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To oxed1GZEIV ¢ YAUNTIKA NPAKTIKA.
ENHEINOCEIC NAVK OTIC «TONOYPAYPIES TNG TUNOYPAPIag»
ToUu KodoTa Mnacédvou

©a pnopouce va anotelei Nnapddo&o va NPOooeyYioel KAVEIG Thv
NPEAKTIKA €VOG YAUNTN Héoa and Tn HEAETN TwWV OXESiIWV TOU XWPIG va
BswpnOsei OTI KaTaPeUyel o€ €va a priori SsuTEPEUOV KAl EMNIKOUPIKO
M€oo nou BpiokeTal oTo NEPIOWpPIO ToU peilovog €pyou Tou. EvTou-
TOIG, Ndn and Th dekaeTia Tou 1960 oTo NAaicio avalnTAGEWYV EVVOI-
OAOVYIK®OV KAl HETAMIVIMAAIOTIKOV TAGEWYV, TO OXESI0 WG «AVTI®OTO OE
€vav AKAunTo MOVTEPVIONO»' dnoAUEl TOV NPONAPACKEUAOCTIKO Kdl
ENIKOUPIKO TOU XapaKTApd. To oxédlo enavakaBopileTal KATAKT®-
VTAC TNV QUTOVOMIA TOU OE MId OUVONKN avaBswpnong Kal S1EUpuV-
ong TWV NAPASOCIAKWY KAAANTEXVIKOV HECWV MOU NPOCdIOPIoTNKE
WG OUVOAKN «UETA TO HECO» (post-medium condition) cUpgwva ue
ToVv 6po nou sicdyel n Rosalind Krauss.?

Mépa andé énoia NnpdOeocn VOOTAAYIKAG ENICTPOPNAG OE MIA
a&loloyIKA 1IEpAPXNON TOU JECOU TOU OXESIOU WG «NATEPA TWV TPIWV
TEXVOV», TNG LWYPAPIKAG, TNG YAUNTIKAG KAl TNG APXITEKTOVIKAG, GUM-
Ppwvad Je Th Oswdpnon Tou TdopTtdio Baldpl, dsv 6a ATav ungpPoin
va unooTnpilape o1 To ox€d10 KAaTd Th dekaeTia Tou 1960 kail 1970
oUVOEETAl SUVAMIKA ME €va gUpU NeSio NEIPANATIONWY YUPwWw and
TOV ENAVANPOGSIOPICHS TOU KAAANITEXVIKOU AVTIKEIMEVOU. ‘'ONwg Ka-
TadelkvueTal anod €va NARBOG NPAKTIKWV KATA Tnv Nepiodo authn and
KAAAITEXVEG Onw¢g ol Eva Hesse, Robert Morris, Fred Sandback, Sol
LeWitt, Richard Tuttle, n «anolAonoincon» Tou KAAMTEXVIKOU QVTIKEI-
MEVOU OTOV XWPO TG YAUNTIKAG cuvTeAEiTal Méca and Th yetatdénion
TOU £VOIAPEPOVTOG OTNV KAAANITEXVIKA d1adIKAoia KAl TNV EUPATIKA
XPACN TNG YPAUMAG ME KUPIA 1ISIATNTA va NeEPI-ypAYEel Th SOUA Tou
€pYyou OoTOV XWPO. ANoUAONOINUEVEG YEWHUETPIKEG KOTAOKEUEG NOU
apOPWVOVTAlI OTOV XWEO and XopdEC, cUPUATA KAl EPAMEPA UAIKA,
onwg via napddelypa ol eykaracTtdoel§ Tou Fred Sandback i ta
Wire pieces Tou Richard Tuttle cnpatodoTouv Tnv ano-€idikeuon Tng
YAUNTIKAG npakTIKAG (de-skilling) péoa andé tnv aupiofATnon Tng
KAAAITEXVIKAG de&loTEXVIAG KAl Th NETABAON NPOG EYKATACTACEIG
ME YPOAMMIKG/OXESIOO0TIKO XApAKTAPA.

>Tnv nepinTwon Tou Kota Mnacdvou n NPAakKTIKA TOU oXe-
31ddeiv —und auTtiA Th dieupupévn BeWpPnon ThG NoU TonoOeTeiTal
avap@ifoAa otov opidovTa TWV EVVOIOAOYIKWV KAl METAMIVIMAAIOTI-
KWV KATAKTAOEWV— BPICKETAI OTO ENIKEVTPO TOU KAAAITEXVIKOU TOU
£€pyou. AvapepOeEVOG 0TOV POAO TOU GXESIOU 0TNV KAAANITEXVIKA TOU
NPAKTIKA, 0 KAAANITEXVNG ENICNMAIVEI TNV KOIVA ETUMOAOYIKA MATPA
TV AEEEWV «OXESION, «OXESOV» KAl «GXAMA» KAl ThV NPOEAEUCH
TOUG and Tov TUMNO TOU andpeUPATOU TOU PANATOG «EXW» OTA AapXdid
eAANVIKG3. QG €K TOUTOU, TO OXES10 WG TO OUSETEPO TOU €NIOETOU
«OXESI0G» NPOOCSIOPIZETAI WG «TONOG, KOVTIVOG, SINAAVOG, auTOG nNou
BpiokeTal eNITONOU», A XPNCIMOMOIEITAI YIA VA opicel £évav «Xpovo
KOVTd, NAncIEcTATA», N YIA va opicel «Tn d1aBd0uion, To nepinou».*

AUTA n BE®WPNON TOU NECOU TOU OXESIOU WG £VA «OXEDOV»,
«OIWVEI» EVVOIOAOYIKO NESiO AVOIXTWV SUVATOTNTWY NOU AVTIOTE-
KETAI o€ KAOE andneipa aucTnpng oploOETnong, nepiAaudvel otnv
nepintTwon Tou Kwota Mnacdvou apxikKd To NAoUoI0 OWHUA ONPEIN-
CEWV TOU KAANITEXVN: TIC SIATUNWOEIG CKEYEWY, Napabéocelg ano-
onacudaTwy and pia NAN6WEA NNywv, Td NpooxEdid, Ta diIaypduuaTa,
TA OKAPIPAHATA. SUYKPOTE( éva ETEPOYEVEC Kal MOAUNOIKIAO
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Drawing as a sculptural practice
Notes on the “topographies of typography”
by Kostas Bassanos

It might seem a paradox to approach a sculptor’s practice through
a study of his drawings without it being seen as stopping at an
a priori secondary, auxiliary medium on the margins of his main
work. Nevertheless, already since the 1960s, in the context of in the
context of conceptual and post-minimalist explorations, drawing as
the “antidote to a rigid modernism”' has shed its preparatory and
auxiliary nature. It was redefined and attained its autonomy as part
of a drive to revise and expand the traditional artistic media—the
“post-medium condition”, according to the term introduced by Ro-
salind Krauss.?

Aside from any tendency for a nostalgic return to drawing as
“the father of the three arts” of painting, sculpture and architecture,
as stated by Giorgio Vasari, it would be no exaggeration to claim
that in the 1960s and 1970s drawing becomes firmly associated with
a broad field of experimentation on redefining the artistic object.
As demonstrated by a range of practices of that time by artists like
Eva Hesse, Robert Morris, Fred Sandback, Sol LeWitt, Richard Tuttle,
the “dematerialization” of the artwork in the field of sculpture is
achieved through a shift of focus onto the artistic process and the
emphatic use of the line whose main task is to delineate the struc-
ture of the work in space. The dematerialised geometric structures
erected in space using chords, wire and ephemeral materials—for
instance, the installations of Fred Sandback or the Wire pieces of
Richard Tuttle—mark the de-skilling of the sculptural practice by
disputing artistic skill and moving towards installations of a linear/
graphic nature.

In the case of Kostas Bassanos, the practice of drawing—un-
der this expanded view that places it unequivocally in the context
of conceptual and post-minimalist quests—is at the core of his art.
Talking about the role of drawing in his artistic practice, the artist
points out the common etymology of the Greek words for “draw-
ing” (schedio/ox£d10), “almost” (schedon/ocxsed6v) and “shape”
(schima/oxrua), all of which come from the infinitive of the verb
“to have”(echo/éxw) in ancient Greek3. As a result of this, drawing
can be defined as a “nearby place, a person next to me, something
in situ” or be used to describe “a time very close to now” or to de-
scribe a “gradation, the a/most”.#

This view of the medium of drawing as an a/most or quasi
conceptual field of open quests that defies any rigorous demarcation
includes, in the case of Kostas Bassanos, first of all the extensive
body of the artist’s notes: articulated thoughts, excerpts from various
sources, drafts, diagrams, sketches. This makes up a varied,
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UAIKO epyaociag nou KaTaAauBAvel Ta TeTPAdIa Tou KAANITEXVN KAl
TOUG TOIXOUG TOU EPYACTNPIOU TOU, SIEKSIKWVTAG TNV KATAAUTIKA TOU
napoucia oTo €pyo Tou.

QoT1d00, 8a unooTnpilape OTI TO KAOOPIOTIKO CGTOIXEIO TNG
OXESIACTIKAG TOU NPAKTIKAG SIANOPPWVETAI JEoa and Tnv avanTuén
MIag «Tonoypagiag Tng Tunoypa@iag», davellduevol Tov TiTAO Tou
10TOPIKOU Kelévou Tou 1923 Tou EA A1oiTOKI® N aAAI®dG and TIg and-
NEIPEC XwpPonoinong Tou KelNévou. To ox€S10 CUVOEETAI NPWTIOTWS
ME TOV METACXNMATIONO TOU GE KEIMEVO KAl Tn SIEPEUVNON TWV UAI-
KOV Kadl XWPIKWV ToU ISIOTATWV. H «Tonoypagia Tng Tunoypagiac»
nou snixelpei o Mnaocdvog avacUpel, AVACUYKPOTEI KAl anodolEei
KEIMEVIKA OpalcuaTa Nou anoonwvTal and Td AOYOTEXVIKA TOUG
oupPPaléueva.

