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0 Superman eixe éva npoBAnpa. Aev pnopodae va yupioel onit tou. Mapdio nou htav
MPOIKIOPEVOG HE UNEPPUOIKES IKaVOTNTEG GG oounep-OUvapn Kal Jnopouce va Netdel Kal
va elvat Gtpwtog anévavt oe onoladnnote QUAIKN h avBpwnoyevn Bia, Atav avunepaoniotog
pnpoatd otnv acBévela g voatahyiag. EEpiatog otn In, ntav évag eEwynivog nou dev
unopoUoE va ENIKOIVWVNATEL JE TO ON(TL ToU, ENELdN 0 MAavATNG Tou 0 Kpuntov eixe yivel
Koppdua e€artiag evog popuepol KatakAUapoU. MaAiota, ta Bpalopata Tou KPUMTOViTn, Vog
padievepyoU petdMou ané 1o €dagog g nakidg tou natpidag, nopoucav va Tou GTepRaouV
OAEC TOU TIG OUVALELG Kal Va ToV KAvouv avhunopo aav natdl. Ltov koopo tou Superman, 1o
onit tou htav évag 6oho@dvag. O karitexvng and to Aog Avieheg Mike Kelley (1954-2012)
népaoe 6An v otadlodpopia tou npoonabuwviag va yupioel anit. Map’ 6Aa autd, 6nwg o
Superman, katéAn€e ot guveldntonoinon 6t n avadAtnon Tou ATAV avEPIKTN.

Me 1o BAéppa atpappévo ato naixvidt g pviung kat g Anapoalvng, n ékBean Mike Kelley:
Fortress of Solitude ouykevtpwvel pia nokiAia BANPATIKWOV £pywv and 0An v Kapiépa
T0U KaAAITEXVN ENBIKOVTAG TOV 0TOXAOHG NAvw otnv aAAGKOTN KaTdoTaon PUXOAOYIKNAG
aoteylag otov alyxpovo Koapo. Meyahwpévog ota npodotia tou Nutpdtt, o Kelley éviwoe
ano vwpig EAEn npog Tov naAud tng unokouAtoUpag tou punk rock Kal tng oknvAg Tou
underground rock. Anogottwvtag pe pdotep otug kaAeg wxves (MFA) and 1o lvotitoUto
Kahwv Texvawv g Kahipdpvia (Cal Arts) ota nepixwpa tou Aog Avidehes, anotéAeoe
ONPAVTIKA JOPON HLaG VEAG YEVIAS APEPIKAVIOV KAANTEXVEV NOU EUQavioTnKav ata AN g
dekaetiag tou 1970 npooeyyidovtag T xauvwiikn enibpaon g KAVOVIOTIKNG AUEPIKAVIKAG
Adikng kouAtoUpag pe Kpttkd BAEppa kat ouvbbacav T yAunukn, i {wypagikn, to Bivieo
kat v performance xwpi¢ oeBaoud npog onotadnnote Hopen KAANTEXVIKNAG lepapxiag.

Ta navta Atav duvatd Kat 1o KaBeti pnopoloe va xpnatponolnBei pe otoxo va eepeuvnoel

10 KOTAMIEOUEVO OKOTEIVO UNOYAGTPIO TOU Patvopevikd yaAnviou entxpiopatog tng
«(QUOLOAOYIKNG» OUEPIKAVIKNG Pedoaatikng {wng. Eite xpnatponotel AoUtpiva {wakia wg
OuValeBNPATIKA OPOIWKATA XAPEVWY avapvagewy, ite unevBupidel tThv Wuxikn aveotidtnta
ToU Superman pe  pop®n piag avadounuikng e€epelvnang tou Kelley otn ouppikvwpévn
Kat anpoonéhaatn Kaviop, tn yevéBAia ndAn Tou unepnpwa nou o (510 KpatoUoe PUAGyEVN
oto Kdotpo g Movaglag tou, pag Bupidet 6t oo ki av npoonaBhoouye,

bev UnopoUpe va yup{ooupe ont.

Douglas Fogle, Empeintig
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Superman had a problem. He couldn’t go home. Although he was endowed with paranormal
abilities such as super strength, the power of flight, and invulnerability to any natural or
man-made force, he was nonetheless defenseless against the illness of homesickness.
Finding himself exiled on Earth, he was an extraterrestrial who couldn’t phone home because
his planet Krypton had been blown to bits by an apocalyptic cataclysm. In fact fragments of
his old home, known as Kryptonite, would reduce him to a level of childlike helplessness. In
Superman’s world, home was a killer. The Los Angeles-based artist Mike Kelley (b. 1954, d.
2012) spent his entire career trying to get home. Like Superman, however, he came to realize
that it was an impossible quest.

Looking at the play between memory and forgetfulness the exhibition Mike Kelley: Fortress
of Solitude brings together a range of key works from across the artist's career in order to
reflect on the uncanny condition of psychological homelessness in the contemporary world.
Raised in suburban Detroit, Kelley gravitated to the counter-cultural beat of punk rock and
the underground art scene. Graduating with an MFA from Cal Arts outside of Los Angeles,

he became an important part of a new generation of American artist in the late 1970s that
approached the stultifying effects of normative American popular culture with a skeptical eye
and happily combined sculpture, painting, drawing, video and performance without respect to
any kind of artistic hierarchy. Everything was possible and anything could be used in order to
investigate the repressed dark underbelly of the seemingly calm veneer of so-called normal
American middleclass life. Whether using found stuffed animals as emotional effigies of long
lost traumatic memories of childhood or evaking the psychic existential homelessness of
Superman in the form of Kelley's exploration of the superhera’s shrunken and inaccessible
home city of Kandor that he kept in his Fortress of Solitude, Kelley sought to continually
remind us that no matter how hard we try, we can't go home.

