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Mua napaywyn g
“The Project Gallery”

H “The project gallery” elval évag xdpog mou quloevel opadikég,
Bepatkég ekBéoeig kat Spdoeig.

YkomdG pag elval va evEPYOTIOIOOUKE TNV TEPLOXH] TOU KEVIPOU TNG
ABrvag péow tng kaAhexvikig Spactnpldtntag péca and dieBveig
CUVEPYAGI{EG VA MPAYUATOMOUJCOUME TIOMTIOTIKEG aviaAAayég Tou
Ba Snuioupyolv yépupeg petall tng EANASag kal tou efwtepikol.
H opdda pag éva evdiagpépov peiypa and kalhtéyveg, ypagioteg,
QPXITEKTOVEG Kal OvVelPONOAOUG.

A production by
“The Project Gallery”

“The project gallery” is an exhibition space that hosts thematic exhibi-
tions, group shows, and events.

Our goal is to revive this area of downtown Athens with cultural
events while creating bridges between Greece and abroad through
international collaborations.

Our team is an exciting mix of creative minds including artists, graphic
designers, architects and dreamers.






H vekpoke@alf eivar éva epPhnuatd Bépa mou Satpéxet
v wtopla g téxvne. ‘Eva Bépa mou evionietal otg yhumtikég
Siakocpfoelg twv yotdikdy vady Tou Mecaiwva kat TG, aplototeXVIkig
anédoong kal vatoupallotikAg akpifelag, vekpég @UOEG TNg
{wypapikic Tou Mmapdk, al\d kat tn dnpioupyia kalktexvedv Tou
190U Kalt Tou 200U aikva, énwé o Vincent van Gogh kat o Paul Cézanne
-0 onoiog tvile 10 «ndoo Spoppo eivar va lwypapilel kaveig éva
avBpamvo kpavior, eppévoviag otig kalapd miactikég Suvatdinteg
Tou cuykekpipévou Bépatog-, o Pablo Picasso kat o George Braque,
o Otto Dix kat o Max Beckmann, o René Magritte, o Paul Delvaux, o
Salvador Dali kat o Diego Rivera, o Andy Warhol kat o Damien Hirst -pe
tnv unepPolr tng kahuppévng pe Stapdviia vekpokePahng.

YUpPolo apXETUTIKSG Kal HUCTIKIOTIKG, MAYAVICTIKO Kal XPLoTIAVIKS,
10 potifo tng vekpokepahig evioniletal otnv Téxvn SlAPOPETIKWY
MePLOd®Y KAl MOMTION®Y, ©WG HVAHOVIKA undpvnon tou KUKAou tng
Cwnc kat tng Bvntdtntag, tng patadtntag kat tng plaptédtntag, Tou
eprpEPOU TV emiyelwv ndovav kal anohalcewv, tng pehayxohiag
Kal NG petdvolag, Tou apxéyovou edéfou piag avanddpaoctng polpag
Kal plag enepxopevng tehiknc kpiong. Ot xihiddeg vekpokepalég kat
ootd tng Kpuming twv Kamoutscivwy povaxdv otn Poun, cuvBétouv
éva povadikd apyltektoviké-yAuntiké ouvolo mou umevBupiler kay,
epPavTkd, npoetdonotel 6t «Huaotav 6t elote, kat 6,1t eipacte, fa
ylveten. Ot pdokeg pe tg vekpokepalég (calacas) mpwtaywviotolv
oto tehetoupyiké tng peikdvikng Hpépag twv Nekpdv mou gépet Tig
APXEYOVEG PVAMEG TwV MPOo-KOAOUPLavdy MoMTIoHdY kat anolntd tn
ouvalcBnpatikf oclvdeon kat Tnv veupatiky enagh pe dAoug ekeivoug
TIOU £X0UV «PUYEL.

The skull has been an emblematic theme throughout the history of
art. It can be traced back to the sculptural decorations of Middle Age
Gothic churches and the vanitas of Baroque still-life painting - works
celebrated for their masterfulness and naturalistic precision. The
skull also features in the works of several 19th and 20th century art-
ists, including Vincent van Gogh, Paul Cézanne -who exclaimed “how
beautiful a skull is to paint!”, referring strictly to the plastic potential
of the specific theme-, Pablo Picasso and George Braque, Otto Dix
and Max Beckmann, René Magritte, Paul Delvaux, Salvador Dali and
Diego Rivera, Andy Warhol and Damien Hirst, with his out-of-this-world
diamond-encrusted skull.

An archetypal and mystical symbol in both paganism and Christianity,
the skull has appeared as an artistic motif in different eras and cul-
tures, serving as a mnemonic reminder of the transience of life, of hu-
man vanity and perishability, of the ephemerality of worldly pleasures,
of melancholy and repentance, of man’s primeval fear of his inescap-
able fate and imminent last judgement. The thousands of skulls and
skeletal remains at the Capuchin Crypt in Rome are a unique archi-
tectural-sculptural monument that reminds and emphatically warns
visitors: “what you are now, we once were; what we are now, you shall
be". Skull figures (called calacas) are also a main ritualistic feature of
the Mexican Day of the Dead, recalling pre-Columbian cultures, while
seeking to achieve a sentimental connection and spiritual contact with
all those who have “passed away”.



