Sydney Mishkin Gallery, Néo Yépxn. To épyo Tov eivar uépog Tov GUAAOY®V GTO
MOMA tng Néag Y6pxng, 6To Thyssen-Bornemisza Contemporary Art Foundation, 6tn Madpity, 6to Museo de
Gravura, Kovgitiyra, 6to Van Reekum Museum, 6to AmeAdvtogv, 6t National Gallery of Art, ctqv Ovdeiyxtov,
6to Fundacion Cultural Televisa, ctnv moAn Tov Me&ixov, 6to LAM 6to Adg Avtleheg, 6To Graphicstudio ctnv

Taumo xor 6to USF ety Taumwa.

H Niva IMowaxe@vetavtivov crovdace Kadég Téyxveg 6to Camberwell College of Arts, 6to Aovdivo. Ilagovsince
To £0Y0 TNG GE TWOAAOVG GNUOVTIXOVG X©OEOVG 6Twg To Drawing Center, 6t Néo Yéoxn, To 1st Arezzo Biennial
Arezzo oty ItaMa, tnv Athr gallery 6tn Zoaovduxi Agafia, Tq Martine Aboucaya gallery oto Ilapict, To
Foundation Hippocrene 6to Ilapict, Tn 21 Mmevdde tng Adfvag xow 6t0 EBvixd Moveeio Xoyypovng Téxvng otnv
Adfva. To éoyo tng Hamwaxwvetavtivov 24 Qpeg x0dix0moLel TN WoTLEI WoG YUVOIXaG TOV EEETIGE TNV TOLVT
™G 6T MoxedvnGo, 6oV TOMTLXOL XQATOVUEVOL %aTNDNXUY %aTE TN OLdEXEW TNG GTEATIOTIXG XOVVTOG TOV
GLVTOYUAToEXOV. H x0AMTévig yonotpwomotel 6TUAO 010pdweNg WAALOY Yo vor 6B1GEL xow Vo, dLoEDWGEL TOQD Lo, VOu
amoxaAOPEL %0l Vo, ovodelEel TO xELUEVO, TNV OVAYAMPT exdva TOv xdPe YRAUUATOS, UEGH GTT GYEGT TOU ALv%0V
6T0 Acvxd. AVT6 TOV Uével TeMxG elval TO (VoG TOV TOL SLOXQLTIXE VITOLVIGGETAL TNV TOQEOVGIO TOV %ELUEVOV, EVE

TOQOUTEWTEL GTT GYEGT, TOV VITAQYEL UETAED UWvAUNG o ANDNG %ol avauEGa GTNY eYYEUPT %0l TN dLoryead).

O Bill Pangburn éMaBe To BA amé to Tulane University tng Néag OpAedvng eve cmovdace xor 6to Philipps- Uni-
versitat in Marburg an der Lahn, 6t T'epuavio. EhaBe To MFA (Master of Fine Arts) amd to Pratt Institute
670 MmpovxMy Tng Néag Yopxng. To €pyo Tov amwoTedel uépog T@Y UOVIU®Y 6VAAOYOV 6To Brooklyn Museum, 6to
Corsino Cattle Company, 6to TéEog, 6to Dishman Art Museum (Lamar University, Beaumont, TX), 6to Henan
Museum (Zhingzhou, Kiva), 6to McKenzie & Company (Florham Park, NJ), 6t National Gallery/Amateras
Foundation (Zé@gua, BovAyaplo), 6to Pratt Institute (MmpovxAww, Néo Y6pxm), 6to San Angelo Museum of
Fine Arts (Zav Avtleho, TéEag), Sanbao Ceramic Institute (Jingdezhen, Kiva), ».a. Xto €épyo Tov 0 Pangburn
GLYELINTOTOLEL TO QOAD TOV TaileL TO VEED Gav (iok TOMD TEOYUATLXT %0 VIOQELXT avayxn Yo, TNV %adNueuvn
uog VToeEn. XTo dvudeo WEEOG TOL %xOGUOV OOV EXEIVOG UEYGA®GE, T1 VOTLOdUTIXT AUEQLXT], 1 ETIYV@GN Yo TNV
TOAVTLUOTNTO, TOV VEQOV elval TdvTa Taovea, AOY® Tng 6TovtdTNTdg Tov. To 6UYYE0Vo dyy0g TNG VOELGNG TOV
OPELAETOL GTNY EXTETAUEVT %O TOQATETOUEVT Enoacio, xadwg emicng 6Ty meouBolAovTixl adAoTnTo xor Ty

axoTAANAT N6 TOV veEOV, 0d1ynee Tov Pangburn vo acyoAndel ue To Déwo avTo.