Douglas Fogle, Curator
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MoUtpiva Zwa

‘Otav hoaote naidi, eivat noAd niBavdv va eixate éva ayannuévo AoUtpivo {wdkl. Autd ta
Aatpepéva aviKe(peva PEPVOUV 0TV VOU TIG XapEG TG NAIBIKAG nAIkiag, aAAG Kat 16€€g
xapévng aBwatntag. ko £pyo tou Mike Kelley autd ta ayannuéva totéy g kabBnpepivetntag
npooAauBavouv pia evoxAnukn yuxoAoyikn didatacn, kaBwg yivovial nalkteg o€ pia KpItkn
avaZhtnaon autoU Nou KAnote o KAAAITEXVNG anokaAeoe «{nTAPATa elkovoypap{ag EHeuAoU
NPOCavatoAlopoU Kal OIKOYEVELAG» TN GUYXPOVN UEPIKAVIKNA KoUAtoUpa.

210 HlGoTNpa TV ENTA XpGVwv Nou Kpatnae 1o project tou Half a Man (1987-1993) o
KaAAtExvng dnploupynae pia etepdkAntn opdda yAuntwy and AoUtpiva {wdkia nou eixe
Bpel Xe épya onwg ta Estral Star # 3 (1989), Untitled (1990) kat Double Figure (Hairy)
(1990) o Kelley auppaye petal toug 6Uo PaAAIveS paipoUdeg, 6Uo Naviveg KOUKAES, €va
paAAiapd oKUAdKL Kat pia koUkAa Tou xapakthpa Tooupndka and tov MéAepo twv Aatpwy
dnpoupywvtag uBptoika kat «AéBog» nawxvidia. Le GAa emdanédia €pya tou 6nwg ta
Arena #8 (Leopard) (1990) kat Dialogue #5 (One Hand Clapping) (1991) o Kelley tonoBétnae
Kanwg pehayxoAika AoUtpiva {wakia og KouBEPTEG anAwpEveS oTo ndtwya, divoviag v
aioBnon 6t Bpiokovtav o€ kanoto pivyk N aBANTIKG xwpo. Le AMa €pya onwg to Transplant
(1990) kat 1o Innards (1990) undpxet pia npdtacn 6t autd ta naixvidia yivovtal HEtaopIKa
10 E0WTEPIKG GPYAVA TWV TPAUKATIKWY NALOIKWV Jag EUMEpLY. e autd ta €pya o Kelley
xpnatponolel ta AaUtpiva {wdkia yia va unatvixBel tov tpono pe tov onoio efval cuppapéveg
Ol QVaPVACELG Hag ev Péow evag nediou PAXNG aviikpoudpevwy SUVAPEWY Kat Katanieang.
Autd ta €pya enixelpouv va anoouvappHoAOyNoouV TIG aVAUVATELG HE Tov (610 Tp6ro nou
Kanolog avatéuvel éva {wo o€ €va udbnpa avatopiac,

0 Kelley bev dopnoe tov eautd tou €6w and auth v kplukn. Le éva and ta nio didonpa €pya
10U, 10 Ah... Youth! (1990) o kaA\itéxvng dnplodpynaoe pta oelpd and entd «pwrtoypapieg
onpavang» AoUtpvwy {wwv Nou Bpnke e evexupodavelatpla kat tonoBénoe 6inAa

otV eAaPPWS «dlatapaypévny autonpoownoypapia tou, n onoia polddet oav va Bynke

anoé AeUKwya agepikavikoy Aukeiou. (Mia Toug HoUGIKOPIAOUG, AUTEG O EIKOVEG £ylvay

10 €€WQUANO ToU €vatou GAUMoU ToU ouyKpotpatog Sonic Youth e titho Dirty nou
KukAo@opnae 1o 1992.) Le autd ta €pya evundpxel €va €idog Tpayikng peAayxoAiag nou
neplBAMAel 10 xapévo yla ndvia xapakmplotike g veavikng aBwdtntag. OAa padi, poidouv
va unatviooovat 8t ta padpata g evnAkiwaong pag kaBiotolv ablvatn v eNtoTpogn pag
070 Onit, 600 EUTUXITPEVOL KI av unnp&apie KAMoTe.
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Stuffed Animals

It's likely that you once had a favarite stuffed animal when you were a child. These
much-revered objects bring to mind the pleasures of childhood as well as notions of
lost innocence. In Mike Kelley's work these everyday beloved totems take on a deeply
troubling psychological aspect as they become actors in a critical investigation of what
he once called “issues of gender-specific imagery and the family” in contemporary
American culture.

Over the course of seven years in his Half a Man project (1987-1993) the artist created
a varied group of sculptures made out of found stuffed animals. In works such as Estral
Star #3 (1989), Untitled (1990), and Double Figure (Hairy) (1990) Kelley stitched together
two sock monkeys, two rag dolls, and a hairy dog toy with a Stars Wars Chewbacca

doll creating hybrid and strangely “incorrect” toys. In other floor-based works such as
Arena #8 (Leopard) (1990) and Dialogue #5 (One Hand Clapping) (1991) Kelley arranged
somewhat sad looking found stuffed animals on blankets that have been laid out on the
floor as if they were in a boxing ring or a sports arena. In other related works such as
Transplant (1990) and /Innards (1990) there is a suggestion of these toys becoming the
metaphorical internal organs of our own traumatic childhood memories. Throughout
these works Kelley uses these stuffed animals to suggest the way that our own
memories are stitched together amidst a battlefield of opposing forces and repression.
These works attempt to take apart memories as one would dissect an animalin a
science class.