AMote ndAL, n vekpokepalf €pXETAL VA E€IKOVOTIOIOEL TV oYU Kal
v emPolr tng eouaiag, ™ Pia, Tov Tpdpo Kkat TN Ppikn, al\d kat
TNV Katdducn Kal TNV MePIMAAVNCN OE CKOTELVEG KAl AXAPTOYPAPNTEG
MEPLOXEG TOU AYVWOTOU KAl TOU METAPUOLKoU. Tautdxpova, otov
olUyxpovo kéopo, avadietal kat emfdAetal wg éva oxupd omtikd
cUpPolo, anopopticpévo kat anokaBapuévo, tig neplocdtepeg popég,
and tg alknyopikég mpoektdoelg kat tg hBikég vonuatodotrioeig tou,
¢ Bpnokeutikég napapétpoug kat tn cuvaicBnuatiky tou duvaun -
pa Stadedopévn, SNUoPIAAG Kal «<EAKUGTIKA» glkdva Tou epgaviletal
and tov kdopo TG Hédag, Tng Slakdounong Kat TNG SlaPriuIong HéxPL
Vv pop kouktoUpa.

Ma toug MePloodTEPOUG AMO TOUG CUMMETEXOVIEG ELKACTIKOUG OTNV
éxfteon Still Alive, n vekpoke@alr] cuvictd ayanntd 8éua, oe cuvBéoeig
émou ta oupPolikd ototxela cuvdudlovtal pe tig awcBnuikés afieg, n
KPLTIKA HOTIA HE TNV AVATPEMTIKY TIPOCEYYLION KAl TIG AVAPOPEG OTNV
wotopla g té)vNng Kal Tn olyxpovn mpaypatikdtnta, oe cuvBéoelg,
e€alpetikd notkileg wg Mpog to UPog, TNy TexvoTpoTia, TN SIAPOPETIKA
evaioBnoia kat tnv aeBnukr nou npokpivouv. ZuvBéoeig Tohunpég kat
EUPAVTACTEG, HAG KANOUV VA avaoToXACTOUME MAV®W OE MPWTAPXIKEG
évvoleg, pag odnyoulyv oe pia anpocddkntn dladpour, o’ éva elkacTiKO
«nepiBdMov», mpwtdtuno kat mohuemninedo.

Mdvvng Mnéing
lotopkdG TNG TEXVNG

At other times the skull has come to represent power and the imposi-
tion of authority, violence, terror and horror, as well as the immersion
and navigation into the dark and uncharted territories of the unknown
and the metaphysical. In more recent times, the skull has emerged as
a powerful visual symbol, usually bereft and cleansed of its allegori-
cal connotations, moral conceptualizations, religious undertones and
emotional power - thereby becoming a popular and “attractive” image,
widely used in fashion, decoration, advertising and pop culture.

The skull is a favorite subject to most of the artists taking part in the
exhibition Still Alive. The works exhibited here include compositions
in which symbolic elements are connected to aesthetic values, the
critical gaze to a subversive approach, references to art history and
modern reality. The artworks presented vary greatly in their style and
form, in their preferred sensitivity and aesthetics. But they are all bold,
imaginative compositions that prompt us to reflect upon primary con-
cepts, leading us through an unexpected path to this original and mul-
tifaceted artistic “environment”.

Yannis Bolis
Art historian



VANITAS: H MEAATXOAIKH ONTIKOMOIHIH
THZ ®OOPAX

H anélutn patawdtnia tou avBpodmvou Blou, énwg katd tpdno
anopfeypatikd éxet diatunwlel otnv Malawd AiaBrikn (EkkAnotaotrg
1, 118: «Matadétng pataotitey Ta ndvia patadtngr), anacxoinoe
tnv téxvn tng Adong dtaxpovikd. H Mataiétnta napoucidletat apyikd
otn Bpnokeutikr pecawwvikr 1éxvn wg mpocwnonoinuévn alnyopla,
ouvodeudpevn ouviBwg and ta epfAjpatd tng, kalpéntn, teppoddyo
KAl pTePA.

To nBikom\aotikéd nepiexduevo tng Mataidtntag éhafe véa, Wiaitepn
OTTTIKH] EKPPAOH KATA TN VEWTEPLKH EP{0S0 TOU eUpwNAikoU MoATiopoU,
epmloutiCovtag Kat TV KOOUIKH ELKOVOYPAPIa. LUYKEKPLUEVD, KATA TOV
Maviepiopd (ddiun @don tng Avayévvnong), otov npoxwpnuévo 160
awove, dtapoppavetal n avtdvopn Gepatiky katnyopia tng Vanitas wg
oupfoliki avanapdotacn pe otoela «vekprg uong» (1, opBdtepa,
«fpepng (wng»), mou onupatodotolyv tnv anatnhf kat pdtawn ¢uon
S\ov TV YAVeV Mpayudiny kal Tou gykdopiou Blou.