H Milena Popov éAaBe To Phd tng 6t Ocwolo Tng Téxvng xow T@v uécwv amd To University of Arts, 6to Behypddr
%ot To BFA (Bachelor of Fine Arts) xow to MFA (Master of Fine Arts) amwd tnv Axadnuio Texyvov, 6to N6BL Zovt
6t ZepBia. To £pyo TNg BoioxeTal %0l 68 dNUOGLES %0l GE LOLOTLAEG GUALOYEG G OAO TOV %OGWUO, GLUTEQLAGUBOVOUEVOV
Tov Museum of Contemporary Art of Vojvodina 6to N6t Zavt (XepBia). To épyo Springtime is Coming Tng
éxdeong oty AXKT oyetieton pe Tig évvoleg TNg WLOTXOTNTAG, TNG DNAVXRITNTOG X0 TNG TAVTOTNTOS, %(oDOG %ol

T0L0G %0D0QILeL AVTE Tl XQELTTQLOL.

O Arthur Simms w1pe To BA xar to MFA (Master of Fine Arts) amé to Brooklyn College, City University of
New York. O Simms eivar amwodéxtng woAvdebuey Beafeiov dmtog: Louis Comfort Tiffany Foundation Award,
American Academy of Arts and Letters, Academy Award in Art, Fellowship in Visual Arts, American Acad-
emy In Rome, The Joan Mitchell Foundation Grant, ueta&0 dAAov. Eyxer moayuatomoricer 17 atowxég xor 300
atéuev exdécelg: Irish Museum of Modern Art, Dublin, IpAavdio; Lesley Heller Gallery, Néa Yopxn »ou Italia
Inghilterra, Cagliari, Italio. Emideyuéveg cupuetoyés 6e opadixég exdécelg megthopuBdvovv: Swan Hill Museum
of Contemporary Art, Hyogo, lawwvia, LC Bates Museum, Hinckley, ME, Museo de Arte Contemporaneo, San
Juan, ITovépto Pixo, Musée International des Arts Modestes, Séte, I'aAAio, xow Brooklyn Museum, Brooklyn,
Néa Yopxn. Lty éxdeon tng AXKT To €pyo Tov Simms amwelxovifer Ty axTBIGTELO Yo TO TOMTLXG DLXOLGWOITO
Fannie Lou Hamer, tqv Rosa Parks mwov cuveMipdm, Tov Paul Robeson, ndomold, TooryovdioTi %o axTiBLoTt yio
TO, TOMTLXG OLXOLOUATO X0t TOV AuxaeTh] Tov Avetatov Awactnoiov Thurgood Marshal. To €pyo avtd, wixThg
TEYVIXNG, Elvol €Vag TOETEETO TV TEGGAQOV QVTOV avdOTeOY Tov oy xadoeleTind EOA0 GTO %ivNuo Yo To

TOMTIXE DLXOLOUATO x0TG T1 DLdexeLd TOV 2000 OLOVA.