Kelley didn't leave himself out of this critique. In one of his more famous works, Ah...
Youth! (1990), the artist created a series of seven “mug shots” of thrift-store stuffed
animals which he installed alongside his own slightly disturbed-looking self-portrait
that looks as though it came straight out of an American high school yearbook. (For the
music fans among you, these images became the cover of the band Sonic Youth's ninth
album, Dirty which was released in 1992.) In all of these works there is a kind of tragic
sadness surrounding the irretrievable quality of lost youthful innocence. Taken together
they seem to suggest that the traumas of adulthood make us incapable of going home
no matter how happy we once were.

Mike Kelley Fortress of Solitude



Eivat AbuUvarov va [upicoupe oto Iniu

Tov Mike Kelley anaoxoAhoUae ndvta n 16¢a tou «anitoly. Etal, bev npokalel éknAnén 1o
evbla@épov Tou yia Ty otopia Tou Superman, Tou UNepnpwa twv KOWIK tou onofou n natpita
10U, 0 mhavntng Kpuntov, éxet kataotpagel. Otav tou {nnBnke va cuppetdoxet og pla ékBean
otn leppavia n onofa opyavawBnke pe agoppn v aMaynh tng xikietiag, o Kelley npdrelve éva
project nou ovopaddétav Kandor-Con 1999-2000 to onoio Ba npocgAKuE T0UG Pavatikoug

ToU Superman, Napouaclaoviag pia cUAOYN HlaPopPETIKWY TPONWV |E TOUG 0MOIOUG EXEL
anewkoviatel n Kavtop, n yevéBAia ndAn tou unepnpwa. Lto oUunav tou Zouneppav, n Kaviop
ntav n npwtelouad tou NAavintn Kpuntov ala eixe ahwBel, auikpuvBel kat tonoBetnBei oe
€va yuaAivo Kwdwva and tov unep-Kako Brainiac. 0 Youneppav Aika viknae tov Brainiac Kal
€avannpe v ouppikvwpevn Kaviop, ala 6ev Undpeae noté va v enavapepEL 0To dpXIKo
¢ péyeBog. Me Toug Katolkoug ¢ Katadikaopévoug va {hoouv T {wn ToUg o€ OUVBNKEG
opikpuvong, o Xouneppav pUAate v Kdviop ato yudAivo Hoxeio tng péoa ato Kaotpo tng
Mova€idg, to kataUyid tou atov Bdpeto MéAo. H Kévtop €yive éva aluBolo tng unap€lakng
ano€évwang tou Superman ana tov Betd tou navitn, T In kat v abuvayia Tou va
entotpéyel niow. Ba htav yia ndva vag Eévog oe pia Eévn xwpa.

0 Kelley €bwae auvéxela og autd 0 apxikd project e T oelpd e Yevika titho Kandor, éva
pvnpeldeg alvoAo and noAupealka yAuntd toug onoioug dnpiotpynoe petafl 2007 kat 2011.
lonteUtke and Toug 1dpopoug TPAroug e Ty ornoia aneikoviotnke n KAviop kat 1o yudAivo
nepiPAnpa g and pia eupeia yKapa KAAATEXVWY LETA TV NPWTN NApousiacn g o€ pila Lotopia
Tou ZoUneppav to 1958. H i6a n Kdvtop neptypapdtav navia wg pia «noAn evog pEMovtog
ENOTNHOVIKNAG (pavIasiag» e adploTa JOVIEPVIOTIKEG APXITEKTOVIKEG POPHIEG NMOU NoiKIAGV and
Ap Nteko plopitoUpeg péxpt T 0pBES ywvieg Twv NePIoooTePo QavEIovVaAITTWY GUYXPovwY
apXITEKTOVWY. Ot ANEIKOVITEIG TwV YUGAIVWV HNOUKAAILOV 0T KOWIK OEV NTAV MOTE TUMOMOINKIEVES
Kal 0pLapEVoL KAAITEXVEG Ta {wypdpldav wG WnAES KABETES POPES VW GANOL WG KAPMUAWTES
Kat Xapaktnplatikd optoviieg kataokeués. O Kelley anopdatoe va eniAé€el eikaot pnoukdAia and
TUG EKATOVTAOES ANEIKOVIOELG TWV KOWIK Kal OUVEPYATTNKE e EI0IKEUpEVOUG TaEXOUG TEXVITEG
uahoupyiag ywa va napdyouv ta peyaAUtepa yudhiva Pnoukdhia nou dnptoupynBnkav noté. Ta
YAUNTA nou npogkuyav onwg to Kandor #5 nou napouatddetat oe auth v ékBean nepiAdpBavav
«OVTEPVEG» «eMnA0EIOelG» Baaelg, aAd kal Tpiobidotata opolwpata Tou opidovia g NoANg
and xut pntivn. Me t ouvodela aMékotwy ala unvwtkwy Pivieo katatyidwy péoa ota

doxela kal evag akaBopiata «eGwynivou» ambient odouvtpak, ol ekdoxeg g Kavtop elvat pia
YONTEUTIKN WG NPOG T HOPPN Kal aUyxpovws vneaAia unevBUIon Tou Yeyovatog 6T 000 Ki av
npoonaBnooupe, dev PnopoUpie NOTE va YUPIOOULE 0T oL,
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You Can't Go Home