H Bepatikr autd katnyopia tng Vanitas 8a avBiocel katd tnv neplodo
tou Mnapdk, WBlwg pdhiota ot lwypapiky tev Kdtew Xopaov.
H patadtna é6Ang tng eykdopiag Unapéng Ba amodolel oe pia
minBdpa aplototexvikdv cuvBéocewv otov tno tng vekpric guong,
ME ouVOUACHOUG OlapopeTkdY epBANMATIKOV aVIKEPEV®Y, TOU
emuonpaivouv otov Beatr tov npdokaipo kat pBaptd xapaktipa Shwv
TV UNKOV anokTnpdIev kat cuvolikd tou avlBpamvou Bilou enl tng
yne.

Ye autég g ouvBéoeig kuplapyel to avBpdmivo kpavio, pia Ba Aéyape
«anoyupvepévny and npoédcfeta otoxela npocwnoypagia kdfe
avBpanou. To téhog tou Blou onuatodotoly eniong to kavoAM kat To
oPnopévo kepl, o kanvdg kat n polcka, To wPoAdylo kat n kKAePUSpa.
To xpripa kat ta mohutelr) uhiké ayald, énwg to yuaki kat n nopoedvn,
avunpoocwneUouy eniong epAnuatikd tov npdokaipo xapaktipa kéfe
évvolag neplouciag. To {do emiong vénua, tng pdtaing npdéokinong
ayafav, éotw duhwv kat nveupatikdy, avunpocwnevouv ot cuvléoelg
Me pouotkd Spyava kat BBAia.

VANITAS: THE MELANCHOLY VISUALIZATION
OF CORRUPTION

The absolute vanity of human life, as expressed in the Old Testament
(Ecclesiastes 1, 2: “Vanitas vanitatum omnia vanitas”), has preoccupied
the art of the West over a long period. Vanity was initially represented
in religious medieval art as a personified allegory, accompanied usually
by its emblems, a mirror, a cinerary urn and wings.

The moralizing content of Vanity acquired a new, special visual expres-
sion in the modern period of European culture, thereby enriching sec-
ular iconography as well. Specifically, during the Mannerist period (late
Renaissance) at the end of the 16th century, the autonomous thematic
category of Vanitas came into being as a symbolic representation with
still life motifs that signalled the illusory and futile nature of all earthly
things and of life in this world.

This thematic category of Vanitas flourished during the Baroque pe-
riod, particularly in the painting of the Low countries. The vanity of all
worldly existence was rendered in a multitude of still life masterpiec-
es, in conjunction with assorted emblematic objects that reminded the
viewer of the transient and corruptible nature of all material posses-
sions and of human life on earth in its entirety.

The human skull is dominant in these works, a portrait of every human
being, stripped, one might say, of personal features. The conclusion
of life is also marked by the oil lamp and the extinguished candle, the
smoke and the bubble, the clock and the hourglass. Money and ex-
pensive material goods such as glass and porcelain likewise represent
emblematically the transitory nature of all property. The same sense of
the futile acquisition of objects, even immaterial and intellectual ones,
is represented in compositions with musical instruments and books.



Ta avtikeipeva opopeids (kat wpaondBelag), énwg ta kooufuata
kat o kaBpéntng, kat ta oluPola efouciag, dnwg okrAmTpa kat
OTéppaTa, EPATIKEG TIAPEG Kal OmAa, TAYKOCMIEG oQalpeg Kal
¥&pteg, unodniokvouv n pataodofia tou avBponou. H eBaptédtnta
Tou kdopou avanapiotatal evOEIKTIKA KAl PE OTOIXE(Q TOU PUTIKOU
Baci\elou, cuviBwg pe dvBn kat ppolta, mou duwg napoucidlouv
onuddia oAYPng, cuvhBug Adyw tng dpdong kdmolou evtdpou.

‘Ol ta napandvw otoxela vekprg euong, os nolkiloug cuvduacpoug,
Béhouv va ontikornotoouy 1 pBaptédtnta wg ctoieio tautdonuo Tou
avlBpdmvou Biou. H mhéov kuplapyn eikaoctik diAwon tou pBaptol
KAl EQHHEPOU KOOHOU HAG, EYYEVAG TNG MEPATOTNTAG TOU eyKOOULIOU
Blou, tautiletal pe tov avandpeukto gpxoud, tehikd, tou Bavdtou, Tou
tehikoU napovopaocth kdfe Unapéng. Autol tou eidoug n umduvnon
tou Bavdtou (memento mori) katdyestal, MONTICUIKE, and T pwUAIKA
apXadTNTA. YUYKEKPIUEVA, Omwg pag mapadidel o Teptuliavég
(nep. 160-225 w.X.) otov Anmodoyntiké tou, évag Pwpaiog otpatnydg
napAilauve katd tn didpkela BpldpuPou, ondte évag okAdfog tou ToU
EMECHUAVE TOV MPOOKALPO KAl HATALO XAPAKTAPA TNG KOOMIKAG 04Eag
Tou, Aéyovtdg tou «evBuproou tou Bavdtou» (memento mori).