H Mary Ting civar x6toy0g Tov BFA (Bachelor of Fine Arts) awd To Parsons School of Design, el oAoxAneoocer
T1g 6tovdég TNg 6To Central Academy of Fine Arts 6to Ilexivo xal wipe to MFA (Master of Fine Arts) awd To
Vermont School of Fine Arts. H Ting &yer AdBer moAAd BoaBeio amd To New York Foundation for the Arts fel-
lowship, to Lower Manhattan Cultural Council MCAF, to Gottlieb Foundation, to Lambent Fellowship xow to
Pollack Krasner Foundation avdueso ce dAla. Ymoge 6 mpoypauua @rhogeviog xalteyvov 6to MacDowell
Colony, Lower Eastside Printshop Special Editions, Dieu Donne Papermill Workspace xat 6e dAAa. O atoutxég
TG exVéoelg 6T Néow Yopxn mepuhapBdvovy xdmoteg 6to Lambent Foundation, 6to Dean Projects and Kentler
International Drawing Space. Ov diedveig Tng exdécelg weprhauBdvouy to Art Stays 9 otn XAoBevia, Tnv 2009
International Women’s Biennale ctnv woAn Ivteeov tng Kogéag xaw Tnv Sofia Paper Biennial, 6tn BovAyagia. To
éovo ¢ Ting elval woAvemimedo, SL0GTEOUEVO Ue elxdVEG 0Ttd LOG, PAVTAGUOTA %0l UEQT TOV YUVOLXEIOV GAOUATOG.
H 6vAhoy TG 68 GuvelpWIEG %0l AGVOUPOVEG ELXOVEG OITTO TEOGMITLXEG UWVTUES, OLXOYEVELOXEG LGTOQIEG, AOOYQAPLAES

%0 AOYOTEYVIXEG AVAPOEES OvadLPEl TOVG ovDEWTLYOUG Tary*O6WOoVG POBOVG, T TEOMPELS oL TIG VTGV EC.

O Boyyéing Pipvoag wiipe to MFA (Master of Fine Arts) amwd tn XyoAn Kodov Texyvov, oty Adfva. Exer xdver
ToAMEG exdécelg 6Ty EAMASO xow 6Ty Néo Yopxn 6e woAAovg Biedveig ydpovg. To épyo Tov 6Ty éxdeon 6ty AXKT
acyoleitar we To CRTue TG Toudixfg epyaciog mov 6e WOANG uéemn Tov xd6uov egaxolovdel vo vPiGTOTUL %o
elvor amdvdownn %o TeeTdyovn. O apduds TV pYalouevey TodL®Y eivol TEQAGTIOq X0 1| EXUETGANEVGT TOVG
elvon amdvdoomn. Avtol o véol, wov Oy wdvo 0dnyovvTaL 6e cuYITxeg dovAeiag, dev Biwoay TOTE TNV (o TNG
adwoTnTag wéco 6Ty EMAEnPT TNG EAcvDepiag Tovg. O Prvag ametxovilel Tig admeg ayvég Puyés ToUg ©g XAELDOUEVES
6TV wETEa. ‘Exovv mayidevtel 68 éva TETOLVO TEQUBAANOY, PUAGXIGTNXAY %0l GPEAYIGTNXOY EXEl ®OLTALOVTOG £EW,

Ge WOG, We aTadele 6To WATLO TOVG.

O Roberto Visani xatéyer BFA (Bachelor of Fine Arts) aw6 To Minnesota State University, Mankato xat MFA
(Master of Fine Arts) aw6 to University of Michigan. 'Eyer xdver woAlég exdéceig diedvag 68 TOAAOVG x©OEOVG
o0mwg 6T0 New Museum of Contemporary Art, Néo Yépxn, 6to Studio Museum in Harlem, Néa Y6px1, 6TO
Bronx Museum of Art, Néa Yéox1, 6to Yerba Buena Center for the Arts, Zav ®oaveicxo, 6to Contemporary

Arts Center Cleveland, Oydwo, 6tig Barbican Galleries, Aovdivo xar 6to Ghana National Museum, Accra ctnv



Txdva. ‘Exer tiundel we BooBeio yioo Grdogevia xaAMTexvav amwd to Lower Manhattan Cultural Council, Henry
Street Settlement, Néa Yépxn xor o Art Omi. Ymege moonv wéhog tng Axadnuiog Kivnuatoypdgovg 6t Néa
Yopxn 6tn FAvmTixt xow wéhog Tov Idpvuatog Fulbright otn I'vdva. Qg wépog Twv 8006TNELOTATOY Tov 6T0 Tdpvua
Fulbright gexivnee va dnuovpyel Tor euBAUOTIXNG YAVTTE OTTAC TOV. AVTA Ta £QY0L £X0VV YIVEL AVTLXELUEVO XQLTIXTG
ce dnuoctevpata 6tovg New York Times, 6to Art Forum, 6to Art News xot 6to Frieze.