‘H3n and 1n ce1pd NpwIhwv oxediwv Tou, 0 KAAAITEXvng Oa
MNEIPAMATIOTEI ME Th BACIKA/KOIVA TUNOYPAPIKA EMIPAVEIA —Th OEAI-
3a A4— Kal ThV UMIKOTNTA TNG ¢ TO SOMIKO OTOIXEIO TWV £PYWV. XTA
épya Zedida v. 38 B i ZeAiSav. 91 F, nou naipvouv Toug ap@ionpoug
TiTAOUG TOUG and Tuxaioug apiBuoUg ceAidwy, To pUAAO TOU XapTiou
yvivetal nedio doknong piag ocipdg snepyBdoewyv dinAwong, avadi-
NAWONG KAl OTh CUVEXEIA ENAVAPOPAg 0TO ApXIkKO ThG oxnpa. Méoa
and yia diadikacia ano-npoownonoinong Kai anoudkpuvong and Tnv
AvAPOPIKOTNTA, TO OXEDI0 YVIVETAI £va NPOTOV TUXAIWV OXNPATIOHWV.
To @UAAO TOou XdpTioU SIEPEUVATAl WG MIA TONOAOVYIKA gnipdAveid:
TO OX€S3I0 AUTO-NPAYMATWVETAI KAl auTo-napdyeTal yéca and Tnv
gvepyonoinon TV UAK®V ISIOTATWV TOU XAPTIOU, SNUIOUPYWVTAG
OUOXETIOMOUG ME Th oE1pd €pYwV UE KAPMNOV ThG SEKAETIAg Tou 1970
The drawing that makes itself TnG kKavadng KaAAITéxvidag Dorothea
Rockburne.®

10 yAUNTS Constitutional White (2012) Il ekatév €EhAvTa
AEUKEG oeNideg HEYEODOUG A4 NMOU AVTICTOIXOUV OTIC OEAISEG TOU
€AANVIKOU ZUuVvTAyMaTOG META Thv avaOswpnon Tou To 2008, £xouv
ToOaAAKwWOEI Kal enavasninedonoindei pEPovTag Ta iXxvn TnG enéu-
Baong Tou KAANITEXVN, NPOKEIMEVOU va SnHIOUPYACOUV Hia gviaia
napaAAnASypaupn emdanédia eykardoTaon. Tov avTtinoda, oTo
€pyo Melancholic black (2012) A n em@dveia A4 oploOeTeital and Tnv
anoucia Tng yéca and Tnv adpaipeocn PE Thv TEXVIKA Tou découpage
MiIag idlou peyéBoug snmipdvelag Kad’ dAo To UPog hiag oTAANG and
Agukd @UAAa ce pnéyebog A0.” H aAhayn Tou opiZévTiou N KABeTOU
nPocavaToAlIopoU TG eNIPAVEIAG TOU XapTioU w¢g landscape i por-
trait SiapopPpdVeTAI KAOE Ppopd and Th ywvia O£aong Tou £pyou. ZTo
enitoixo £€pyo Notes on drawing n.4 (2018) [l pia cgipd ané Asukd
MNAOK oxediou dIAPOPETIKOU ueyéBoug TonoOeToUvTal AVOIXTA OE

I'was here and there, 2011
page 38, 2013

H page 91, 2013

A Constitutional White, 2012
Melancholic Black, 2012
Kl Notes on drawing n.4, 2018
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heterogeneous, working material that takes up the artist’s notebooks
and the walls of his studio, asserting its catalytic presence in his work.

Yet we would claim that the defining element of his drawing
practice takes shape through the development of a “topography
of typography”, to borrow the title of the historic 1923 text by El
Lissitzky®; in other words, by the attempt at turning the text into
space. Drawing is primarily associated with its transformation into
text and the exploration of its physical and spatial properties. The
“topography of typography” attempted by Bassanos retrieves, re-
organises and deconstructs fragments of texts taken out of their
literary context.

Already in his series of early drawings the artist experiments
with the standard/common typographic surface, the A4 sheet, and
its materiality as the structural element of his works. In Page no. 38
or Page no. 91 A, whose ambiguous titles come from random page
numbers, the sheet of paper becomes a field for exercising a series
of folding and refolding interventions and then of restoring the
original shape. Through a process of de-personalising and moving
away from referentiality, the drawing becomes a product of random
formations. The sheet of paper is examined as a topological surface:
the drawing is self-realised and self-produced through the activation
of paper’s physical properties, establishing correlations with The
drawing that makes itself series of 1970s works by the Canadian artist
Dorothea Rockburne.®

In the sculpture Constitutional White (2012) A, one hundred
and sixty white A4 pages that correspond to the pages of the Greek
Constitutions after its 2008 amendment have been crumpled and
flattened again, bearing the traces of the artist’s intervention and
forming a single rectangular installation on the floor. At the other
end, in Melancholic black (2012) the A4 surface is demarcated by
its absence as the artist has used découpage to remove a surface
of the same size along the entire height of a column of A0 white
sheets.” The change of the sheet’s orientation as either ‘landscape’ or
‘portrait’ is determined by the angle from which the work is viewed.
In the wall-mounted work Notes on drawing n.4 (2018) [El a series of
white drawing pads of different sizes are opened and arrayed so that
the inside of their spine forms a continuous horizon line.

Yet the turning point in the art of Bassanos was when he de-
vised and constructed an alphabet whose structural elements come
from pallet wood painted with black ink. As a ready-made, cheap
material for shipping and storage, the pallet defines a standardized,
arbitrary system of measurement. Since it also reflects a certain con-




NAPATAKTIKA SIATAEN £TOI WOTE TO EOWTEPIKO TNG PAXNS TOUG va
oxnuartidel Tnv gviaia ypauun Tou opidovTa.

QoT1600, ohlEgio TOMAG Yia To £pyo Tou Mnacdvou anoTélece
n enivénon Kal KATAOKEUNR eVOC aAPABATOU, TO SOMIKA OTOIXEIO TOU
onoiou npoépxovTal ané EUAo Nnaiétag Baupévng Je paupn yeAdvn.
Q¢ éva ready-made eUTeEAEG AVTIKEINEVO ANOOAKeUONG, HETAPOPAG,
n NaA€ta opidel £€va TunonoinPEVo KAl audaipeTo PETPIKO cUOTNMA.
EVOWMATOVOVTAG TAUTOXPOVA HIO KOTAOKEUAOTIKA AOYIKA, Unodé-
XETAI €V €idel doXeioUu ETEPOKANTA NEPIEXOUEVA CE SIAPOPETIKEG
ouvapBpwoclg kKal dIaTA&elc. H naA£Ta w¢ KaTeEoxNV OKEAETOC TAU-
TideTal CUVENWG ME TO OXAMA, TO NEPIYPAMMA, TNV «APHATOUPA» TNG,
TO GUVOAO TWV APH®V KAl TWV apBpwWoe®V TnG.

Ta ypdupaTa TnG TUnoypagiag nou enivoei o Mnaocdvog
kKaTtaokeudZovTtal and Ta EUAA TNG NAAETAC WG EAAXIOTA KEIMEVIKA
OTOIXEIA/YPAPANATA MOU CUYKPOTOUV €va VEOo YAUMNTIKS As&IASyIO.
Me TIG EIKOVIOTIKEG TOUG 1I810TNTEG OnNpAivovTal KUpiwg and Tn dia-
Sikacia eEdpBpwong TOCO OTO KOATACKEUAOTIKO 0O Kal OTO KEIME-
VIKG/OUVTAKTIKO nedio. O1 NEIPANATIOMOi Tou KAANTEXVN YUpw and
TA YPAUHATA WG apnpnPEvVa OTOIXEid enava®gTouv To NPSBAnUa
NG YPAMUAG. MOAU NePIccdTEPO and To iXvog N TO KATAAOINO HIAg
XEIPOVOMIAg, N ypaupn enavakabopidel Th oxéon Tou £PYOU PE TOV
XWPEO KAl TNV OoNTIKA avTiAnPn Tou Bgatn. H avTIOETIKA ox€on ypa-
MAG Kal eMNIPAVEIAC WG OEUEANIWTIKOG OpOG ToU oxediou NePIypPAPETAl
andé Tov BAAtep Mnévylapiv oTto Keievo Tou «lMepi wypaPIkig A
onpeia kal ocngddia» 1o 1917: «H ypagikn ypaupni kabopilstal and
TNV avTiOeon Tng oTnv gniPpdvela. AUTA n avTiOeon degv eival pévo
ONTIKAG onpaciag. Mati n ypaupn unotdocoeTdl o€ AuTtd To POVTO
niow. AvTiIoTPOPWG, dEV UNAPXEI YPAPIKA YPAaUMn napd Hovo os
auTé To POVTO yIaTi yia napddeiypa €va oxédio nou 6a KAAUNTE TO
povTo Oa énaue va eival oxédio».t

H £€ugaon otnh ypaupn TonoOsTeiTal oTo nAaiocio avaliATthong
MIOG AVTI-XEIPOVOMIAKAG Kal avTI-PeudaioOnTIKAG anegikéviong nou
vonpatodoTeiTal and Ta 6pla Kal TI CUVOAKEG TOU NpayHaTikou
XWPOoU. AvapePOUEVOS OTh SNUIOUPYIa TWV EMITOIXWV £PYWV TOU
Wall drawings ota T€An TnG SeKagTiag Tou 1960 —oeIpd €pywv nou
anoTtéAecav TOMA CTOV ENAVAKAOOPICNS TOU NECOU TOU OXediou—
0 ZoA AeOuiT Tovilel Tnv NpdBson KATAKThoONG piag oo To duvaTtd
MEYAAUTEPNG €MINESATNTAC KAl AVTI-IAOUZIOVICTIKAG duodidoTaTng
avanapdoTtaong: «'HBeAa va kKdvw €va €pyo 6o To duvaTod nio
duodidoTarto. Moiddel puoikd va SoUAEYPEI KAVEIC NAVwWw GTOV TOIXO
and o711 va dnlIoUpyNoEl Jia KaTaokeun [...] Kal va Tono®eTACEl 0Tn
CUVEXEIA NAVW TOU AUTAV TNV KATACOKEUN»®. ENINA€ov, cUMPwWVA HE
Tn Odpnon Tou AcOUIT Ta 0x€S1a anoTeAoOUV To NPOIdV eVAG CUOTA-
MATOG NPOKAOOPICHEVWY HAONUATIKWV ApXwV, Nou 6a unopoloce va
eKTEAEOTEI And Tov onolovANRNoTE.