Mike Kelley was always preoccupied with the idea of “home”. It's not surprising then that
he became interested in the story of the comic book hero Superman whose home planet
Krypton had been destroyed. When asked to participate in an exhibition in Germany held
on the occasion of the turn of the millennium, Kelley proposed a project called Kandor-
Con 1999-2000 which would bring together fans of the Superman comic books under the
premise of gathering images of all the different ways that the superhera’s home city of
Kandor was represented by different illustrators. In the lore of Superman, Kandor was the
capitol city of the planet Krypton but had been captured, miniaturized and placed in a glass
bell jar by the super villain Brainiac. Superman subsequently defeated Brainiac and retook
the shrunken Kandor but could never bring it back to its original size. As it's inhabitants
were condemned to live their lives in this shrunken state, Superman kept Kandor in its
glass bottle inside the Fortress of Solitude, his North Pole retreat. Kandor became a symbol
of Superman'’s existential alienation from his adopted planet Earth and his inability to ever
go home. He would forever be a stranger in a strange land.

Kelley followed up this initial project with his Kandor series, a monumental group of
multi-media sculptures that he produced between 2007 and 2011. He was fascinated

by the varied ways in which Kandor and its glass vitrine were drawn by a wide range of
artists over the decades since its first introduction to the Superman story in 1958. The city
itself was always rendered as a science fiction “city of the future” in vaguely modernist
architectural forms ranging from the flourishes of Art Deco to the right angles of more
functionalist modern architects. The drawings of the glass bottles in the comic book were
never standardized and some artists drew them as towering vertical forms and others as
curvaceous and distinctly horizontal structures. Kelley decided to choose twenty of the
bottles from the hundreds of renditions in the comic book and proceeded to work with
highly specialized glass artisans in the Czech Republic to produce the largest blown glass
bottles ever created. The resulting sculptures such as Kandor #5 on view in this exhibition
included furniture-like “modern” bases as well as cast resin three-dimensional models of
the skyline of the city. Accompanied by uncanny but mesmerizing videos of storms inside
the bottles with a vaguely alien-sounding ambient soundtrack the Kandors are a formally
seductive yet somber reminder that try as we may, like Superman, we can never go home.

Mike Kelley Fortress of Solitude 9
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‘Opyava Xwpig Zopa

0 piAdoopaog Friedrich Nietzsche eixe kdnote unootnpi€el 6t Ba ftav anapaitnto va
Eexdooupe evepyd TG Aettoupyieg twv opydvwv tou owpatdg pag av Béhape va Bpolpe
XpOvo yia va okeptoUpe h va kavoupe oudnnote. O Mike Kelley avtiotpépet oto épyo tou
aut v avtiAnyn. H xpnon AoUtpivwv {wwv and tov Kelley €ywve éva €ibog ouykivnalakou
elKTN TG TPAUPATIKAG PVARING Kal TG Anopioolvng nou opidet v avBpwnivn Katdotaon
atov aUyxpovo KOO0, eV aaynveutnke e€ioou and tnv 1660 TwV ECWTEPIKWY 0pYAvWY

wG unevBupiogwy twv Nio apnpnpévwy NAEUPWY G 0wHUATIKNG {wNG Kat cUPBOAwY

NG TAMEIVAG QUOIKAG Hag undataang. XN oelpd twv SipuAwv acnpdpaupwy Nvakwy

HE aKpUAIKA xpwpata Kat Ttk Incorrect Sexual Models (1987) vtAnae éunveuon and

Vv ape{nAeupn oUPKETPia ToU avBpwnIvou 0WHATOG WG TUNIKOU 0pyavwtikoU nAaiaiou,
yUpw and to onoio tonoBétnae okitoa avBpwnivwy opydvwy o€ dlapopetikeg Hlatdgeig.
MepipepOpEVOG QVAUEDT O€ EIKOVEG VEPPWY, EYKEPAAWY, EVIEPWY Kal 0pBaApikwy BoABwv
KataokeUaae pia ykdpa ano avBpwnivoug oe§ouaAikoug tinoug dnwg Homosexual
Couple (1987), Hermaphrodite (1987) kat Utopia (1987) kat eixav va emidei€ouv hela
ouppetpia avdpeaa ata 6pyavd toug. To €pyo nou extiBetal edw, pe titho Mommy's Penis
(1987), napanéunet pe e1pwvIkG 1pono ato EAS onpeio tg epoUdIkng yuxavauong

T0U YUVaIKEIOU QUAOU, apnvovtag €va PeyAho AEUKO KEVO OTO KEVTPO TOU EYKEPAAQU Mou
anewkovicetal otov nivaka. Ma tov Kelley, BeBaiwg, 10 enovopalopevo outoniko npdtuno
«KAVOVIKNG» €1ep00eEOUAAIKNAG TauTdtnTag avipetwnidetal wg kaBautd npoBAnpatiké, A,
otnv KaAUtepn nep{ntwan, wg éva avdpeoa ae NoAA.