H Ericka Walker éyer AdBer to BS amd to University of Wisconsin- Madison xoaw to MFA (Master of Fine
Arts) amé To University of Tennessee-Knoxville. Exdétovtag cvpéwg, mpdc@ata To £0yo TNng €yel cuumepLingdel
6ty 7th Douro Biennial, Douro, Iloptoyalio, Boston Printmakers Selects, Cannery Gallery, Zav ®oaveicxo,
Kahgopvia, in.print.out, Kiinstlerhaus, Biévvn, Avetpio, Re-Riding History, Fred Jones Jr. Art Museum, U. of
Oklahoma, Norman, OxAayouc, HITA; Boston Printmakers N. American Print Biennial, 808 Gallery, Bostovn,
xotr Miedzynarodowe Triennale Grafiki - Istanbul, Tophane-i Amire Culture & Art Center, Kovetavtivoomody,
Tovoxio. XNGLUomwoLel TN YoEOXTIXT ®ow TNV Adix1| TNG LGTOELO, YLow Vo dNUOVEYNGEL YRUPLXE £0Y0 TOV 0L POQEOVY
GTLG GUYYE0VEG Toyideg TNG TEOTOYGVIaG OAAG XoL TNG VOGTOAYIOG, GTO GYEDLO %Ol GTNV OTTLXT ETLXOLVOVIO

AVTLTAGGOVTOS TNV AVDEOTLYVY EVOLGONGIo, ATEVOVTL GE Wo aYEQOGTT ONTOELXY TNG EE0VGIaLG.

O Twavvng T'onyoeradng gpoitnee 6ty LyoAh Kadav Texyvov tng ADNvog #ol GUVENLGE TIG UWETATTUHLOXEG TOV GTOVIEG
6Ty TéYVN TOL Bivteo %ol TV Bivteo eyxatactdcemv (installations) oto Staffordshire University, tng AyyAiog.
‘Exer cuuUeTacyer 68 6NUavTI®oUg yweovg 6T Biévvy, v AdNva, xar to Bepodivo, 6e aTouwxés xol ouadixég
exVécel. To €py0 TOV WeAeTd TNV TOAM owadelxVOOVTOG TG TOAMATALG OVAYVOGELS, WEG® GUGTNUATIXNG EYYOAPTS,
eve eEeTAlEL %ol TO OLXLGTIXO TEQLBAANOY @G Wwio, BeEaUev) EVYOLOY TOV OTOTEAOVY T1 WVAUT TNG ETOVOLOY TOV
A’ TTayxosuwiov IHoAéuov. AvTd TO emoxOAOVDO 037YNGE GTNY TOAMTLAT], XOLVOVLXT %0l OLXOVOULXT YEEDXOTI0L TV
Evpomaixey xaQTov ol 6TNY eUPavien TOU GOGLETIX0D XIVIIUATOG O Witk QOTGLGTLXT], EDVIXLGTIXT %0l TOMTIGTLXY
exONA®GT «xaToYOYNG». ‘Oho aUTA To acaPi) LNTHUATO EXTEOTTTG 0L%0DOUOVY €Var LGTOELXO «déja Vu» XoQaYUEVo 6T
6elpd TV £oYwV ue Titho Marks of Identity. H éoevvo o Tovg Bvpeotq TG VEOAAIOG X0l QPOGLGTLXG, XLVIUGTO TG
ewoy g 0dnyel 6e amodouncn xar oMoy TV ToA®Y GLUBOA®Y, To omoin €xoVY GUYYLVELDEl UE VEO, TEOXELUEVOV

VoL ETOVOTTEOGOL0PIGEL TOVG POBOVG %o TG DVGTOTIEG TNG GVYYEOVNG %0LVOVIO.