Auté 1o Saitepo Béua éxel tn Sikr} Tou eikovoypagikr apddoon,
eniong and tn pecalwvikh téxvn, 6mou srmunAéov cuoyetiletal ue Tov
Makdfpio Xopd (Danse macabre), pe xopoUg Sn\. vekpolwvtavwy
OKeAETWY, Kal pe TNV OAKTIKOU XOAPAKTAPA €lkovoypdpnon Tng
Téxvng tou Bvrioketv (Ars moriendi). Katd tn vedtepn nepiodo, and
tnv Avayévvnon ki énetta, 1o eikactikd potifo tou memento mori Ba
e€akolouBrioel va avanapictatal ota tapikd pvnueia, pe {oypapikég
Napactdoelg OKEAETWV kal Kpaviwv, kat pe avdloyeg yAumtég
ouvBéoelg, mou eniong Ba @tdoouv oto andyelo tng KaAAATeXVIKAG
£KPPAGCTG TOUG HE UVNHUEIAKA TaPkd cUvola katd to Mnapdk.

Objects of beauty (and conceit), like jewellery and mirrors, as well
as symbols of power, like the sceptre and crown, priestly robes and
weapons, globes and maps of the world all refer to the false pride of
humankind. The corruptibility of the world is represented indicatively
by motifs from the plant kingdom, usually with blossoms and fruit that
show signs of spoilage, mostly caused by the action of some insect.
All these still life motifs, in various combinations, are intended to de-
pict corruptibility as identifiable with human life. The most prevalent
artistic statement of our corrupted and ephemeral world, which is in-
herent in the passing nature of worldly life, is the inevitability of death,
the final common denominator of every existence. This type of the
reminder of death (memento mori) originated culturally in Roman an-
tiquity. Specifically, as Tertullian (c. 160-225 AD) tells us in his Apolo-
geticum, a Roman general was taking part in a triumphal procession,
when his slave pointed out the fleeting and temporary nature of world-
ly glory saying to him: “Remember death” (Memento mori).

This theme has its own iconographic tradition, also from medieval art,
which is in addition related to the Danse macabre, i.e. to dances of
living/dead skeletons, and with the didactic nature of the iconography
of the Art of dying (Ars moriendi). In the modern period from the Re-
naissance on, the visual motif of the memento mori would continue to
be represented on grave stones, with painted scenes of skeletons and
skulls, and with analogous sculpted motifs, which reached the peak of
their artistic expression in monumental Baroque grave groups.



Akpov dwtov autig thg napddoong cuvictd n oxedév awcBnuikifousa
kat onwodrnote unepPolikr, Mapddofn, kuplolektkd pakdfpla
napouciacn atdPpwyv 0oTOV VEKPWY. XapakInploTikd napddetypa n
Kpumtn twv Kanoutoivwy povaydv otn Popn (Santa Maria Immacolata,
o1tn Via Veneto), érou ta névie napekkAola tou undyelou kopntnpiou
éxouv «Stakoounfel» pe ta ootd mepinou 4.000 povaxwv, ce éva
Sidotnpa tpechpiot alwvwy (1528-1870), ue cuvBéoelg dnou ta opoeldn
00td oxnpatifouv yYA\UNTIkEG pOPHEG KAl APXITEKTOVIKA CUVOAQL.

H évvola tng pataidtnrag £xeL anacyoloel Tov eupwnaikd noltiopd
nok\dtpona. Mldvtag napadetypatikd yia TNV VEWTEPIKT EMOXH, AN
tnv Avayévvnon kit énetta, evOelktiko elvat o dokipo Mepl paraidtnrag
tou Movtaliviou [Michel de Montaigne] (1533-1592), eved o pnropikd
epwtnua «va (et kaveig A va pn (ew tou Apdet and tov Zaifnnp [Wil-
liam Shakespeare] (1564-1616), cupnukvavel dAn tnv unapélakr aywvia
tou avBpdmou.

Autég ol ekpdvoelg g patadTnTag, oTd YPAPHATA KAl OTIG TEXVEG,
GUVONIKA otV MoATIo KA Tapddoon TG EUPWNAIKAG VEWTEPIKOTNTAG,
cuvdéovtal dppnkta pe th pelayyolia wg kUpta vonukh kat YPuyiki
katdotaon tng enoxrg, onwg autr €xel anotunwlel otnv Avarouia
g MelayyoAiag (1621) tou Robert Burton (1577-1640). H pelayxoAikA
npooéyylon, coe éva mhaiclo okemtkiopoU, wg osomndélouca otnv
koopoBedpnon tou poviépvou avBpdnou edpdletal pe tn celpd tNg
otnv kKhaotkr napakatafikn, mou and tnv apyadtnra dlatpéxel Tov
EUPWNATKS MOMTIOPS. TuyKekpIpéva, N pehayyolia kaBauty oxetiCetal
ue tnv (Peudo)apiototehik napddoon, eve o npdokaipog kat paptdg
XAPOAKTAPAG TV EYKOOHUIOV HAG CUVOEEL UE TNV £vvola Tou Xpdvou Tou
anodopei kafle avBpdmivn dnuoupyia.