0 Kelley ouvéxioe tnv eniBeon tou ot adla@NoVIKNTEG KOWVWVIKEG LEPAPXIES NG
AHEPIKAVIKNG «MPOaaTIaKnG» KouAtoUpag e axedla onwg to Kissing Kidneys (1989) dnou
1a aAdkota avBpwnopop@ikd dpyava nou anelkovioval napdyouv Nxoug GIAIV Kal
nivakeg onwg to Hierarchical Figure (1989) pe ta «kaptouviotka» ecwieplkd dpyava, v
«leph Kapbid» e 10 kappwpévo paxaipt - 6dvelo and v eikovoypagia g kaBohikng
eKkANalag - kal tv eikdva evog Kpaviou e pia KopbEAa aTnv KopuPn Tou. 210 £pY0 TOU
Textural Index (Landscape Contra Figure) (1990) o Kelley dnptoupyet éva optdévtio «tonio»
- EUPETNPIO TWV EEPEUVNOELV TOU OTA XELPOMOINTA AVTKEIJEVA Kal T0 CWHATIKG Opyava
wg BelKteg S EUPUANG PUOIKNAG Pag napouaiag otov Koopo. Alaokedaatikd kat auBdon,
QuTA Ta €pya Napanépnouy ot yonteia nou aokolv otov Kelley ot katanieouéveg 0wUaTIKES
nAgupég g avBpwnivng Katdotaong Kat n avaykaldtnta g eVEPYNTIKAG XpNong TOUG pE
okond v apelaBhtnon twv Gedopévwy aviAnWewy Kuplapxiag.
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Organs Without a Body

The philosopher Friedrich Nietzsche once suggested that it was necessary to actively
forget about the functions of the bodily organs if we wanted to have time to think or get
anything done at all. Mike Kelley reverses this in his work. If Kelley's use of stuffed animals
became a kind of pathetic marker of traumatic memory and forgetfulness that defines

the human condition in the contemporary world, he was equally enamored of the idea of
internal organs as reminders of the more abject aspects of bodily life and signs of our
base physical humanity. In his series of two-panel, black-and-white acrylic paintings,
Incorrect Sexual Models (1987), he draws on the bilateral symmetry of the human body

as a formal organizing device around which he rearranged cartoonish images of human
organs into different patterns. Moving around images of kidneys, the brain, intestines, and
eyeballs he constructed a range of human sexual types including Homosexual Couple
(1987), Hermaphrodite (1987), and Utopia (1987) that exhibited perfect symmetry among
its organs. The work on view here, Mommy's Penis (1987), ironically refers to the blind
spot of Freudian psychoanalysis of the female gender by leaving a large white void in the
center of the painting's brain. For Kelley, of course, the so-called utopian model of “normal”
heterosexual identification was itself to be seen as problematic or one among many
choices at best.

Kelley continued his assault on the unquestioned sacial hierarchies of suburban American
culture in drawings such as Kissing Kidneys (1989) with its absurd anthropomorphic organs
making onomatopoeic kissing sounds and paintings such as Hierarchical Figure (1989)
with its cartoonish internal organs and Catholic-inspired pierced “Sacred Heart" topped

by an image of a skull with a ribbon on its head. In his work Textural Index (Landscape
Contra Figure) (1990) Kelley paints a horizontal “landscape” that creates an index of his
explorations of handmade craft objects and bodily organs as gendered markers of our
physical being in the world. Both amusing and confrontational, these works speak to
Kelley's fascination with the repressed bodily aspects of the human condition and the
necessity of actively using them to question received notions of authority.

Mike Kelley Fortress of Solitude 13



Extoniovtag tnv EvouvaioBnon

Me noto akpiBwg tpdno tautdbpacte e avikelpeva 0nwg ot KOUKAES Kal ta AaUtpiva
{wakig; NMwg yivovial aAnBiva dikd pag kat enevoovtal cuvaioBnpatikd pe pia oxebdv
avBpwnivn atpa; 0 Mike Kelley e€epelivnae autd o epwnya otn oelpd tou Empathy
Displacement: Humanoid Morphology. Anapudétav ané dekanévie €pya nou 1o kabéva
nepAaufave v aonpdpaupn akpuAIKN {wypagld piag xelponointng KoUKAAG Kat va
HIKPO, Havpo, E0AIvo koutl nou péaa tou Atav evtaglacpévn n aAnBivi koUkAa. H oelpd
ektéBnke yla npwtn popd otn Rosamund Felsun Gallery tou Aog Avtleleg to 1990,

Onou 0 KAATEXVNG EYKATEDTNOE TOUG NIVAKES Kal Ta Koutd aneuBeiag oto ndtwya.
«ZKOTWVOVTAG» OUPPBOAIKA TIG MPayHATIKES KOUKAEG, TIG TonoBETaE o€ PIVIHaMOTIKG KouTld
nou Buuav pépetpa Kal apnvav 1a {WypaPIoPEVa PVNUEID va OTEKOVTAL AV TAPONETPEC,
pe 1oV KahitExvn va otoxddetal ndvw otg Siadikacieg ouvaloBnuatikng avialayng Kal
ouvaleBntikng ekténIong nou xapaktnpidet ta avBpwniva NAdouata Kat ta npdypata nou
autd ayanouv.

Mike Kelley Fortress of Solitude

Displacing Empathy

How exactly do we identify with objects such as dolls and stuffed animals? How do they
become truly ours and emotionally invested with an almost human aura? Mike Kelley
explored this in his Empathy Displacement: Humanoid Morphology series consisting of
fifteen works that each included a black-and-white acrylic painting of a handmade doll
with a small, black, wooden box in which the actual doll was entombed. First shown at
Rosamund Felsun Gallery in Los Angeles in 1990, the artist installed the paintings and
their boxes directly on the floor. By symbolically “killing” the actual dolls, encasing them in
minimalist, coffin-like boxes and leaving their painted memorials standing as tombstones,
the artist reflects on the processes of emational exchange and empathetic displacement
that is characteristic of human beings and the things that they love.
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Aaywviopog Kpepaotwv Opotopdtwv

Ti elvat 1o opofwpa; Me v auatnpn €vvola Tou dpou, 1o opoiwpa ival éva npdxelpa
KOTAOKEUAOPEVO MPATUMNO KAMOLOU GUYKEKPILEVOU MPOCWINOU MoU EXEl aUXVA (aAAG