>T10 £pyo ToUu Mnacdvou Ta YpdUNATAO —WCS TA VONTIKA Kal
UAIKA anoondopaTta evog Tunonolinuévou yAunTtikoU As&ihoyiou—
SIEPEUVIVTAI OTN XWPIKA KAl MOPPONAACTIKA TOUG didcTacn Kal
unoBdAlovTal o €va eUpog ENENPACEWV OTOV (PUCIKO XWDPO MECA
and NPAKTIKEG cuooWpeUong, dlacnopdg, oTolBAyuaTog, aAAnAoes-
niKaAuyng, cupnieong, diageAIcHoU A Kal NARPOUG ApaipECHG TOUG.
Mapaddé&wg, Bacikn nnyn ava@opdg yia Th XWwPOonoinon ToU KEINEVOU
OTNV NPAKTIKA TOU KAAMTEXVN dev anoTeAei KAnolo YAUNTIKO €pyo
AAAG pia and TIC NPWTEG dIASPACTIKEG BIVTEO EYKATACTACEIG: TO
The Legible City (1988-1991) X tou AuctpaloU kaAAhiTéxvn Jeffrey
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structional logic, it becomes a kind of receptacle that hosts disparate
contents in different combinations and arrangements. As a frame
par excellence, the pallet is equated with its shape, its outline, its
“armature”—the sum of its joints and connections.

The letters of the typography devised by Bassanos are made
from pallet wood as minimal textual/graphic elements that make up
a new sculptural vocabulary; their figurative properties rely mostly
on the process of dislocation in terms of both the constructional and
the textual/syntactic field. The artist’s experimentations with letters
as abstract elements re-addresses the question of the line. Much
more than the trace or the remnant of a gesture, the line redefines
the work’s relationship with space and the viewer’s visual perception.
The antithesis between line and surface as a cornerstone of drawing
is described by Walter Benjamin in his 1917 text “On painting, or signs
and marks”: “The graphic line is defined by its contrast with area.
The graphic line marks out the area and so defines it by attaching
itself to its background. This contrast has a metaphysical dimension,
as well as a visual one; the background is conjoined with the line.
Conversely, the graphic line can exist only against this background,
so that a drawing that completely covered its background would
cease to be a drawing.”®

The emphasis on the line comes within the context of a quest
for an anti-gestural, anti-illusionary depiction which gets its meaning
from the boundaries and the conditions of real space. Talking about
the creation of his Wall drawings of the late 1960s—a series which
was a turning point in redefining the medium of drawing—Sol LeWitt
stresses his intention of attaining the highest possible flathess and
anti-illusionary two-dimensional depiction: “l wanted to do a work of
art that was as two-dimensional as possible. It seems more natural to
work directly on walls than to make a construction, to work on that,
[...] and then put the construction on the wall”’°. Moreover, accord-
ing to LeWitt’s approach, drawings are the products of a system of
predetermined mathematical principles which anyone could execute.

In the work of Bassanos the letters as mental and material
fragments of a standardised sculptural vocabulary are explored in
terms of their spatial and formal aspects and subjected to a range
of interventions in physical space through their accumulation, dis-
persion, stacking, overlaying, compression, dismemberment or even
their complete removal. Strangely enough, the main reference in
this practice of spatialising text is not some sculptural work but
one of the earliest interactive video installations: The Legible City
(1988-1991) El by the Australian artist Jeffrey Shaw. Based on com-
puter graphic visualisation software, the work invited the viewer to
sit on a stationary bicycle in order to take a tour of a virtual city
projected on a screen and develop a kinaesthetic relationship with
it. The edifices—whose proportions and layout were based on three
different cities: Manhattan, Amsterdam and Karlsruhe—give their

El Jeffrey Shaw, The Legible City,
1988-1991




Shaw. Baociouévo os AoyIGHIKO onTIKonoinong YNPIaK®V YRAPIKWV 10 “Bicycling through this 10 “Bicycling through this place to three-dimensional words and phrases from the narratives

ol A . > . ity of words i tl ity of words i tl . . .
(computer graphic visualisation), To £épyo kaAoUce Tov BaTh va = journey of reeding, Choosing 2 journey of reading. Choosing of different persons, processed by Dirk Groeneveld and associated
odnynocel éva oTaTikd NOSAAATO NMPOKEINEVOU VA NPAYUATOMNMOIAGEI direction, choosing where to direction, choosing where to with the history of each city. In this “Gutenbergian galaxy” where the

MIa NEPIAYNON GE MIA EIKOVIKA NOAN nou npoBaAAdTavV o€ NAPAKEI- e, J'thggg'sf;:: texts and ::;’I‘H'zftggg'sfﬁ:: texts and electronic media redefine the question of space, according to Mar-
MeVN 066vn avanTucoovTag Mia KIvaloOnTiKh oxéon ye auTdé. Ta ap- identity of the city emerges in identity of the city emerges in shall McLuhan, the urban fabric transmutes into a three-dimensional
XITEKTOVANATA —OI avaAoyieg Kal n 3idta&n Twv onoiwv BacidovTal the conjunction of meanings the conjunction of meanings hybrid book. The tour around the virtual city becomes a readin
6” . ’)V\ S M 2 E A B Z these words generate as they these words generate as they é t . h t 1 ds th B ); text I 9
o€ TPEIG SIAPOPETIKEG NOAEIG, To MavxdTav, To AUCGTEQVTAH Kal Thv emerge along the bicyclist’s e el (o LIl adventure: each movement leads the viewer to new textual corre-
KapAopoun— Sivouv Th B€on Toug Og TPIACSIACTATEG AEEEIG Kal path.” Jeffrey Shaw: The Legible path.” Jeffrey Shaw: The Legible lations, narrative paths, linguistic overlaps and crossings.'
2 A % ’ 4 City, An Interactive Installation City, An Interactive Installation T 6F sl H H
PPACEIC apnyNoEwv 5ld<p0p’8TIK(DV NPOC®NWVY nou snaE:apquTnKs by Jetfray Shaw in Cooperation o7 Tt ool e ThIS, typoc__;raphlc reart_’angement of space Ile.s in thg core
o Dirk Groeneveld kal cuvdéovTal JE Thv 1I0TOPIA TNG KABE NOANG. with Dirk Groeneveld and Gideon with Dirk Groeneveld and Gideon of Bassanos’s artistic research. Since Nowhere (2008), his first instal-
e auTdv Tov «youTeVvRepyiavo yala&ia» Onou Ta NAEKTPOVIKA HEca lj'l:y, ’Auc;Tspku, 1990 (UAAGSIO L'Iay, :ms)terdam, 1990 (exhibition lation to have been made of letters made from pallet wood casts,
, , ’ , 2 £kBeong). rochure). o
gnavakadopicouv To ZATNUA TOU XWPOU GUHUPWVA PE ToV MApcal 1 “Between the idea. And the 1 “Between the idea. And the the structural elements are assembled and placed on the wall in a
MakAouay, o acTIKOG 10TOG HeTaoxnuaTideTal o éva TpiodidcTaTo reality. Between the motion. And reality. Between the motion. And linear development at the intersection of the space’s horizontal and
uBPISIKS BIBAIo. H nepInyncon oTnv €IKOVIKA NAAN yiveTal yia neping- the act. Falls the Shadow.” :ge ac;hf;'[:r”\‘/ﬁ;:ag%‘g-s”Wn.ﬁng vertical axes. In the installation La Rivoluzione Siamo Noi (2010)
TEIO AvAyvwong: KAOe Kivnon odnyei Tov OeaTh o€ VEOUG KEIMEVIKOUG Have a Future?, U of Minnesota the textual layers arranged as a public sign are only decoded when

OUOXETIOCMOUG, APNYNUATIKESG SIASPOMEC, YAWGCOIKEG AAANAOENIKAAU- Press, 2011, 2006, p.48. the viewer finds the right viewing angle which reveals the phrase

YEIg, Kal S1acTAUPWOEIG.!° of Joseph Beuys that makes up the title, La Rivoluzione Siamo Noi,
AUTA N «TUNOYPAPIKA» avadiaTtagén Tou Xxwpou PBpiokeTal proclaiming the poetic and transformative power of language as a