The extreme point of this tradition is the exaggerated, paradoxical and
macabre presentation of the bones of real deceased persons. A typical
example is in the Crypt of the Capuchin monks in Rome (Santa Maria
Immaculata, on the Via Veneto), where the five underground chapels
in the Crypt have been “decorated” with the bones of some 4000
monks, over a period of 350 years (1528-1870), with compositions in
which similar bones form sculptural shapes and architectural groups.
The concept of vanity has preoccupied European culture in a variety
of ways. Speaking of the modern age from the Renaissance on, it is in-
dicative that the essay On vanity by Michel de Montaigne (1533-1592),
and Hamlet’s rhetorical “To be or not to be”, by William Shakespeare
(1564-1616) are condensations of man'’s existential anxiety.

These manifestations of vanity in the arts and letters, and in the cultur-
al tradition of European modernity as a whole, are inextricably linked
with melancholy as the primary mental and psychological state of the
times, as expressed in The Anatomy of Melancholy (1621) by Robert
Burton (1577-1640). The melancholic approach, in a context of skepti-
cism, as the dominant world view of modern man, is based in turn on
the classical legacy that has run through European culture since antig-
uity. Specifically, melancholy itself is related to the (pseudo-)Aristote-
lian tradition, whereas the temporary and corruptible nature of worldly
matters associates us with the concept of time that deconstructs every
human creation.



Aut de n Bedpnon tou xpdvou wg adnedyou Shwv mMpaypdtwy
kAnpodoteital, otnv 1otopia twv 1ewy, kat MédAtl and tnv apxadtnta,
evdeiktikd and tov OBidio (43 n.X. - 17 u.X.) kat 1ig Metapoppdoeig Tou
(15, 234-236: Tempus edax rerum).

Ot pelayxohikég vekpég @uoelg tou Mnapdk, pe ta euPAiuata
g ¢fBopdg tou kdopou kat tng patadtntag tou avBpwnivou Biou,
ouvioToUV €lKAOTIKEG pvnuewoelg piag BaBitepng autoyvwoiag,
KAQOIK®V KatafBolwyv, mou vonpatodoteital ek véou KATd TN VEMTEPN
kAaoikifouoa nepiodo tou eupwnaikol MoATIGpoU.

Ki av n klaowkrig aviiinyng eikovomola unoxkdpnoe onpaviikd
KATd TOV E£IKOVOKAACTIKS 206 aidva, otn olyXpovr pag emnoxH, Tou
HeTapovIépvou omtikoU molticpoU, ta cUuPola tng Vanitas éxouv
enavakduet. Etol, 1o diapavtévio kpavio tou Damien Hirst (yev. 1965),
uthopopnuévo For the Love of God (2007), cuviotd tny iconic ekdoxh
uiag oelpdg épywv oudleung eikovonmhaciag, dnwg, ya napddsyua,
autd twv puwtoypdpwyv Alexander de Cadenet (yev. 1974), pe tn
oelpd Tou pe noptpaita kpaviwy (1996 k.g.), kat tou Alexander James
(yev. 1967), pe tn oepd tou Vanitas (2011)- o teleutaiog napouctdlet
oUCLACTIKA £K VEou TIG epBAnpaTikég vekpég puoelg Tinou Vanitas Tou
Mnapdk.

H patadtnua tou avBpodmvou Pilou avadewvietal, de facto,
vIKNTAg otnv avapétpnon pe tov kaBéva pag Eexwplotd, wotdoo
ot pelayxolikég amewovicelg tng Vanitas ouvolikd, wg Tekpipla
NG kKaA\TeXVIKAG £kPpacng, cuvicTolv pia «vikn» tng avBpwmvng
dSnuoupyiag eni tng pBopdg kat tou Bavdtou.

Ap Oodwprig Koutooyidvvng
lotopkdG TNG TEXVNG

His view of time as devourer of all things was likewise inherited in the
history of ideas from antiquity, and indicatively from Ovid (43 BC-17
AD) and his Metamorphoses (15, 234-236: Tempus edax rerum).

The melancholy Baroque still lifes with their emblems of the world’s
decay and the vanity of human life constitute visual memories of a
deeper self-knowledge, with classical roots, that takes on new meaning
during the modern classicist period of European culture.

And although this classical view declined significantly during the icon-
oclastic 20th century, in this contemporary age of our postmodern vi-
sual culture, the symbols of Vanitas have returned to the fore. Thus,
the diamond skull of Damien Hirst (b. 1965) entitled For the Love of
God (2007) constitutes an iconic version of a number of works using
similar visual motifs, such as those of the photographs by Alexander de
Cadenet (b. 1974), with his portraits of skulls (1996 on) and by Alexan-
der James (b. 1967), with his series Vanitas (2011), in which he presents
anew the emblematic still lifes of the Vanitas type used in the Baroque
period.