Oxt navia) puaxtel wote péow g PBopdg N TNG KATAGTPOPNG TOU Va AETOUPYNCEL WG
popn dlapaptupiag n €kppacn opyng. YNd auth v £vvold, T KUKAAOIKG 16w
unopoUy va yivouv avtAnntd wg NepLocOTEPD «EUHEVEIG» EKOOXEC OUOIWHATWY, KaBWG
avunpogwneUouy Ty avBpwnivn popen. MeydAo PEPog T KAAMTEXVIKAG NApaywyng
tou Kelley and 6An i nopeia tou Ba pnopoloe va ekAneBel wg Nnapaywyn opolwpdtwy
JE neplaodtepo apvntikn évvola. To Thirteen Seasons (Heavy on the Winter) # 13 Art
(1994) eival pépog piag oelpdg and Hekatpeig Nivakes Pe aKPUAIKA XpwHATa Toug onoioug
0 kahtExvng e€€Beae yia mpwtn gopd to 1995 otn Jablonka Galerie g KoAwviag. KaBe
€va and autd ta €pya PIKelTat Toug Nivakeg Toug onoioug dnpioUpynoe o KAANTEXVNG eV
onoudade ato Maveniotpio tou Miotykav und v kaBodnynan evég pabnth tou {wypagou
T0U apnpnpévou e€npeatoviapol Hans Hoffman. Me tov undutho «Téxvny (“Art”) kat tv
npogopo{won plag NAvVENIOTNIAKAG ap{oag Nou avakovwvel éva «Slaywviopd KpePaoTwv
OHOIWHATWY», T0 CUYKEKPIEVO Napddelypa g oelpdg oxoAladet TG Mo KATAOTPOPIKES
MAEUPES TNG APEPIKAVIKNG AdIKNG KoUAToUpag, Evw Unalviooetal 01, o€ TEAIKNA avaiuan,
onotadbnnote KaANTeEXVIKNA dpaotnpldtnta pnopei va yivet aviAnnti wg napaywyn
opolwHdTwY, KaBwg n ekdatote yevid Eenepvdel TOUG MPOKATOXOUG TNG.
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Effigy Hanging Contest

What is an effigy? Strictly speaking an effigy is a roughly made model of a particular person
that is often (but not always) made in order to be damaged or destroyed as a protest or an
expression of anger. In this sense, Cycladic figurines could be thought of as more benign
versions of effigies as they represent the human form. Much of Mike Kelley's artistic
production throughout his career can be thought of as a production of effigies in the mare
negative sense. Thirteen Seasons (Heavy on the Winter) # 13 Art (1994) is part of a series
of thirteen similarly shaped acrylic paintings that the artist first exhibited at Jablonka
Galerie, Cologne in 1995. Each of these works mimics paintings that the artist made while
a student at the University of Michigan where he studied with a disciple of the Abstract
Expressionist painter Hans Hoffman. With its subtitle “Art” and it's simulation of a university
poster announcing an “effigy hanging contest” this example of the series speaks to the
more destructive aspects of American popular culture while suggesting that in the end all
artistic activity could be thought of in terms of the production of effigies as one generation
surpasses its predecessors.
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To Oeonéato

0 pi\doopog Edmund Burke unootpi€e to 1757 6t 1o Opopgo Kat 1o Beonéato (Sublime)

Ba npénet va yivovat aviAnntd wg dUo Eexwplotég ovidtnteg. Opioe 1o Opop®o wg 1o
kahooxnpatiopévo Kat aloBntikd euxdploto v to Beonéato N «YPnAd» wG autd nou NPokaAel
b€0¢, TPOLO Kal €xel T GUvapn va pag Kataotpewel. [evigg petayeveatepwy KAANTEXVWY
e€éhaBav auth t oUMNYN Katd ypdppa, ENXEPWVTAG Va anotunwaouy Ty NVEUPATIKA
unepPatkdtnta tou Beonéatou atoug nivakeg toug. Eva kahoguaypévo fado Ba pnopoloe

va eival Opopo, evw 10 aUyKAOVIOTIKG peyaAeio Tou Mkpavt Kavuov Ba pnopouoe va yivel
avuAnmo wg Beanéato. O Mike Kelley eneCepydatnke aut v 1déa ato project Tou pe

titho The Sublime, pia oUvBetn eykatdataon nou dnpioUpynae 1o 1984. To eotiakd onpeio
autou Tou €pyou ntav pia andboon tou Beanéalou o texvotponia nou BUpIde aut Twy
wuxebehkwv underground KOWIK Kal Th HOp@N VGG TEPATTIoU oxediou Nou PEPVEL aT0 HUAAD
TIG KOOUOAOYIKEG anapxég Tou oUpnavtog Kat  MeydAn Expnén. Kortddoviag nio npooeKTika,
yivetat aviAnnto 6t 1o enikevipo autol Tou véou oUpnavtog epgavidetal wg pia tunikn
AUEPIKAVIKA KATOIK{a TwV NpoacTiwy, eve Ta KUPATA TOU 00K MOU EKMEUMNOVTAL and 10 KEVIPO
g 6laBétouv tv uen EUAvng enévbuong and pallacpévo E0Ao neUkou, kdt nou cuvnBiddtav
ot¢ aiBouceg Yuxaywylag Twv aUEPIKAVIKWV NPOagTaKWY Katolkiwy g dekaetiag tou 1970.