OTOV NMUPNAVA TNG KAAANITEXVIKAC £€psuvag Tou Mnaocdvou. And Tnv tool for the critical and ideological undermining of ideologies.

npwTtn eykardotaon Nowhere To 2008, Nou KATACKEUAZeTAl and In Smudge (2013) [l the sculptural assemblage, which is
vypduuaTa and ekpayeia EUAwV NAAETAg, Ta SOMIKA OTOIXEIO cuvap- rearranged differently in each exhibition in order to balance itself

MoAoyouUvTal KAl NapATiOEVTAlI OTOV TOIXO OE MIA YPAMMIKA avAnTu- in the space, makes up an undecipherable textual complex from
&n oTnv Toun Tou KABeTOoU Kal opl1ddvTiou dEova TOU XWPOU. ITnV the letters of three verses from T. S. Eliot’s poem The Hollow Men."

eykatdoTtaon La Rivoluzione Siamo Noi (2010) Ol KEIMEVIKEG BI- The three-dimensional smudge as an act of annulling writing vis-
AOTPWHATWOEIC MOU APOPWVOVTAl €V EidEl ENIYPAPNG O SNUACIO ualises the error using the standardised elements of writing. In the

XWPO, anokpuntoypagouvTal pévov étav o OsaTting Bpedei und Tnv wall-mounted drawing installation The Middle of Nowhere (2017)
KATAAANAN ywvia 6€aong NPoKeIMéEVou va anokKaAugpOei n ppdon Tou the conditions of spatialising the text determine also the conditions
rNéZep Mnéug nou xpnoiponolgital oTov TiTAO: La Rivoluzione Siamo of reading it: the phrase of the title is digitally formed and then com-
Noi, «H enavdoraon €iaoTe UEIC» S1AKNPUOCOCOVTAC TNV MOINTIKA pressed to fit into the confines of the exhibition space’s wall which
KAl HETAMOPPWTIKA dUVAMN TNG YAWGCOCAG WG EPYAAEIO KPITIKAG KAl is proportioned as an A4 page. The disappearance of writing occurs

Unovopeuong ISE0AOYIWV. in the video Notes on drawing no. 2 KB, where a line is repeatedly
Z10 €pyo e TiTAo Smudge (2013) Hll, n yAunTikh cuvdpBpwon drawn in the sand and erased by the waves in a Sisyphean act of

nou avadiatdooeTal o€ KABe napouciaocn Ue SIAPOPETIKO TpoMno re-creation and destruction.

NPOKEIUEVOU VA IGOPPONACEI OTOV XWPO, CUYKPOTEI €va ducavd- Focusing on the space-making property of writing through

YVWOTO KEIMEVIKO CUMNAEYMA and Td YPAUMATA TPIWV OTIXWV TOU an analysis of its etymology in Greek, Vilém Flusser notes that “The

noinpatog The Hollow Men (KoUgiol dvBpwnol) Tou T.Z. ‘EAioT™. H Greek word graphein generally means ‘to dig.’ In this sense, such

TPp1od1doTaTn pouvTloUpd WG MIa AKUPWTIKA NPAd&n ThG yPAPNng marks as those left by a stylus in clay are typographies. [...] So the

onTIKonolei To cPAANA PJE Th XPACN TWV TUNOMOINPEVWYV CTOIXEIWV word typography is really a pleonasm that could be translated as
TNG YPAPNAG. TNV ENITOIXN OXEDIACTIKA eykKaTdoTaon The Middle inscription-engraving or written sign writing.””? In the works of Bas-
of Nowhere (2018) 0Ol OUVONKEG XwpPOonoinong ToUu KEINEVOU Ka- sanos, the act of writing is traced back to this original meaning of
Oopilouv Kal TIC CUVONAKEG avAyVwong Tou: h ¢ppdon Tou TiTAou intervening in space—as in the artist’s video Silence (2013) EEl—in

oxed1ddeTal YnPlaKd KAl oTn CUVEXEIA cUMNIEZETAI NPOKEIMEVOU va a constant effort to activate, poetically explore and transform it.
EYKAWBIOTEI 0TA OPIA TOU TOIXOU TOU EKOECIAKOU XWPEOU NMou €XEI TIG

avaloyieg Hia oeAidag A4. H eEagdvion Tou ypA@EeIvV CUVTEAEITAI Tina Pandi
oTo Bivreo Notes on drawing no. 2 ME TNV enavaAnnTikn xdpa&n Art historian PhD, Curator

MIaG YPAUMAG oTnV AUMo nou oBnAveTal and 1o KUPA, w¢ Jia cicUpEIa
ned&n avadnuioupyidag KAl KATAGTPOPNG.

La Rivoluzione Siamo Noi, 2010
Smudge, 2013

The Middle of Nowhere, 2018
Note on drawing n.2, 2015
Silence, 2013
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EoTidlovTag oTh XwpeonAdoTIKA d1doTaoh ThG YPAPAG NECA
and Tnv avdAuon TnG ETUMOAOYIKAG pidag oTa eAANVIKA, o BiAey ®Aou-
O€p onueIwVel OTI «H eAAnVIKA AEEN “ypd@eIv”’ onudivel apXxIKA “okd-
aTeiv”. Yo’ autiv Tnv €vvola, Td iXvn Nnou apnivel yia napddsiyua, Eva
AIXMNpo gpyalAgio ndvw oTov NNAS gival “Tunoypagisg”. [...]. 'ETol
n A€En “Tunoypagia” ival kKatd Bdon €vag nAsovacudg, nou 6a
MNopoUcE VA HETAPPAOCTEI HE TO “OKANTW AAKKO” i “ypAdpw onucia
YPAPNAC”».2 Z1a £¢pya Tou Mnaocdvou, n nPpA&n Tng ypapng avdyeTai
O& AQUTAV TNV NPWTAPXIKA onpacia TN w¢ eNEPPRACNG CTOV XWPO
—4énw¢ o1o Bivreo Silence (2013) lEl—, oc pia cuvexh npoondBeia
gvepyonoinong, NoINTIKAG diEpelvnong Kal NETANOPPWONAG TOU.

Tiva Mavdn
Ap. loTopiag Téxvng, EmueAiTpia
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12 Flusser, Vilém. H ypaerni.
‘Exel uEAAov 1o ypdelv;, ABhva:
Motaudg, 2006, c. 75.




O ayovog xpévog.
FAQococa kai xpévog oTh YAUnTIKiA Tou KdoTta Mnacédvou

NEEEIC EenpoPBAANOUV o KABeTN SIATAEN and Tov TOIXO OXNMATI-
JovTag OTiXoug nou pnopouv va diafactolVv JEMOVWHEVOI B OTh
oUvOeon Toug wg éva noinua, To Where Trees Never Grow Tou KwoTta
Mnaodvou eival éva TpiodidoTaro YAUNTIKO KaAAiypdgpnua (calli-
gramme) . Onwc oTa KAAGIKA KaAAypapAPaATa, PepP’ €INEiV TOU
Fkiyiop AnoAivaip, n opydvwon TOU KEIMEVOU OTOV XWPO CUYKPOTEI
TNV KEVTPIKA KAOANITEXVIKA —dW YAUNTIKA— XEIPOVOMIa KAl h yoppni
ToU €pyou anoTteAei avadinAaciacud, NAACTIKA Kal EIKOVIKA Enava-
oUvOeon Tou VOAUATAG Tou. Avdloya JeE To onleio 6€aong, n ypa-
¢n xdavel N EavaBpioKkel Tn JopPOoAoyYIKA TNG KaBapdTnTa: UNd HIa
CUYKEKPIMEVN YywvVia, Ol OTiXOI €ival EUAVAYVWOTOI NAPATAKTIKA cav
SeVTPOCTOIXia NOU 0pOwWVETAI S1POPOUHEVA AKPIBWS EKEI Nou dn-
ADVEI 0 TITAOG NWG dEV PUTPWVOUV dEVTPA NOTE, av SUWS O Napa-
TNPNTAG METAKIVNOEI, Ta YypduuaTa XAvouv Tn 3iauyeld Toug, To €va
unaivel yéoa oTo NPoonTIKO Nedio Tou AAAOU Kal yivovTtal 66pufog,
£vag ATAKTOC OCUYKEXUMEVOC KAl SUCAVAYVWOTOC XOPOC YPAUMATWV.
‘ETOol, eV apxiKAd To Where Trees Never Grow UNOVOEI €va «EKEI», Evav
TONO XEPOO «OMNOU eV PUTPWVOUV SEVTPA», 0 BeaTAG KaTaAaBaivel
nw¢ eVTEAEI 0 TONOC AUTAC deV €ival NAPd TO «ESW» TOU EKOECIAKOU
XWPOU dnou BpioKeTal 0 iD10G O oX€on PE TO £PYO: OTO £€va ohUEio
Ta dévrpa/oTixol BAacTaivouv, oto dAAo EavayivovTal akavévioTa
OXAMATA, XWEI¢ ohyaoia.