The vanity of human life is demonstrated de facto to be the victor in
the confrontation with each one of us individually; however, the sheer
numbers of melancholic depictions of Vanitas, as evidence of artistic
expression, constitute a “victory” for human creativity over corruption

and death.

Dr Thodoris Koutsogiannis
Art historian
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Maopyog Ahe€avdpidng
‘Ayyehog Avtwvémnoulog
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KopvAliog Mpappévog
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ANé€avdpog Anuntptddng
Aoteépng Anuntpiou
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Ytépavog Erutpdnou
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Baocihng Zwypdgpog

Willem Harbers
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Vanitas

2019, EUMo, yuali, kepapikd, UANO
unpouvtlou, Beloldo, kexpiundpy,
44X50X30 K.

Vanitas

2019, wood, glass, ceramic, leaf of
bronze, velvet, amber,

44xX50x30 cm

Mopyog ANe€avdpidng / Giorgos Alexandridis



‘Ayyehoc Avtwvoénoulog / Angelos Antonopoulos

MdBnua Avatouiag
2018, UIKTH TEXVIKN, 40X35X7 EK.

Anatomy Lesson
2018, mixed media, 40x35x7 cm




Ephemera

2018, MIKTH TEXVIKN, T50X100 €K.

Ephemera
2018, mixed media, 150x100 cm

Avvita Apyuponhiorotlou / Annita Argyroiliopoulou
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HLKTH TEXVIKH o€ XapTi

2004,

Totentanz
r, 29,5x21 cm

mixed media on pape

2004,



Walking blues (\entopépeia)
2019, UIKTH] TEXVIKH, 8OX80X5 €K.

Walking blues (detail)
2019, mixed media, 80x80x5 cm

Avdpéag Bolooupag / Andreas Voussouras



Nikog MNaPpdnoulog / Nikos Giavropoulos

Skull portrait
2013, 1aTPIKN) VEKPOKEPAAH Kat pofBoAr,
petaBAntéc diactdoelg

Skull portrait
2013, medical anatomical human skull and projection,
dimensions variable




Step into my office

2017, pehdvi oe xapti, 40x50 K.

Step into my office
2017, ink on paper, 40x50 cm

Aewvidag Navvakénoulog / Leonidas Giannakopoulos



KopvAhiog Npappévog / Kornelios Grammenos

Still alive and enlightened
2018-19, avoéeidwto atod)y, oidnpog, xapti, A\auntipag,
UPog: 225 ek. (A\emtopépela Avw pépoug)

Still alive and enlightened
2018-19, stainless steel, iron, paper, light bulb,
height: 225 cm (detail, upper part)




Capten (Xprioctog Kwtoolhag / Christos Kotsoulas)

Autonpoocwnoypagpia 2079 u.X.
2018, yUPLvo EKPAYELD ETUXPUCWHEVO
oe puokd péyelog, Upaoua

Self-portrait 2079 AD
2018, plaster gold-plated cast
in natural size, fabric




Audia Aapnaciva / Lydia Dambassina

H Zwn

2007, lambda c ektinwon oe kopvila, 1770x125 &k.

Life

2007, lambda c print mounted on frame, 170x125 cm
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H Zupty Gew €ivan yid XxooTacn, heve arn Mdawn

e, Kolnpaoe) - Resagem 1 Ayspoucos 2087



BiBAog
2016, Ynplakr ektinwon oe Ao, Sépua,
uetaBAntéc diactdoelg

Bible

2016, digital print on wood, leather,
dimensions variable

Xapdhaunog Aeppding / Charalambos Dermatis



ANé€avdpog Anpntpiddng / Alexandros Dimitriadis

Children of the Future
2010, akpulikd oe VMo, 50,5X51,5 eK.

Children of the Future
2010, acrylic on wood, 50,5x51,5 cm




Xwpls titho
2019, pétalo o EUAivn Bdon, 40x36x42 ek

Untitled
2019, metal on wooden base, 40x36x42 cm

Aoctépng Anpntpiou / Asterios Dimitriou



Xplotépopog Aoulyépng / Christophoros Doulgeris

Kauotripag #8
2016, apyelak eKTUN®won oe Xaptl, 55X70 &kK.

Steamer #8
2016, archival print on paper, 55x70 cm




Martaiodoéia

2018, pamdoypdPog, METAMIKA GTUNS, oTipé|,
QOXQO eK.

Vanity
2018, rapidograph, metallic pens, spray,
QOXQ0 cm

ARpntpa E€&pyou / Dimitra Exarchou



Xwpig Titho
2019, AMddt oe €Yo, 83x80 ek.