H Inmi Lee eivar xdtoyog BFA (Bachelor of Fine Arts) amwd To School of the Art Institute of Chicago xau
MFA (Master of Fine Arts) amd to Rhode Island School of Design. Exer xdver wodAég exdécelg, 6To BepoAivo
¢ F'eouaviog, 6N ZeoOA, T I'vovavyxtov xal tqv woA Ivteeo 6tn Notwa Kopéo, 6t Madeitng Tng Iemwaviag,
6to Old Westbury 6tn Néa Y6pxn, 6to Kutztown xor 6to [IpéBivtevg tov Pdovvt Atdavt. To épyo MnTépo mov
dnuoveydnxe Yoo Ty €xdeon 6ty ALKT agoed 6T YAWGGO TOU TEAVTO NTOY GTO ETIXEVTEO TOV TEOGOILAODV,
OLXOYEVELOXOV, OLXOVOULXOV XOL %XOWW@VLX0D oy@vo. Me T UeTovdoTeven 1 OWAOVGH YAOGGO WETOTQATNXE GE
Vo, TOMTIXO €QYOAELD %O YQNGLUOTOLDNAE VL0 VO, XOTOUETENGEL TNV %OLVOVIXT amodoyf| -%oL TN dVvawn TOv
amoxTNONXE amd oaVTH- TEOXELUEVOV VO, dNULovEYNGEL VixNTEG %ol NTTNUEVOVS. To éoyo Mntépa, 68 GuveQyacio we
tov Kyle McDonald, vmwodnAover wior eVEMXTY xoTavOn6ng TNG YAMGGOG UETOTEETOVTAS TNV GE Witk OTTLXT YAOGGa,
GUAAAUBEVOVTOG TO TEOGOEWYE %0 UETOTEETOVTAS TO 6e wovipwo. To épyo MnTépa eivar wio Gelpd arrd YAUTTE %ol
Bivteo oL TAEEOLY wiok GAAOYT GTNY XALUOXO TNG EUTTELRLOG, GTTO TNV GXOVGTILXT %o EELTVY YVOGY GTNY OTTIXT

X0 OITTH ROEPT], WECH TNG UETAPOQAG TOV GXEPEDY %0l T1 UETAPEOGCT TNG TEYLVOAOYIOGC.

O MuydAng Mavoveaxng 6movdace 6Tny XyoA7 Kadodv Texyvov 6tnv Adfvo xow €xel TaQov6LdGeEL TO £€0Y0 TOL Gt
24 atowxés exVécelg, v €)el GUUUETAGYEL XoL 68 TOMEG onuavTL®ég opadixés. Exel avTimpocwmevoer Tqv EAMGSa
6e duedveig exdécelg am’ dmov €xer Tiundel we daxpicelg xar BoaBeio Yoo T SovAerd Tov. To épyo Tov BelcreTar 6GTo
«Olivepress- Art Factory» xou 68 dAAeg oNUavTIXEG dNUOGLEG o WLWTLXEG GLAAOYEG 6TNY EAMAGSQ %0t TO eE@TEQLXO.
To £pyo Tov AeTdmovia avadépetor 6Ty meEiodo Tov B’ Hayxocuiov IoAéuwov, dtav 1 EAAGDa fiTaw vItd yepuovixi
xoatoyh (1940-1944) xor To wowdid elyov croatoloyndel 6TIg duvauels TNG AVTIGTAGNG, YWTE 1 NMxio, TOVG T
%x0916T0V6E VIEEEV® TAGNG VITOPiog. O Mavovsdxng Sle®@TATAL Y10, TO 6X0TO TV TOLY VLSOV, TO EOAO TOV Tal{ovY

GTNY {01 TOV TodLOV GNUEQs, £V EEETALEL %0l TOoLo, WIToEEl va elval 1 SLodod.

O "Ayyehog Avte@vomovAog 6ovdace 6TNY Lyol| Kadov Texvov ety AdNva xor €xel xdver 14 atouxég exdécelg,
avauecso, 6Tig omoieg 6T Anuotixt HMwaxodfxn Adnvov, ety Art Athina, I'xaldepi Titanium, otn I'radepl Art
Forum Tsatsis 6t Oesoorovizn, 6tnv I'xodepi Néeg Moppéc sty Adfiva, oty I'xadepl Citronne otov Ildgo,
6t I'rodepl AmoxdAvpn 6tn Aevxwcio xar 6Ty I'xadepi Art Foundation etnv Adfva. Eyer emiong cuupetdeyel
6e TOMEG ouadixég exdécelg 6ty EAMGSo xaw To e§0TeQxd. 'Exel @LAOTEXVNGEL TOLYOYROPIEG GTOV XLVNUATOYRAPO
«Ivtedh» 6TNY ABAvo %ol GTOV XVNUOTOYEAPO «Xivedx» 6Tov Ilepatd. To €0yo TOL AVT@VOTOVAOVL TEOYUATEVETOL

TNV EVVOLo, TNG WYAUNG %0 EiVaL YVOGTO Yo, TNV aTAOTNTO TNG GVVIEGT X0 TOV TEQLOELGUO TOV YEMUNLTOG.