To Where Trees Never Grow AVAKEI GE Mia SIAKPITA evOTNTA
oTo épyo Tou Mnacdvou, énwg 1o True Places Never Are (2016) B, To
Nulla é piu anarchico del potere (2015) N 1o La Rivoluzione Siamo
Noi (2010), otnv onoia eAdxiocTh YAUNTIKA povdda ival To ypduua.
Baocioyévog o yia ypaupatooegipd diIkoU Tou oxedlacpou o Mna-
odvog XPNoIMonoIsi WG KAANITEXVIKO MnXaviodd Tn dinAn dpOpwon
TOU YAWGOGIKOU onpaivovTog, ene€epyaldUevog Kal cuyXpovwg aval-
PWVTAG Th AsiToupyia Tng. AINAA dpBpwon eival n duvaTtéTnTa TNG
VAWGCOAG VA KATAOKEUAZElI anepidpIoTOUG POPEIC onuaciag UE NPWTN
UAn €vad NeENEPACPEVO —KAI NEPIOPIOCPNEVO— CUCTNHA OTOIXEIWYV, TA
PWVANATA OTOV NMPoPopIikd ASyo A TA ypa@ANATA, TA YPAMMATA,
oTov ypanTtd. And pia dnoyn, autéC ol NENEPACHEVEG HOVADEG TOU
SeUTEPOU €MINEdOU ApBpwong €xouv pévov AsiToupyia. To [n], To
[0] A To [U], EKTOG and OPICHEVEG OPIAKEG NEPINTWOEIG, DEV €XOUV
onuaoia oUute AAANn a&ia napd pdévov Tnv a&ia nou anokTouv encIdn
Mnopei va cuvduaoToUVv hNE AAAEG HOVADEG VI VA KATAOKEUAGOUV
TA ONPAIVOUEVA CGTOIXEIA TNG NPWTNG ApBpwoNng, N.X. TNV avagopIkA
AVTWVUMIa nou. Xtov ypanTtd AOyo, NOVOV OTOIXEIA NMou deV £XOUV
EIKOVIKO XAPAKTAPA (EIKOVIKO XAPAKTAPA €XOUV MN.X. Ol NIVAKISEG TNG
Tpoxaiag) kal gival npoidévta cluuBacng ynopouv va anoteAécouyv do-

14

Barren Time.
Language and time in the sculpture of Kostas Bassanos

Words emerge in a vertical layout from the wall, forming verses that
can be read individually or combined into a poem: Where Trees Never
Grow by Kostas Bassanos is a three-dimensional sculptural calli-
gram. As in the classic calligrams like those of Guillaume Apollinaire,
the text’s layout in space constitutes the artistic—sculptural, in this
case—gesture, and the form of the work emerges as a redoubling, a
sculptural and pictorial re-composition of its meaning. Depending on
the viewpoint, the script loses or regains its morphological clarity:
from a certain angle the verses are legible, arrayed like a hedgerow
that stands ambiguously on the very place where the title suggests
that trees do not grow; but once the viewer moves, the letters lose
their clarity, infringing upon one another’s perspective and becoming
noise—a cluttered, confused and illegible heap of characters. Thus,
while initially Where Trees Never Grow implies a “there”, a barren place
“where trees never grow”, viewers come to realise that this place is
ultimately the “here” of the exhibition space where they themselves
stand in relation to the work: at one point the trees/verses flourish,
at another they revert into irregular, meaningless shapes.

Where Trees Never Grow forms part of a distinct series in the
work of Kostas Bassanos, along with True Places Never Are (2016) H,
Nulla é piu anarchico del potere (2015) I or La Rivoluzione Siamo Noi
(2010), in which the letter is the minimal unit of sculpture. Based on
a typeface of his own design, Bassanos employs as an artistic mech-
anism the double articulation of linguistic signifiers, processing and
at the same time suspending its function. Double articulation is the
ability of language to construct unlimited signifiers using as its raw
material a finite—and limited—system of elements, called phonemes
in oral speech and graphemes in texts. In one sense, these finite units
of the second level of articulation are pure function. Except for some
marginal cases, [D], [O] or [G] have no meaning or other value than
the one they acquire when combined with other units to form the
signifying modules of the primary level of articulation—for example,
the word dog. In writing, it is only elements which are products of
convention and are without a pictorial character (i.e. unlike traffic
signs, for instance) that can serve as structural units of secondary
articulation; even if an earlier pictorial version of them can be traced,
as in the Phoenician alphabet, the units of secondary articulation are
only arbitrarily associated with the phoneme they represent. In some
way, traditional calligraphy or even the notion of “belles lettres”
come into this process decoratively, ascribing aesthetic qualities to
the units of secondary articulation and demanding artistic skills in
their rendering. The calligrammatic sculptures like those of Bassa-

Where Trees Never Grow, 2018
True Places Never Are, 2016
Nulla é pit anarchico del potere, 2015
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MIKEG MOVADEG TNG deUTEPNG APOBPwWONG Kal, KON KI AV, ONw¢ oThv
nePINTWON TOU POIVIKIKOU AAPABATOU, MNOPOUKE VA AVIXVEUCOUME
MIa MPOYEVECTEPN EIKOVIKA MOPPNA TOUG, Ol HOVABEG TNG SeUTEPNG
dpOpwong £xouv auBaipeTn oxXéon ME TO PWVNUA MOU AvanapiocTouV.
KaTtd kdnolov Tpéno, n napadociakn KaAAlypagia aAAd kal n idla
n €vvold TWV «KAAWV YPAMMATWVY» NApeNPBaivel SIOKOOUNTIKA CE
auThA Th d1adiKaoia anodidovTag aloONTIKEG NOIGTNTEG OTIC MOVADEG
TnG 3eUTEPNG APOBPWONG KAl ANAITOVTAG KAAANITEXVIKEG SeEIOTNTEG
yId TNV anoTtunwon Toug. Ta KaAAlypapnuaTikd yAuntd, énwg autd
Tou Mnacdvou, euBadivouv oTn diadikacia diaxeipiong Tng SINARG
dpOpwong, nnydivovtag népa and Tn SIAKOCHUNTIKA XpAon TNG KAA-
Alypagiag.

Anod Tn pia, yiaTi To Keipevo, Byaivovtag and Tig dUo diacTd-
o€Ig Kal MAANIOTA o€ HeyEOUvVON, XAVEl TV ISIWTIKATNTA TNG AVAYVW-
ong, anoktd dnuoéocio xapakTipd. Eidikétepa To Where Trees Never
Grow, KOOWC¢ avanTuooeTadl oToVv KABeTo d€ova Buuilel TIC NIVAKISEG
dnudéolag cnpavong, n.x. o Eevodoxeia R KivnuaToypdgpoug, nou
TEMVOUV ToV opidovTa Tou diadaTn Kal aAAdlouv oTiydiaia Tov opl-
ZOVTIO YVWOIAKO XWPO TG DUTIKAG Ypadng. O napaTtayuEvol oTiXol
Tou 6a unopoucav va diaBacTolv w¢ dIASOoXIKEG NIVAKISEG nou
CUMNUKVWONKav KI AAAa&av KAidaka Kal anooTdoel§ JETAEU Toug,
xapdooovtag €10l €évav dpduo, Mia dlaTapayuEvn SnPooid oThv
onoia dsv PpUTPWVOUV NAEoV dEVTPA, PUTPWVEI £€va dnPAcIo Kal
eneuPaTiké ddoog Adyou, dACOG ENYPAPWV.

Kupiwg Suwg yiati Ta ypduuarta Tou yAuntou, Ta yAuntd
YPAUMATA, CUMMETEXOUV o€ Hia diadikacia SINARG dpOpwong and Jia
1I3164opPpn B€on PEUCTAG EIKOVIKOTNTAG: AVANAPICTOUV HE EIKOVIKO
TPONO TA TUNIKA YPAMMATA, anoTeAoUV dnAadn avadinAaciacud Toug,
onw¢g nepinou Ta KUBAKIa evdog vhniakoU naixvidiol eKNAOnong Tng
aApaBniATou, aAAd wg £pya KAAAITEXVIKAG GUAANYNG Kal SnUioupyiag
Sev gival anAn avanapdoTtacn NpoidvTwyv cUuBacng, oo Ki av ava-
napiotoUV ypAUMATA NoU auTtd gival npoiévra cUupaong, aAAd ivai
VAUNTIKA QVTIKEIMEVA NoU dIAOETOUV APpNPNUEVEG N YVEWHETPIKEG HOP-
QONAACTIKEG 1I816TNTEG. AUTA N NAAIVEPOUIKA Kivhon Tou YAUNTIKOU
UAIKOU avAueca oTo CUMBATIKO Kal TO Wh auBaipeTo JE Th YAWOOO-
AoyIKA onpacia, dnAadn avdpeoda oTo YAWGOGIKO Kal TO JHopgponAa-
OTIKO, €ival n Bdon Nndvw oThV onoia oIKoSoMEITAl MIa KAAAITEXVIKA
(Kal YAWOOIKA XEIPOVOMia) NEYAAUTEPOU EUPOUG: KAOWCS TO KEIMEVO
AVOIYETAI OTOV XWPO Kal YiveTal yYAUNTO, EMNAOUTIZEl TNV KEIMEVIKA
onuaoia Je Tnv eninAéov didoTaon nou npoodidel To KAANTEXVIKO
£pYO, APOPWVETAI CTOV XWPO, CUYXPOVWES OUWS MNOPET va dnwAéoel
Th ONPAGCIA TOU, XWEIG va anoduVau®VETAl WS KAAANITEXVIKA XEIPO-
vouia. Kabw¢ 1o Keipevo vivetal yAunTod, To YAUNTIKO UAIKS nou €ivai
Ta ypdupaTa pnopouv va enioTpEPouv o< Jid donpn cUVvORKn KAl To
vonua va S1aAuBEei eKei akpIBWS NOU GUYKPOTEITAI 6TNV OASTNTA TOU,
onw¢ ouppaivel eEEAANoOU oTnv nepinTwon Tou Where Trees Never Grow.
Kal To avTifeTo: KaBw¢ To YAUNTO AVOIYETAI OTOV XWPO KAl apOpw-
vovTal ol NAACTIKEG OXEOEIG NoU avanTuooovTal METAEU TWV SOMIKWV
TOU MOVABWYV KAl 0€ oXEon ME TO NEPIBAAAOV TOU, ANOKAAUNTETAI WG
AOyog nou 31eB€Tel onpacia, SEIKTIKA AEIToOupyia Kal SIAKEIMEVIKO-
TnTA. KaBwg To YAUNTO OAOKANPWVETAI WG KEIMEVO, N KAANITEXVIKA,
VAUNTIKA XElpovouia, dnwe Al o ZEENIP yia To O£€aTpo, «dIAAUETAI
oTov AenTd aépa». To Napddo&o Tou YAUNTIKOU KAAAIYPAPANATOG
€ival akpIBWS auTd: CUYKPOTEITAI WG KEINEVO, anodiapOpwvovTag
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nos delve deeper into the process of managing double articulation,
going beyond the decorative use of calligraphy.