Untitled
2019, oil on wood, 83x80 cm

Ytépavog Emtpoémou / Stefanos Epitropou



Oebdwpoc Zagepdnoulog / Theodoros Zafeiropoulos

Zouodut Avoiée
2006, poUxa and nNAd kat coucdpt, petaPintég
dwaotdoelg / Euyevikr napayxmpnon Nitra Gallery

Open Sesame
2006, clothes made of clay and sesame,
dimensions variable / Courtesy: Nitra Gallery




Xwplic Titho

2009, A&dt og kapPd, 70x80 &k.

Untitled

2009, oil on canvas, 70x80 cm

Baoi\ng Zoypdgog / Vasilis Zografos



Willem Harbers

Prepare to Engage nr. 1
2013, atodh, XaAkdg, pdppapo,
47x25x18 €kK.

Prepare to Engage nr. 1
2013, steel, copper, marble,
47%x25x18 cm




Showgirl

2018, akpulikd oe kapuPd, 55x51 k.

Showgirl

2018, acrylics on canvas, 55x51 cm

Ytapdtng Oesoxdpnc / Stamatis Theoharis



Mdprov lyyhéon / Marion Inglessi

Dicerss Bicersis FJ2E

Aikepog Bicornis
(umpooTtivA 4PN pavpo), 2003, akpuNKO
oe xaptl, 70x50 &k.

Diceros Bicornis
(front view black),
2003, acrylic on paper, 70x50 cm

Aikepog Bicornis
(6Yin 3/4 paitpo), 2003, akpuhikd ot xapTi,
70x50 ek.

Diceros Bicornis
(3/4 view black), 2003, acrylic on paper,
70x50 cm



Avtyévn KaBBaBd / Antigoni Kavvatha

Destruction
2019, akpuhikd oe mylar,
43x60 &K.

Destruction
2019, acrylics on mylar,
43x60 cm




lopddvng Kainuepdkng / Jordan Kalimerakis

Moth
2019, nupoypagia oe kpavio kplaploy,
35x60x17 €k.

Moth
2019, pyrography on a ram'’s skull,
35x60x17 cm
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Eupnuarta

2015, Aeukdg MGG,
50x40x40 &eK.
50x40x25 €K.

Findings

2015, terracotta,
50x40x40 cm
50x40x25 cm

Apng Katolhdkng / Aris Katsilakis



Xprjotog Kolvtoupag / Christos Kountouras

Vanitas
2019, 6XES10 HE XPWHATIOTA poAUPia,
21X29,7 EK.

Vanitas
2019, drawing with colored pencils,
21x29,7 cm




Pop Death
2019, HIKT TEXVIKI], T00X50 K.

Pop Death
2019, mixed media, 100x50 cm

Avtovng Kovotavtvidng / Antonis Konstantinidis



®odwprc Adhog / Theodore Lalos

Vanitas
2018, eikactiké BiNio, pUNa, ootd,
opNKOP®ALA

Vanitas
2018, artist’s book, leaves, bone,
wasp nest




Xpriotog Adokapng / Christos Laskaris

KukAocg
2019, yUgog, EUMo, Adotixo-kahoum,
21x21x16 ek. (Bdon: 108x16x21 €k.)

Circle

2019, plaster, wood, rubber-mold,
21x21x16 cm (base: 108x16x21 cm)




Vanity in Rome
2018, akpUAIkd kat kpUoTalha

oe Ynplakn ektinwon giclée, 50x40 ek.

Vanity in Rome

2018, acrylics and crystals
on giclée digital print,
50x40 cm

ANé€avdpog Maykavidtng / Alexandros Maganiotis



To iA{

2014, pnpouvtlog, EUho ehdtou
emupavelakd anavBpakwpévo,
25x50x8 ek.

The Kiss

2014, bronze,
charred pinewood,
25x50x8 cm

Oupadvia pudaoka
2013, PWTIOXNUKA
{wypapikh, kaBpémng,

kapévn kopvila, 28x23 &k.

(Idwwtikr cul\oyr)

Heavenly mask

2013, photochemical
painting, mirror, a burnt
picture frame, 28x23 cm
(Private Collection)

AnpnAtpnc Mepdvtlag / Dimitris Merantzas
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Ynvpog Mndvog / Spiros Banos

Vanitas
2019, puwtoypapia, 50x50 K.

Vanitas
2019, photograph, 50x50 cm




Nekpri ®don pe nanapoives oe kdAuka offidag
2018, MIKTH TEXVIKN

(akpUNIK& kat pUANo xpucoU oe kapfBd),
100Xx100 €K.

Still-life of poppies inside a bombshell
2018, mixed media

(acrylics and gold leaf on canvas),
100x100 cm

Nikorac Mnhdtkac / Nikolas Bliatkas



Maplia Mavayiwdtou / Maria Panagiotou

Xwpls titho
2018, akouapéla oe xapti, 70x70 &k.