0 Kelley ouvéxioe va apgiopntel tnv unouBépevn unepBatkdnta tg xvng oth oelpd

and oXETKES PWTOYPAPIES MOU OUVENEEE e YeVIKO TiTho The Sublime (1984) kal ol onoieg
napoualddovial oe auth v €kBean. Ze auto 1o £pY0 GUYKEVIPWOE PWToYPAPieg and
unotuBépeva «Beonéatax npdypata onwg Bouvd, oxnpatopous Bpdxwy, epdotia Kopuéva
dévtpa, nupapideg, uehayxohikd nAloBacINEPaTa Kat a@nENEVES EIKOVES PUTWV Kal HEVIPWV
YeUATEG Xpwata, TG onoieg TonoBEmae avapeoa oe éva oUPnAeypa nou neplAdpBave
PWTOYPaP(ES HIOG YIYAVTIOG AMEPIKAVIKAG ONHaIaC, TNG KPITKAG Hiag epnpepidag tou Aog
Avtleleg yia €va eotiatéplo nou nepleixe ™ ppdon «Beanéateg Pntég NPAcIVES NINEPIES,
pLag GINVAG NAAOTIKNG KoUKAAG Nou dev aneixel Jop@oAoyika and éva Kukhadikd edwAlo,
Kal TéA0G, ptag tapnéAa pe éva nadiké dvopa nou ypdepel, «ela xapd, pe Aéve.... e nepintwon
nou XABQ oag napakaAw nnyaiveté pe otov nUpyo Tou poloylolx. LUpeuwva pe Ty dnoyn
1ou Kelley, o tpdpog Kat to &¢og tou Katd Burke Beanéatou n «Yynhou» éxouv avikataotaBel
and pia Kovatonn Kat vepwpévn ekdoxn Tou nou Bprike  Béan tg atnv Adikn téxvn g
agioag. Mpdyuan, o Kelley poBatav 6t Aot XANOMALTE péaa otnv Tupavwikn GUPHGPQWan
T0U apepikavikoU nepiBarloviog twv npoadtiwy nou Piwoe o vedtntd Tou Kal oto onoio
evaviwBnke pe tn SIkN Tou ekboxn TPOKOU Kal 6E0UG, € id NpoondBela va gdcel ot Jia
VEd evodpKwan Tou onitiou.
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The Sublime

The philosopher Edmund Burke suggested in 1757 that the Beautiful and the Sublime
should be thought of as two separate entities. In his mind Beauty was defined as the well
formed and aesthetically pleasing while the Sublime was that which inspires awe, terror,
and has the power to destroy us. Generations of subsequent artists took this concept to
heart in attempting to capture the spiritual transcendence of the Sublime in their paintings.
A well-crafted vase could be Beautiful while the overwhelming majesty of the Grand
Canyon might be thought of as Sublime. Mike Kelley took on this idea in his project The
Sublime, a complex installation that he created in 1984. The centerpiece of this work was
a psychedelic, underground comic book-like rendition of the Sublime in the form of an
oversized drawing that resembles the cosmological beginning of the universe in the Big
Bang. Looking more closely, it turns out that at the center of this new universe is what
appears to be a generic American suburban home while the shock waves emanating from
its center have the texture of knotty-pine wood paneling common to suburban American
recreation rooms of the 1970s.

Kelley continued to take the piss out of the alleged transcendence of art in his series of
related photographs gathered together under the title The Sublime (1984) that are on

view in this exhibition. In this work he gathered photographs of supposedly “Sublime”
things such as mountains, rock formations, giant trees that had been cut down, pyramids,
sentimental sunsets, abstracted color-saturated images of plants and trees and placed
them alongside photos of a giant American flag, a Los Angeles newspaper restaurant
review that mentions “sublime roasted green peppers,” a cheap children’s kewpie doll that
is not very far removed formally from a Cycladic figurine, and finally, a children’s name tag
that reads “Hi, my name is ..... If I'm LOST please take me to the clock tower.” In Kelley's
view, the terror and awe of Burke's Sublime has been replaced by a hackneyed and watered
down version of the Sublime that found its way into popular poster art. Indeed, Kelley
feared that we would all become LOST amongst the oppressive conformity of the suburban
American environment of his youth and countered that with his own version of shock and
awe in an attempt to arrive at a new incarnation of home.
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Douglas Fogle

0 Douglas Fogle €ival avegdptntog enpeAntig kat cuyypapéag nou (et ato Aog AvieAeg.
H nio npoogpat exkBeon tou, Andy Warhol: Dark Star, eykavidotnke ato Museo Jumex tov
loUvio Tou 2017 Kat anoteAel Jla onpavTikn €PELVA Yid Ta NPWTA OEKA XPOVIA TNG KAPIEPAG
tou Warhol, ané ta npwrta tou épya {wypagopéva oo XepL PEXPL Th Mao oelpd €pywy
Tou. Ano 0 2009 £wg to 2012 epydotnke wg AvanAnpwing AleuBuving ExBeaewv Kal
Mpoypappdtwy kat Enikepalng EnpeAntng oto Mouoeio Hammer oto Aog Avieheg, 6nou
dlopydvwoe diapopeg exkBéaelg, dnwg to Ed Ruscha: On the Road (2011), tn 1By opadikn
€kBean All of this and nothing (emwéhela pe v Anne Ellegood, 2011), Mark Manders:
Parallel Occurrences/Documented Assignments (enipéAela pe tov Heidi Zuckerman
Jacobson, 2010) kat Luisa Lambri: Being there (2010). Mponyoupévwg, epyactnke wg
enpeAnTng olyxpovng texvng oto Carnegie Museum of Art ato [Nitopnoupyk and to 2005
€wg 10 2009, 6nou opydvwae v €kBean Life on Mars, atnv 55th Carnegie International
10 2008. Mpiv and autd, o Fogle ntav enpeAntng oto Tunpa Eikaotikwy Texvav tou
Walker Art Center atn MivednoAn ano to 1994 €wg to 2005, 6nou diopydvwae éva eupu
(aopa ekBEoewv 0nwg Painting at the Edge of the World (2001), The Last Picture Show:
Artists Using Photography 1960-1982 (2003), Andy Warhol/Supernova: Stars, Deaths,

and Disasters 1962-1964 (2005) kai atopikég ekBéaeig pe v Catherine Opie kat tn Julie
Mehretu. Q¢ ouyypaEag eniong, £xel Snuooleloel EUPEWG 08 KATaAGYoUG eKBETEWY Kal
neplodika onwg Artforum, Flash Art, Parkett kat frieze.