On the one hand because as the text comes out of the two
dimensions and gets enlarged, it loses the privacy of reading and
acquires a public character. Specifically, for Where Trees Never Grow,
as it unfolds vertically it brings to mind the perpendicular public
signs of, say, hotels or cinemas which dissect the horizon of pass-
ers-by and momentarily change the horizontal cognitive norm of
Western writing. The arrayed verses could be read as a sequence of
signs which were condensed, their scale and spacing was changed
and thus they formed a path, a disturbed thoroughfare where what
grows is no longer trees but a public, intrusive forest of speech; a
forest of inscriptions.

Above all, however, it is because the letters of the sculp-

ture, the sculpted letters, take part in a process of double articu-
lation from a peculiar position of fluid pictoriality: they represent
regular letters in a pictorial way, i.e. they duplicate them in a way
similar to that of alphabet blocks for toddlers. Yet as products of
artistic conception and creation they are not a mere representation
of products of convention, even if they represent letters which are
also the products of convention: they are sculptural objects, with
abstract or geometric formal properties. This reciprocation of the
sculptural material between the conventional and the non-arbitrary
in the linguistic sense, i.e. between lingual and formal, is the basis
on which a broader artistic (and linguistic) gesture is built: while
the text opens up into space to become a sculpture and enriches
the textual meaning with the extra dimension imparted by art, at
the same time it may lose its meaning, but with no detriment to it
as an artistic gesture. As the text becomes sculpture, the sculptural
material, the letters, may revert to a non-signifying state and the
meaning may dissolve just as it is brought together as a whole, which
is indeed the case with Where Trees Never Grow. And vice-versa: as
the sculpture opens up in space and reveals the plastic relations
among its constituent elements and in relation to its surroundings,
it is revealed as a discourse with meaning, demonstrative function
and intertextuality. As the sculpture is completed as a text, the ar-
tistic, sculptural gesture “vanishes into thin air”, in Shakespeare’s
words about the theatre. The paradox of a sculptural calligram lies
precisely there: it is composed as a text, dismantling the form, and
composed as a sculpture, de-signifying the text; and yet it does not
exist as a sculpture simply because it is a text, and cannot be read
simply because it is a sculpture.
However, it would be too restrictive to stop at this structural analysis
of the supplementary—and exemplary—ontological relationship of
writing and sculpture and overlook the poetics of Bassanos. Indeed,
space and absence, body and loss, silence and repudiation, the
reflection on the raw material of art and utopia recur as sculptural
and textual themes, defining the melancholic backbone of his entire
oeuvre. Again, Where Trees Never Grow is indicative. It consists of nine
verses, appropriated or original; Bassanos hints at their intertextu-
ality but does not reveal it.




Th NOPPN KAl CUYKPOTEITAI WG YAUNTO, ANOONPAIVOVTAG TO KEIMEVO
Kl WoTO00 dev undpxel wg YAunTtd napd pévov encsidn gival Keievo
kal dev diapdaleral napd poévov eneidn gival yaunto.

[ ]

QoTtdéco 6a ATAV NEPIOPICTIKO VA APKECTOUNE OE AUTAV Th SOUIKA
avdAuon TnG NAapAanAnNPWHATIKAG —Kal NAPAdEIYUATIKAG— OVTOAOYI-
KNG ox€ong YPAPNG KAl YAUNTIKAG KAl va NApdBAEYOUNE TNV NOINTIKA
ToU Mnaocdvou. MPdyuaTl, XWPEOCS KAl anoucia, coua Kal anwAeia,
olwnA Kal d1IdYPeucn, avacToxXaouog via Thv nPewTn UAN TNG TEXVNG
KAl TNG ouToniag snavépxovTtal w¢ YAUNTIKA KAl KEIMEVIKA O£uaTa
opidovtag Th JEAAYXOAIKA PAXOKOKAAIG nou SiaTpéxel OAo To €pyo
Tou. To Where Trees Never Grow €ival Kal NAAI evOEIKTIKO. ANOTEAEITAI
and eVVEa OTIXOUG, OIKEIONOINMEVOUC N NPWTATUNOUSC — 0 Mnaodvog
UnalviooeTal Th SIAKEIMEVIKOTNTA TOUG AAAd SV TNV AnOKAAUNTEL

2TO pWC HIa¢ ouvnBIoUEVNC UEPAC

210 Opio uera&u avdoac kair 6avdrou
EKei onou dev utpwvouv SEvTpa rnorTe
2’ quto To Babu pryua

To BAEuua dev avtiyupilel ixvo¢ KQVEVA
EKei onou dev utpwvouv SEvTpa nore
MExpi va EpBer To TEAOC

Acev Exel dAAn uon va eI¢

AkivnTn énwc¢ givar

O oTixog nou divel Tov TiTAO Tou oTo £€pyo —Where trees
never grow / EKei 6r1ou Ssv QuUTPWVOUV SEVTOQ NOTE— £navalayu-
BdveTal, opyavwvovTag SUO TPIOTIXEG OTPOPEG, EVW AVTAVAKAG-
Tal METPIKA KAl VONHATIKA OTOV TEAEUTAIO OTIXO TOU MOINMATOG:
eKei 6nou dev PUTPpWVOUV d€vTpa dev undpxel Kadia Kivnon. 1o
noinua Kuplapxei gia aicnon 6oAoU pwTOg, N eviinwon MIAg
oTeipaAg Kal KolvoTonng ¢puong nou ¢pTtdvel oto TEAOG ThG. XTO ToNnio
TNG anokAAuyng ol péveg evdei&elg avBpwnivng Uunap&ng sivai
Ol AVA@POPEG O MIA OPIAKA CWHATIKOTNTA: avdod OTIC NAPUPEG
Tou BavdTtou, BAEUMA NMou dEV CUYKPATEI KAVEvVa iXvVog, Mou dev
€xel TinoTE TnG puUong nia va del. ‘'Onwg sinaye, KAOWS o BeaTig
METAKIVEITAI, T YPANMATA XAVOUV NpoonTIKA Thv KaBapdTnTtd Toug
KAl TO YAUNTIKO KEIMEVO KATACTPEPETAI, METWVUMIO NOU NAPANEUNEL
T600 GTOV dNUACIO XWPO, ONMoU Ol GTIX0!I TOU YAUNTOU avanTicoovTal
oav napaAAayuEVEG NIVAKIOEG oAPAvong, 600 KAl OTO XEPOO Tonio
OTO onoio avagépeTal To noinpa, dnou ol oTixol gival Ta dEvTPa Nou
puUovTal eKei 6nou dev puUoVTAl dEVTPA MOTE" CUYXPOVWGS YPAPpA
Kal yAunTé BpiokovTal o€ Pia SiapKn naAivdpopn Kivhon apoifaiag
KATAGTPOPNG KAl ENAVACUYKPATNhONG. ‘ETol, TO Where Trees Never Grow
unopei va diaBacTei Kal va 1IdwBei cav PiIa KAANTEXVIKA, NOAITIKA
Kal unap&lakn eoxatoloyia nou avanTUcosTal o€ TPia enineda: €éva
noiNTIKO, TO VONMATIKO Kdl CUYKIVNOIAKO Uunédagog, nou eiIodyel To
£€pYO WG MIa onoudn akivhoiag kal 6avAaTou: éva KAaAAIlypa@pnUaTIKO,
Nnou EKMETAAAEUETAI TOV YAWOOIKO PNXAvIouo TnG SINARG dpOpwong
via va QEpel To YAUNTO w¢ KEIMEVO Kal TO KEiNeVo w¢ yAunTd ota
OVTOAOYIKA Tou Opia” Kal To KateEoxnv YAunTiké nou Bydadel To €pyo
OTOV XWPO, To BETel anévavTl oTov BsaThn/avayvwoTn Kal KadioTd
TNV ANWAEIA TOU VOAPATOG Snudoia UnelIpia.
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Into the light of a common day
At the border of breath and death
Where trees never grow

In this deep chasm

Gaze retains no trace

Where trees never grow

Till the end is here

That is all of nature you have seen
Motionless as it is

The verse that gives the work its name—Where trees never
grow—is repeated to form two three-verse stanzas, and is reflected
in terms of both meaning and metre in the closing verse: where no
trees grow, there is no motion. A feeling of blurry light permeates
the poem, the impression of a barren, commonplace nature near
its end. The only indications of human existence in this apocalyptic
landscape are the references to a borderline physicality: breathing at
the border of death, a gaze that retains no trace, has nothing more
to see of nature. As we said, when the viewer moves the letters lose
their clarity of perspective and the sculptural text is deconsrtucted.
This metonymy points both to public space, where the sculpture’s
verses unfold like street signs, and to the barren land referred to
in the poem, where the verses are the trees that grow where trees
never grow; script and sculpture are in a constant reciprocal motion
of mutual destruction and re-assemblage. Where Trees Never Grow can
thus be read also as an artistically, politically and existentially escha-
tological creation that unfolds on three levels: a poetic, conceptual
and emotional substratum that introduces the work as a study in im-
mobility and death; a calligrammatic level that exploits the linguistic

mechanism of double articulation to bring the sculpture-as-text and
the text-as-sculpture to its ontological limits; and a sculptural level,
which brings the work out in space, sets it before the viewer/reader
and turns the loss of meaning into a public experience.