O Jeongho Jeon civor 10pvtig Tov Ttangkkeut (ta dxpo Tov x66uov) To 1980, évag xVxAog Téxvng 6To Chosun
University. ®vAaxictnxe yioo Tapadinsmn Tov vOuov el edvixng acPAAelag xar wmwfxe 6 AMGTO %0TALNTOVUEVOV,
otav Ty wéhog uiag xivneng dapaptupiog crovdactav. Ymiege wédog tov «Work and Play», Tov tufiuoatog
wéyvng Tov Gwangju Minjung, wior TOMTIGTL®T dNUOXQATIXT 0QYAVOGT|, TNG EV@GTG YLOL TNV EQEVVO GTIG ELXOGTLAEG
TEYVEG, TOV Aaix0V GUUBOVLALOV Yior TG TEYVEG xaw TNG €VvOong Tov Gwangju yio To Aaixd dMUoxEoTixd xivnuo
TéYVNG. Emiong, cuuuetéyel 6To xivnuo Yoo o, AvDeOTIVve, AlXoiOUoTo %0 6TO dNUOXEATLIAG XEVTEO XLVAUNTOS GTO
Chosun University g avatepog epevvntilg, evo eivaw wélog o Tov Gwangju, Tng *aAMTEYVLXNG 0UOGTOVIiOG
6to Jullanamdo xar Tov cuuBovAiov xoAwv Texyvov. H Evhoypapio Tov Jeon ue titho Flower Dancer Seiyver wio
Yovaixo VTUWEVT G6To Q08 vo, }0pevel. AAAG 1 DAIYPT, Tov elval eupaviic 6To TEOGWITO %0l TO GOUO TNG, dlopevdel
TNV XoOVUEVT GTLYW Tov X000V TNG. Ilpayuwatixd, N xoeedTELo elvar TdovOTEQo Vo TLEGTNXE VO, Y0EEDEL, £TGL TOL

amAouiva yéoro TG YEAoVY vo, upndovv uic 6TovE®o.

O Zagpog Zayopdeng eivor wTuyovyog Tng AvoTtatng XyoAls Kadwv Texyvov Adnveov xow Tov Massachussets In-
stitute of Technology, evo éAaBe To didaxToELxd Tov amd To Edvind MetodBro IToAvTeyveio. IIMee wépog e exdécelg
6T0 Museo Riso 6to ITaAépuo tng Itadiog, 6Tto Termini Imerese, Manifesta 7, gtnv I Biennial Fin del Mundo,
ety 1 Mmievdde g Oeeeahovizng xar 6Ty 277 Biennial Sao Paolo. To épyo Tov mepihauBdver wopeuBdcelg
%0l TOQAGTEGELG TOV GITTOVTOL TNG aTocVYIEGNG %ol TNG avolxodouncng Tov douwov. o tnv éxdeon 6ty AXKT
0 Eayopdpng cuvepyaletal wue 6movdactéc Tng Axadnuiog Kadlov Texvov tov Movéyov xow tng AvoTotng Xyol
Kahov Texyvov tng Adfvog Yoo vo, avadnuoveynocer éva €070 mov aytxd éywwe to 2009 6to Museum of Wroclaw

%Ol XOTOAGKEVAGTN,E GTTO TETAUEVO, ETUTAC TOV TAQOVGLALOVTOL WAL UE TO GYETIXG EYYQAP TNG XUATAGTQOPT TOVG.