Untitled

2018, watercolor on paper, 70x70 cm




Nikog MNManadnuntpiou / Nikos Papadimitriou

Baseball war-set

2012, pénala tou préllpuno),

VAUTIKO KPAVOG, UMANEG HUMELCUTION,
yUlvo kpavio, EUNvo édt kapékAag,
uépog and PARua SApou, xahi “IKEA”

Baseball war-set

2012, baseball wooden sticks,

naval helmet, baseball balls,

skull (plaster cast), leg from classic
wooden chair, part from mortar shell,
“IKEA” circular carpet

Fair is Foul and Foul is Fair hover

through the fog and filthy air
2013, Xaptovl, mamé pacé, mAdg,
rm\é€ykhag,

11,5%13,5x16,5 £K.

Fair is Foul and Foul is Fair hover
through the fog and filthy air
2013, carton, papier-méaché, clay,
plexiglass,

11,5x13,5x16,5 cm



Xwpls titho

2012, poAUia oe xapti, 130110 &k.

Untitled
2012, pencils on paper, 130x110 cm

Avidvng MNanadénoulog / Antonis Papadopoulos



eddeq byijy / puuo|] biyy

Vanitas /

(tnG oe xapPTti,

’

2019, HoAUBL kal ypap

35x50 ek.

Vanitas /

2019, pencil and graphite on paper,

35x50 cm



Kwvotavtivog MNdtoiog / Konstantinos Patsios

O yduot tou Oupavou kat ¢ Ing
2018, pktr teXVIkA o kapBd,
150x150 €K.

The Marriage of Heaven and Earth
2018, mixed media on canvas,
150x150 cm
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Vanitas / VivGogh's skull
2013, akpulikd o KapuBd, 50x50 ek.

Vanitas / VvGogh's skull

2013, acrylics on canvas, 50x50 cm

Natdooa [Moulavtld / Natassa Poulantza



lpryéveia Zdoukou / Ifigeneia Sdoukou

H Kupia kat o Movdkepwg

(véa ékdoon 2018-19)

BauBakepd Upaopa kevinuévo oto xépy,
160x140 eK.

The Lady and the Unicorn

(new edition 2018-19)

cotton fabric embroidered by hand,
160x140 cm




Baoiing Zehipde / Vassilis Selimas

Kaflapdtatov rjAio énpounvoioce
2018, poAUPL oe xapti, 29,7x21 k.

Auguring an unclouded sun
2018, pencil on paper, 29,7x21 cm




noj8ozjadag soyiN / NOYA913U3T SOMN|

2009, engraving and coatings on wooden panel,

2009, Aadopmnoytd kat xdpaén o VAo,
134x80 cm

134x80 ekK.
Heartloose
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Mi\tog ZkoUpag / Miltos Skouras

To xpwua g patatdtnrag
2019, Mddt o Awvd kapPd, 20x20 ek.

The color of vanity
2019, oil on linen canvas, 20x20 cm




O diaueptouds twv iwatiov
2014, poAUBL o xapti, 7050 &k.

El Espolio
2014, pencil on paper, 70x50 cm

Anpritpnc Tatapng / Dimitris Tatari



Lovers

2018, okeletol and duo kapékeg mou Ppélnkav
tuyaia oto dpdpo, UNkd cuckeuaciag,
avBpomveg dlactdoeig

Lovers

2018, skeletons of two chairs found accidentally
on the street, packaging materials,

human dimensions

Nikog Tpavodg / Nikos Tranos



Oeodwpa Toldtolou / Theodora Tsiatsiou

Ap’ ugnlou
2018, HIKTA UAIKA (nAdg, pétallo, EUho, oxouvi),
160X49X49 K.

Looking down on
2018, mixed materials (clay, metal, wood, rope),
160X49X49 cm




Mopyog Toepiwvne / Giorgos Tserionis

Dreamers Utopia
2017, tASG, 6idNPo, 44x25%25 &K.
Euyevikni napaxopnon AA gallery

Dreamers Utopia
2017, clay, iron, 44x25x25 cm
Courtesy: LD gallery




Kootag Towhng / Kostas Tsolis

Kpavio
2007, HIKTH TEXVIKI] OE HOUCaud,
156145 €K.

Skull

2007, mixed media on canvas,
156x145 cm

Kpavio
2008, yUog, pohupy,
16X14Xx20 €K.

Skull

2008, plaster, pencil,
16X14x20 cm



Xwplc titho
2018, xpwpatotd polUfia, ol
kat pehévi oe xapti, 35x50 ek.

Untitled
2018, colored pencils, pencil
and ink on paper, 35x50 cm

Mdprog Dolpvapnc / Marios Fournaris



Death mask

2018, erpetdAwon xaikou ce davtéla,
29x18x14 €K.

Death mask

2018, embroidery on bronze,
29x18x14 cm

Awoviong Xpiotoploytdvvng / Dionisis Christofilogiannis
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2016, akpUAIKS GE XaPT

Omnia vanitas

2016, acrylics on pape

r, 140X90 cm



Empéleia potiopot/ Lighting design:
Kwotag Koopidng/ Kostas Kosmidis
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Layout and Design: Akadnpiag 72, ABriva 10678 info@theprojectgallery.gr

Karpathiotaki Athina-Maria 210 382 5234 www. theprojectgallery.gr
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