Ultimately, the sculpture of Bassanos includes a strong temporal
aspect inherent in every eschatology. This apparent paradox of a
sculpture with a time element is clearly evident in the way in which
photography and video are systematically incorporated in his works.
As a sculptor of many facets, Bassanos adopts a twofold sculptural
approach to the lens-based arts: firstly, in terms of how space and
volume is managed within the image, and secondly in the way the
two-dimensional print or video sequence are introduced in the ex-
hibition through an “extended area” approach, serving his poetics
in a complementary way.

One telling example of this is an earlier video, Iwas Here and
There (2007) M. The work shows a window that opens to the sea.
The lens is set at a middle distance to include part of the interior in
the image—precisely as much of it as needed to demonstrate that
the focus is not the sea but the window that opens to the sea, the
“prospect of the sea” in the sense of a promise of the sea, as in the
Dylan Thomas story of the same title. The window, of an old-fash-
ioned hotel or a ship, is divided into three equal parts; frontally set
before the lens, the opening seems like a triptych painting. The
sea is clearly discerned through the central panel; through the side




EvTéAcl, n NAQOTIKA TOU MNaodvou €xel Jia I0XUPHA XPOVIKNA didoTaon,
CUMQ@UN o€ KABe eoxaToAoyia. EToUTn n paivoueVIKA Napado&éTnta
TnG €yXpovng YAUNTIKAG TovideTal KaTteEoxnv andé Tov TpOno Pe Tov
onoiov pwTtoypagia kKal Bivieo evidooovTal CUCTNUATIKA OTOV
KOpPMO Tou €pyou. MoAudidoTaTog YAUNTNG o Mnaocdvog avTiueTwnilel
NAAOCTIKA TIG TEXVEG TOU PaAaKoU PE SINAS TPONO: Apevog wG NPog
Tn SIAXEIPION TOU XWPOU KAl TWV OYKWV €VTOG TNG EIKOVAG Kal
AQPETEPOU UE TOV TPOMNO nou ol dUo SiacTdoelg ThG NPoBOoAAG A TNG
PWTOYPAPIKAG EKTUNWONG EVTACCOOVTAI UE MEPIMVA «DIEUPUMEVOU
XWPOU» aTOo NEPIBAANNOV TNG €KOEONG UNNPETOVTAG CUMNANPWHATIKA
TNV MOINTIKA TOU.

XapakTnpioTIKO napddeiyua gival To naAaidtepo Bivreo Iwas
Here and There (2007) . To épyo 3eixvel éva napdbupo nou avoiye-
Tal oTh 6dAacoa. O PpakdG BpiokeTal o pEon andoTach TOON WOTE
oTO oNTIKO Tou Nedio va nepiAauBaveral éva HEPOG TOU XWPou, C0o
AKPIBWG XpeIAZeTal VIa VA PAVEI WG OTO KEVTPO eV gival n 6dAacca
dAAd To napdBupo nou avoiyetal oth 6AAACoa, N «NPOONTIKA TNG
6dAacocag» pe Tnv €vvold TnG undéoxeong Tng 6AdAaccag, dnwg oTo
OM®VUMO 3iInynua Tou NTidav Téuag. To napddupo, napddupo evog
naAAaikoU Eevodoxeiou N nAoiou, gival XwpIcUEVo o< Tpia ica pépn®
METWMNIKA anévavTi 6ToV QPAkod, To KoUpwua PavTalel cav {wypapIko
TPINTUXO. ZTO KEVTPIKO OTEAEXOG h OAdAacoa diakpiveTal kaBapd, oTa
3U0 NAdivd oTeAExn, Nou KATA Tov Zwypa@Iiké kavéva unooTtnpilouv
To O€ua, NAPEXOVTAG CUYXPOVWG éva NAdicio avAyvwong Tou, n
0dAacoa axvo@aiveTal KaOWS To YUAAi gival OoAwpévo cav and
MIa avdoa, «avdod oTIC NAapUPEG Tou OavdaTou. 'Eva SAXTUAO €XEl
vedyel ndvw otn Bapni ndxvn Tou aploTeEPoU oTEAEXOUG «Huouv
£3wW», 0TO SEEi €xel YPAWE! «KI EKEI».

Av oTa KaAAypa@nuaTikd yAuntd, dnwg 1o Where Trees Never
Grow NUPAVAG TOU €pyou €ival n YAWOOIKA AgiToupyia TnG SINAAG
dpOpwong, oto I Was Here and There nupnvag ival n AeIToupyia Tng
3€iEng, n oxéon SnAadn Nou £€xouv opIcHEVa ENIPPAMATA KAl AVTW-
VUMIEG, ONWG TO €3W, TO EKEI, TO EYW, ME TIC CUVONAKEG TNG OMIAIAG, N
1I316TNTA Toug dnNAAdn va aAAdZouv avTiKeideva avapopdg avdailoya
ME TO nolog UIAG, eyypAdpovTag €TCI TO UNOKEIUEVO KAl TA @ priori Tou
oTnv eKpwvnon. To ypdyiuo oto axvicuévo 1Al eival JIa CWHATIKA
Kal MUXIA XEIPOVOMIA MOU APAVEI NIcw TNG £va anoAUTwG OVNOIYEVEG
IXvVOogG: eKeiVOg Nou ypdpel gival NAvTa oTo €3 TOU KEINEVOU va na-
pakoAouBei Tnv eEapdvion Tou Adyou Tou KaOwg n EpANEPN ypaPpn
S1aAuveTal. 10 I was Here and There 10 « HUouv €dw», ouvnOICHEVO
tag nou B€Ael va apnoel ave&itnAo To NEPAcuA TOU NAlyVIOSoug
BdavdaAou and Tov XwPo, ANoKTd HNpooTd oTh 6dAacoa unap&lakd
Bd060o¢g: n BapuTnTa NEPTEI OTOV NAPEAOOVTIKO XPAOVO TOU PAUATOG
WG eniyvwon Tng pOopdg Kail SIAPeuch TnG «NPOONTIKAG TG 8AAac-
CaG», EVM TO «KI EKEI» ONAWVEI MIA YVWOIAKA ACUUPWVia nou AUveTal
MAvoV noINTIKA: To SAXTUAO Nou YPAPEI «KI EKE» dev Ba pnopouvoe

Iwas Here and There, 2007
Anywhere but here, 2015-16
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panels—which adhere to the painterly rule of supporting the subject
and providing a frame for reading it—the sea is dimly visible since
the glass is misted up as if by a breath, “a breath at the border of
death”. A finger has written on the mist of the left-hand panel “I
was here”, and on the right hand panel it has written “and there”.

If in calligrams like Where Trees Never Grow the core of the
work is the linguistic function of double articulation, in I Was Here
and There the core is the function of demonstrating, i.e. the capac-
ity of certain adverbs and antonyms, such as here, there and /, to
change their referent depending on who is talking, thus inscribing
the agent and his a priori into the utterance. The writing on the
misted window is a physical and innermost gesture that leaves be-
hind an utterly moribund trace: the writer is always in the “here” of
the text and watches his words disappear as the ephemeral writing
fades away. In I was Here and There the “l was here” as the usual tag
of playful vandals who wish to leave an indelible mark of their pas-
sage acquires existential depth before the sea: the weight falls on
the verb’s past tense that shows an awareness of deterioration and
belies the “prospect of the sea”, while the “and there” suggests a
cognitive dissonance that can only be resolved poetically: the finger
that writes “and there” could not be referring to the writer, who is
necessarily “here”; it refers to the one who is no more, the one who,
at the time of writing, reflects on a time when he will be no longer
as the passage of time foretells his end.

In his recent video Anywhere but here (2017) Bassanos
walks to the end of a pier, against a raging wind, and throws one by
one the letters that form the title of the work into the sea. As the
letters hit the water and are carried away, anywhere but here, they
reveal what remained implicit and unspoken in Where Trees Never
Grow or in I Was Here and There: the performativity of the sculptural
gesture. The work inscribes the agent and his time: the “there” of
the script on the glass is the deep fissure where the gaze retains
no trace until the advent of the end; it is where no trees grow; it is
anywhere but here.

The barren place is an inner place. The time within us.

Theofilos Tramboulis




va MIAG via autdv nou Ypdgel, o onoiog NOvov «edW» MNOPEI va
givar MIAG yia autév nou dev gival nia, yid autév Nou Th OTIYMA TG
YPAPNAG avanoAegi Tov Xxpovo nou o id1og dev Oa gival nia, nou, KAdwg
0 XpAVOG KUAQ, NPOOIKOVOMEI TNV ANWAEId TOu.