O Teopyrog XotinuixdAng cmovdace Téxvn 6to Hammersmith School of Art 6to Aovdivo. ‘Eyer xdver mwoAlég
exdéoelg 6e YOEOVE AVUYYOELGUEVOL %VEOVG 0TwG TO Edvind Moveeio Zoyyoovng Téxvng 6tnv AdMva, 6t0 Maxedovixd
Moveeio Zoyyeovng Téxvng, 6to Centre Regional de Sete 6tn I'aAAio, 6ty I'vadepl Bernier-Eliades ctnv Adfva
%o 6Ty I'eadepi MmaToyiavvn 6ty EAAGOa, aAAd %ot 6T0 eEnTeprxd, 6T ['addio, 6tn Fepuavia xor 6t Néo Yopxn
omov éxave wio éxdeon 6to MOMA/PSI. Avtimposomevse Ty EAMGOa 6Ty Mmievade tng Bevetiog to 2005 xaw
6ty Documenta 9 6to Kdooeh. To ueydho xow 6e wOAAG xouudtia €Yo Tov Yoo Ty éxdecn Tng AXKT wwopel vo
aVaYVeOGYEl @g To TOAMG TEOGOTO £VOG UeTaVAGTY. Towg axdua xor 1 d06xoAn déon TNg LBLOTNTAG TOL UETOVAGTN
6T dLadLxacior Vo TAVTIETEL TOMTIGTIXG, OTOV Elval wWdvov évag apibuog 6oy Tovg TiTAOUG Tov XaT{nuLydAn 6TIg

6Pooyideg we xAOVTGOVX.

O Madgrog ZanAdmwovAog rovdace we Tov Hundertwasser oty Biévvy, wapaxoAovdnee tn Lyod Kadodv Texvov
g Abfvoag %ot eivar amodéxtng Tov Prix d” Alexandrie otn 181 Biennale tng AAegdvdpeiag Tng Avydmtov. Eivor
évog 01eBVOg YYOGTOG xUAMTELVNG %ol EXEL TEAYUOTOTOLNGEL TOANEG arToULxEg %o opadixég exdécels 6Ty EAMGSo Ge
Adva , Xadxdix? , Oecearovizy. Emicng, éxer xdver exbécelg 670 eEwTeELxd, 6T Ppovx@oveTy xor To ApBoveyo,
Teouavia, Aovdivo, Ayydia, I'avdy , 6o Bédyo, MhaexdBn , ZxoTio, Madeitn, Iewavia, KevetavTivovmwodn, Tovexio,
Iopior, Taddio xor 6to Teh ABiB, IopafA, uetad dAA®V. Xto medcpato €Yo Tov Yoo TNV €xdecn oty AXKT
aGyoAelTow we To avdeoOTVo iyvog , Wiaitepa TOV aToueY ue TNV WLOTNTA Tov UeTavdetn. H poToyoadio og éva
LGTOQLXO EYYRUPO TOV OWLYVEVEL TNV TEONYOVUEVT @1 TOVG %ol delyvel TN Tapov6a JUGXOADL TOVG VoL TAVTIGTOVY
oM TI6TIxd . To épyo amotedeitow amd wo poToyeapic Tov 1922 TeV uetovastov TNg Mixpds Aciog we vrépdesn
EXOVOY TNG TAXLGTOVLATG XOLWOTNTAG TOV UETOVAGT®Y 6TV EAcvsiva Tov 2008. ‘ETol 0 ZwnAdrovdog dnuovoyel

£vor TOMUPNGTO ATOTVTOUATOY TOV TEXUNOLOVEL TNV TOQOVGI0 X0 TOVTOXEOVO, 1| GITOVGI0 T@Y TEOGHVYDYV.



ITotég eivow ov Guerrilla Girls;