Douglas Fogle is an independent curator and writer based in Los Angeles. His most
current exhibition, Andy Warhol: Dark Star, opened at Museo Jumex in June 2017 and is
a major survey of the first ten years of Warhol's career from his earliest hand painted
pop works through his Mao series. From 2009-2012 he served as Deputy Director,
Exhibition and Programs and Chief Curator at the Hammer Museum in Los Angeles
where he organized a variety of exhibitions including Ed Ruscha: On the Road, (2011),
an international group exhibition All of this and nothing (curated with Anne Ellegoad,
2011), Mark Manders: Parallel Occurrences/Documented Assignments (curated with
Heidi Zuckerman Jacobson, 2010), and Luisa Lambri: Being there (2010). Previously,
he served as curator of contemporary art at the Carnegie Museum of Art in Pittsburgh
from 2005-2009 where he organized Life on Mars, the 55th Carnegie International in
2008. Prior to that, Fogle was a curator in the Visual Arts Department of the Walker Art
Center in Minneapolis from 1994-2005 where he curated a wide array of exhibitions
such as Painting at the Edge of the World (2001), The Last Picture Show: Artists Using
Photography 1960-1982 (2003), Andy Warhol/Supernova: Stars, Deaths, and Disasters
1962-1964 (2005), and solo exhibitions with Catherine Opie and Julie Mehretu.
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0 Opyaviopog MoAttiopou kat Avantu€ng NEON 16pUBnke 1o 2013 and
10V OUNAEKTN Kal enixelpnyatia Anuntpn AaokaAdnoulo Kal anookonel
0T0 VO (QEPEL TO EUPU KOLVO O€ ENAPA PE ToV aUYXPOVO NOAITIOWO,
avadelkvuovtag i duvatdtnta g KAAITEXVIKNG dnptoupyiag va
agunvioel, va GUYKIVAGEL, VO NAPAKIVAGEL LUYXPOVWG, ENIOIWKEL va
oupBdAet atnv eupUtepn npoondBela avaBdBuiong tng N6ANg Kat g
kaBnuepivotntag tou noAitn.

0 NEON 6ev neplopiletal oe €va pdvov xwpo. Edpa tou eivat oAdkAnpn n
noAn, 10 eupUtepo aotikd neptBdAhov. Eival evag {wvtavog Kat evepyog
OUVOPIANTAG E TNV Kovwvia, Toug BeopoUg Kat 1o kove. Méow tng
TEXVNG Kal Twv ouyxpovwy 16ewv, o NEON B€Ael va kevipioel TG aTopIKEG
OUVEIBNOELG Kal TAUTOXPOVA VA XPNOIYEUOEL WG €va OXNPa GUANOYIKNG
ouveidbnong. O NEON enibiwket va avadei€el tov noAitlopé wg faaciko
HOXAG npoddou kat avantuéng.

NEON is a nonprofit organization that works to bring contemporary
culture closer to everyone. It is committed to broadening the
appreciation, understanding, and creation of contemporary art in Greece
and to the firm belief that this is a key tool for growth and development.
NEON, founded in 2013 by collector and entrepreneur Dimitris
Daskalopoulos, breaks with the convention that limits the contemporary
art foundation of a collector to a single place.

NEON's space is the city. It acts on a multitude of initiatives, spaces, and
civic and social contexts. It seeks to expose the ability contemporary art
has to stimulate, inspire, and affect the individual and society at large.
NEON constructively collaborates with cultural institutions and supports
the programs of public and private institutions to enhance increased
access and inventive interaction with contemporary art.
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EMIMEAEIA | CURATED BY | DOUGLAS FOGLE
MOYLEIO KYKAAAIKHY TEXNHZ, METAPQ ZTABATQY | MUSEUM OF CYCLADIC ART, STATHATOS MANSION
17.11.2017 - 25.02.2018

(PAPIO EKBEIHZL | EXHIBITION OPENING HOURS

AEYTEPA - TETAPTH - MAPAZKEYH - YABBATO
MONDAY - WEDNESDAY - FRIDAY - SATURDAY
10:00 - 17:00

MEMMTH | THURSDAY KYPIAKH | SUNDAY
10:00 - 20:00 11:00 - 17:00

TPITH | TUESDAY
KAEILTO | CLOSED

ME TH ZYNEPTAYIA THZ MPEXBEIAZ TON H.M.A. XTHN ABHNA
IN COLLABORATION WITH THE U.S. EMBASSY IN ATHENS

0 NEON EYXAPILTEI TO YNIOYPTEIO MOAITIZMOY KAl AGAHTIZMOY
NEON WOULD LIKE TO THANK THE HELLENIC MINISTRY OF CULTURE & SPORTS

MOYZEIO
KYKAAAIKHZ
T

-.;=||qu

MUSEUM
OF CYCLADIC
N

on

neon.org.gr