Z10 Nnpdo@aTo Bivreo Anywhere but here (2017) B, o Mnaocd-
VoG, eV Aucoouavd o aépag, nepnaTtd JEXPI TNV dKpn MIag NPoBAnR-
Tag Kal novTidel oth O6dAacoa €va €va Td YPAUMATA NOou anoTeAouv
TOV TiTAO ToU €£pyou. Kabw¢ Ta ypAupaTa NEPTOUV OTO VEPO Kal na-
pacUpovTal HaKpPId, onoudANOTE EKTAOG anod £dw, EKEiVo Nou AavOdvel
adiapaveg oto Where Trees Never Grow 1 oT1o I Was Here and There,
3nAAdnA n eNITEAECTIKOTNTA TNG YAUNTIKAG XEIPOVOUiag, Byaivel oTnv
enipdveld. To €pyo eyypdgpEl TO UNOKEIPNEVO Kal TOV XPAVO TOU: TO
€Kei TNG Yypapng oto TZApI ival To BadU priyua énou 1o BAEuHaA Ssv
dlatnpei kavéva ixvog Uéxpl va €pOel To TéNoG, eival eKei Nou dev
(PUTPWVOUV SEVTPA, gival onoudnAnoTe eKTOG anod £dw.

O xépoog TONoG €ival €évag Ténog eowTePIKOG. O xpdvog
Méca pag.

@cd@iAog TpaunoUAng
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Inuetdoeig ya to oxédio v.4, 2018, enTd MNASK oxediou
Note on drawing n.4, 2018, seven sketch-books
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The Middle of Nowhere, 2018
MEPIKA dnoyn Tng €kBeong oTtnv MkaAepi Elika
installation view of the exhibition at Elika Gallery



i

36

Exei 6mov Sev puzpdvouy Sévrpa moté, 2018, kOVTpa-nAakE, uerdvi, 720 x 240 x100 ek. nepinou

Where trees never grow, 2018, plywood, ink, 720x240x100 cm approx.
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The Middle of Nowhere, 2018
MEPIKA dnoyn Tng €kBeong oTtnv MkaAepi Elika




Time-Shift, 2018
60 deuT., Bivieo-npoBoAn Siapavel®y, nxog, 20 x 30 k.
40 60 sec HD video-loop slide projection, audio, 20x30 cm 41



The Middle of Nowhere, 2018
MEPIKA dnoyn Tng €kBeong oTtnv MkaAepi Elika
installation view of the exhibition at Elika Gallery




H Méon rov ovbevd, 2018, in-situ eykatdoTtacn otnv Mkalepi Elika, Tunoypagiké peAdvi, 533x 330 &k.
The Middle of Nowhere, 2018, site-specific installation at Elika Gallery, typographic ink, 533x330 cm




Intermission, 2018
CPOUYYdApI, CIVIKA HEAAVI, TUNOYPAPIKO HEAAVI, T6OX90 X6 EK.
sponge, indian ink, typographic ink, 160x90x6 cm




O KowoTtag Mnacdvog onoudaoce MAUNTIKA oTh TXoAR KaAwv
Texvdv Accademia Clementina oth Bologna kal akoAoU6nos
METANTUXIOKEG ONOoUdEC (MA, PhD) Je unoTpogia Tou IKY oTo
Winchester School of Art oto Winchester Tng Mey. BpeTaviag.
Ai1ddokel FAUNTIKA oTh ZXoAn KaAwv Texvwdv Tou Maveniotnyiou
lwavvivwyv.

MpoéopaTteg ekOEoelg (eniAoyn)

2019: Passioni Bi-polari, Fondazione Bevilacqua La Massa, Beveria.
Down to a Sunless Sea, Arondit Art Space, Mapiol. The Passion
According to G. H., Stacks Projects, Zidveu, AucTpalia ¢ 2018:
Multitudinous Seas, Fondation Hippocréne, Mapioi, FaAAia. The
Middle of Nowhere, Elika Gallery, ABriva ¢ 2017: Néa Aroktijuaza,
EMZT. 7th Beijing Biennial of Contemporary Art, MNekivo. Integral

II, Kévtpo Zuyxpovng Téxvng IAedva TouvTa, ABnva. O Kijrrog
BAémer, Méyapo Mouciking, AGnva. Back to Basics: Text, ENIA Gallery,
MNeipaidg. Epigramma, Nitra Gallery, AGnva ¢ 2016: (Im)material
Gestures, Fondazione Sandretto Re Rebaudengo, Torino, ITaAia.
Still (the) Barbarians, Eva International Irish Biennial, Limerick,
IpAavdia. Overseas, ACG Gallery, AGnva, Tender is the Night,

CAN Gallery, ABriva ¢ 2015: Prophetia, Fundacié Joan Mird,
Barcelona, Spain. Phenomenon, Avda®n ¢ 2014: Pre-Text, lleana
Tounta Contemporary Art Centre, ABriva ¢ 2013: Xiwmij, KEvTpo
ZUyxpovng Téxvng IAedva TouvTta, ABAva. Mehr Als Schein / Shining
Through / Auté mov gaiveran, Zone D, ABrAva ¢ 2012: Boiling Point,
Kuenstlerhaus Wien, AuoTtpia. Utopraxia, TAF (the Art Foundation),
AOnva. Justice is Mine, CAMP (Contemporary Art Meeting Point),
A®6nva. Forgetmenot, Elika Gallery, ABiva ¢ 2011: Monodrome,

3rd Athens Biennial, ABnva. Avagopd | Avarapdaoraon, EBpaikd
Mouceio ©ecoalovikng, ©@scoalovkn. This is the Way the World
Ends, in situ eykaTtdotacn oto EOvikO @£aTtpo KTiplo ToiAAEp,
ABnva ¢ 2010: IIpobijxeg Oavudrwv, Zone D-FKaAepi ZOUPNOUAAKN.
Nightwatch, The Art Foundation (TAF), ABriva ¢ 2009: ITovfevd,
KévTtpo Zuyxpovng Téxvng IAedva TouvTa, ABrva * 2008: Kau
Tape;, KpaTtikd Mouceio ZUyxpovng Téxvng, ©@€ccalovikn ¢ 2007:
The Athens Effect. L’ Image Photographique Dans I'Art Contemporain,
Maison Européenne de la Photographie, Mapiol * 2006: The Athens
Effect, Fondazione Mudima, MIAdvo. Apyitektovikég Atapaveieg,
Kévtpo Zuyxpovng Téxvng IAedva TouvTa, AGAva ¢ 2005: Asv
pmropd va og BydAw anr’ to puadé pov, KEvipo Zuyxpovng TEXvVNg
IAedva TouvTa, AGnva.

Zel kal gpyddeTal otnv ABniva. www.bassanos.gr
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Born in Greece. He studied sculpture in Accademia Clementina of

Fine Arts of Bologna (lItaly) and in Winchester School of Art, in UK
(MA, PhD) on Greek State scholarship. He teaches sculpture at The
School of Fine Art of The University of loannina.

Recent exhibitions include (selection):

2019: Passioni Bi-polari, Fondazione Bevilacqua La Massa, Venice,
Italy. Down to a Sunless Sea, Arondit Art Space, Paris, France. The
Passion According to G. H., Stacks Projects, Sydney, Australia ¢
2018: Multitudinous Seas, Fondation Hippocréne, Paris, France. The
Middle of Nowhere, Elika Gallery, Athens ¢ 2017: New Aquisitions,
National Museum of Contemporary Art (EMST) Athens. 7th

Beijing Biennial of Contemporary Art, Beijing, China. Integral I,
lleana Tounta Contemporary Art Centre, Athens. The Garden Sees,
AnnexM, Athens Concert Hall. Back to Basics: Text, ENIA Gallery,
Pireus. Epigramma, Nitra Gallery, Athens ¢ 2016: (Im)material
Gestures, Fondazione Sandretto Re Rebaudengo, Torino, Italy.
Still (the) Barbarians, Eva International Irish Biennial, Limerick,
Ireland. Overseas, ACG Gallery, Athens. Tender is the Night, CAN
Gallery, Athens ¢ 2015: Prophetia, Fundacié Juan Miré, Barcelona,
Spain. Phenomenon, Anafi Island ¢ 2014: Pre-Text, lleana Tounta
Contemporary Art Centre, Athens ¢ 2013: Silence, lleana Tounta
Contemporary Art Centre, Athens. Mehr Als Schein / Shining
Through / Auté mov gaiveral, Zone D, Athens ¢ 2012: Boiling Point,
Kuenstlerhaus Wien, Austria. Utopraxia, TAF (the Art Foundation),
Athens. Justice is mine, CAMP, Athens. Forgetmenot, Elika Gallery,
Athens ¢ 2011: Monodrome, 3rd Athens Biennial, Athens. Reference|
Representation, Jewish Museum Thessaloniki. This is the Way the
World Ends, in situ installation at the National Theatre, Ziller
building, Athens ¢ 2010: Cabinets of Miracles, Zone D-Zoumboulaki
Galleries, Athens. Nightwatch, The Art Foundation (TAF), Athens ¢
2009: Nowhere, lleana Tounta Contemporary Art Centre, Athens °
2008: And Now?, State Museum of Contemporary Art, Thessaloniki
* 2007: The Athens Effect. L’ Image Photographique Dans [Art
Contemporain, Maison Européenne de la Photographie, Paris,
France ¢ 2006: The Athens Effect, Fondazione Mudima, Milano,
Italy. Architectural Transparencies, lleana Tounta Contemporary Art
Centre, Athens ¢ 2005: I Can’t Get You Out of My Head, lleana Tounta
Contemporary Art Centre, Athens.

He lives and works in Athens. www.bassanos.gr
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The Best of Space Was Never Measured, 2017
EKTUNWON GE apxelakd xapTi Museo Fine Art 300gr e aloupivio, 120 x240 &K.
print on 300gr Museo Fine Art archival paper mounted on aluminium, 120 x240cm
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True Places Never Are, 2016
aldrTi, 600 ek.
salt, 600 cm
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