Eipnoote wio ouado amwd avovoueg Yuvaixeg Tov Tiooy To 0VOUATo G0 VEXQES XOAMTELVLOEG, »G PEVIDVVU %ol
EUPAVILOUAGTE GTO %0 POEWVTOG UaGxeS Yopidw. ‘Exovue moapdyer apices, avToxOMNTO, BLBAIN, EXTUTOUEVA
£oyo xan €xovue %AveL 0QAGELG TOV EXDETOVY TOV GEELGUO %OL TOV QATGLGUS GTNY TOMTLXY, TOV %OGUO TNG
TELVNG, TLG TOWVIEG %o YeEVIXG GTOV TOMTIGUS. XENGLUOTOLOVUE XLOVU0Q YLoL VO UETOMPEQOLUE TNV TANEOPopia,
vo meoxaAécovue GLLNTNGY %ol vo, delEovue OTL oL QeuwvicToleg wiopel vo Yivouv xoir acteieg. Popdue WAaG1ES
YopiAor YLot Vo eTXEVTEODOVUE GTO UNVVUG TEQLGGOTEQO G’ OTL GTNV TEOGOTUXOTNTY WoG. AVTOATOXAAOVUAGTE
N GLVELONGY TOV TOMTIGUOV, GVAXNEVGGOVUE TOVG EAVTOVG WG PEUVIGTIXOVG OUOAOYOVG, TNG XVEIOG awdoLxnig
TAPAB00GYG, TWY OVWYVILWY TTOL XAYOLY TO XAAG dTtwg 0 Pouméy twy Aaody, o Mrdatuay xow o Movayixdg KafBordprg.
To épyo pog Statpéyel 6GA0 TOV XGop0 oTtd ASEAPA TIVEVULATA TTOV ELLOGTE TTEPNPOVES VOL TOL EYOVIE WG DTTOTTNOLKTEG.
Topovoidotnxe emiong oty New York Times, oto Nation, oto Bitch xat oto Bust, oty ™qAedpaon xatl to padidé@wvo
ovpmeptiapfBovopévov tov NPR, tov BBC xar tov CBC, adA& xor oe ovoplOuntor XxOXAAMTEXYIXE X0 QEULVLOTIXA
xefpeva. To puotipLo mov mePtBaAiet Tig TaVTOTNTEG pag €XEL TTPOOEAXDOEL UeYdAn Tpocoyh. Oo umopodoayue vo

elpoote omoleadNmote, elpnaoTe TOVTOL.

Savea-Apt: Nixog Teavog, Ardumeng Acwvidag, AvxiopdomwovAov Aihav, Ixavtiig Kevetavtig, Xevoixdg
®0dwoTg.

LToV X®E0 TNG GVANOYLXTG WYTAUNG TTOV EPATTETOL LGTOQELXA UE TO VNG TNG Maxpovicov, evig y0eov Tov AetToveYNGe
XOTOGTOATIXG Y10t TO, avDEOTIVH SLxalduato 6TY 6VYYeovn EAAqwuxn 16Toplor @g 3®e0g €Eoplog TOAMTIX®OV
XQOTOVUEVOY 0td TO X©OE0 TNG ApLoTepds, 0 Nixog Toavdg opyavovel éva performance uwe TiTAo Savra Art project
GTO 0TOL0 GLYXEVTEOVEL GVYYQ0VOVG TOAMTIXOVG UeTaVAcTeS. H cuvdvtnon avth wéew tov performance cTnileTon
6E UM AexTinég UWOEPEG ETXOLVOVing (TN SL0QYAV®GT %0l GUUUETOYT GE YEOUATO) %ol TN dnuoveyio 6To TEAOg evig
uvnueiov.

O Nixog Toavog éxer xdver ToAAEG aTowxnés exdicelg 6mwg 6ty Artio Gallery Adfiva, tnv AD Gallery Adva,
xor Ty Kalfayan Gallery @esscahovixyn. EmiAeyuéveg opadixéc exdécelg cvpmegrdauBdvouv: Sem-Art Gallery,
Movaxd, M.M.C.A. Ocooarovizn, Saledo Itadio, Maxpdvncog EAMGSa, National Gallery of Tirana AABavia,
Hellenic- American Union A®fva, DESTE Foundation, Centre for Contemporary Art Adfva, the Macedo-
nian Museum of Contemporary Art” @¢ccohovixy, International ad exhibition, Kassel, T'epuavia, Gallery
Marstall Berlin, I'epuavia, Kunsthallen Brandts Klaedetabrik, Odense, Aavia, 1995; “Contigura 2. Internalio-
nale Triennale des Kunsthandwerks, Erfurt I'epuovia, Wielka 19 Gallery, Poznan, IToAwvia. Ta éoya Tov 6Tnv
AYKT amoteAovvtal amd BivTeo %ol POTOYEAPILREG EYXOTUGTAGELS, UE POTOYOAPIEG ATOUDY TOV GTEQOVVTUL TV
TOMTIXOV TOVG SIXUOUATOV, TOV £X0VV ToYLOeVTEL, PUAGXLGTEL N GAADG TLUOENUWEVOY WEADY TNG %OLVOVIOG GTO

TEQLDOOLE TNG.
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