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PAUL CHAN ODYSSEUS AND THE BATHERS

H éxBeon Odysseus and the Bathers (0 O6uadéag kat or Aoudpevor) napouatdlel éva onpaviiko
pépog and véa kat npdopata €pya tou KaAAtéxvn Kat ekddtn Paul Chan, o onoiog el kal epyadetal
otn Néa Yopkn. O tithog tng €kBeong npoépxetat and 1o okipio tou Chan Odysseus as Artist (O
0buaogag w¢ kaAitexvng) (2017), to onoio neplotpépetal yUpw and tov 6po noAutporog. H AéEn,
nou ep@avidetat oTov Npwto atixo tng 06Uadeiag, xapaktnpilel ouxvd tov 0duoaea Kat PEPEL MOANEG
onyaoieg. A’ 6tou 10 €nog tou Opnpou PETa@pdotnke yia Npwin @opd ota ayyAikd to 1615, n
AeEN noAutporiog éxet anodoBel wg wily (novnpdg) kat inventive, (epeupetikdg) Péxpt complicated
(nepinhokog) kat many-turning (noAUatpopag). H andboan nou npotipd o Chan npoépxetat and tv
petappaon tou Stephen Mitchell 1o 2011: «dneipa navoUpyos» (infinitely cunning).

Ma tov Chan, ot auvekdox£g 1ou Opou MoAUTP0MOG — KAANITEXVIKEG, NBIKES, MPOCWIKES N MOAITIKES —
€X0UV anoteAéael vauapa yla NoAEG akéwel. Lto Odysseus as Artist, unootnpilel 6t n navoupyia,
n SlapkAg envontikOTNTa TpoNwv, eivat onpaviikd npoadv yia vav kaAhéxvn. H navoupyla, yia
tov Chan, ouvbéetal atevd e  dnploupyia oty éxvn, kaBwg ouviotd doknon tng Aoyikng. Onwg
diepwtdtal oto dokipo tou, «Eival duvatdv va bieupivoule Toug Gpoug Nou apopolv T aUyxpovn
TEXVN XPNOLUonolwvIag v aviiAnyn g navoupyiag 6nwg epgavidetal otov 06ucaéa; Kal apaye
Ba unopouaoe n navoupyia va avadiatunwBel wg 1pdnog Tou okénteaBal Kat Tou MPATIEWV MOU Pag
obnyel oe pia nAnpéatepn andvinon oto epwinpa yiati n €xvn Ba dpelke va éxel anpacia oig péPeg
pag»

Motelw Ot eV PEPEL, AUTO MOU MPOOPEPEL 0 Opag noAUTpornog atov Chan, eivat n duvatdtnta piag
€€060uU KIvbUvou, NG unNeKPUYNG, TG dlapkoug kivnong. Evav tpdno, 6nwg tou apéael va Aéel, va
Eeyedder mv i61a tou ™ poipa. H 0dUooela sivat BePaiwg, yeudm and novnpég YETAUOPPWOTEIG Kal
texvdapata. 0 {610¢ o Oduooéag biaBetet éva nAnBog and TautoTNeG: eival oTPATIWTIKAG NYETNG,
HETAVAOTNG, NOINTAG, Nelpatng, euydg, kAéptng. H OdUaoela €ival éva noinpa nou npaypatevetal
NV IKaveTNTa Npoaappoyng oe avii§oeg kat dlapkwg petaBarlopeves ouvBnkeg. Onwg onpeiwae
KAMoTe 0 aUEPIKaVOS ouyypapéag Guy Davenport, av n JAidda ivat €éva noinpa yia m duvaun, 0te n
0buaoela eival €éva noinpa yia tov BpiapPo tou vou ndvw ot duvaun.

H ¢éxBean Odysseus and the Bathers ivat p{a €ékBean oe kivnon. Ztnv kapdid ing undpxouv Kivoupeva
owpata nou Auyiouv, atpipoyupiouv kat xtwniolvial. 0 Chan anokoAel TG ouykekplpéveg
upaopduveg Hoppeg «Bathers» (Aoudpevoug) kal cupnepidapfdvovtal o pia peyaAltepn cuMoyn
€pywv pe titho «Breathers» (Mvéovteg) ta onola o kaAAtexvng Eekivnoe 1o 2014, yia va ta ekBeaet 6Uo

The exhibition Odysseus and the Bathers presents a major body of new and recent works by
the New York-based artist and publisher Paul Chan. Its title is drawn from an essay by Chan
called Odysseus as Artist (2017), which pivots around the term polytropos. The word, which
appears in the very first line of the Odyssey, is frequently attached to Odysseus, and holds
many meanings. Since Homer's epic was first translated into English in 1615, polytropos has
been rendered as anything from “wily” and “inventive” to “complicated” and “many-turning”.
Chan’s favoured translation is drawn from Stephen Mitchell's 2011 version: “infinitely
cunning”.

For Chan, the implications of polytropos — artistic, ethical, personal, political — have sparked
a lot thinking. In Odysseus as Artist, he makes the claim that cunning, or being many-wayed,
is a crucial quality for artists. Cunning, for Chan, is tightly bound up with the creative act, as
is the exercise of reason. As he asks in the essay: “Is it possible to broaden the terms for
contemporary art by thinking through the notion of cunning as manifest in Odysseus? And
can cunning be redescribed as a way of thinking and doing that raises the stakes for why art
ought to matter today?”

Partly what polytropos offers to Chan is, | think, the possibility of an escape hatch, of evasion,
of remaining on the move. A way, as he likes to say, of cheating his own fate. The Odyssey is,
of course, full of cunning transformations and subterfuge. Odysseus himself has any number
of identities: military leader, migrant, poet, pirate, fugitive, thief. The Odyssey is a poem that
concerns adaptability in adverse and ever-shifting circumstances. As the American essayist
Guy Davenport once remarked, if the /liad is a poem about force, then the Odyssey is a poem
about the mind’s triumph over force.

Odysseus and the Bathers is an exhibition in motion. At its heart are moving badies, which
lean and twist and flail. Chan calls these particular fabric figures “Bathers”, and they belong
to a larger body of work, titled “Breathers”, which he embarked upon in 2014, first exhibiting
them two years later. The process took some time to refine, with the very first one requiring
dozens of prototypes. These are, Chan says, breathing artworks. Each is fashioned from a
ripstop nylon shell attached to modified electrical fans. Developed by way of drawing, pattern-
making and tailoring, the design of their internal architecture creates different varieties and
shades of movement.
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xpovia petd. H bladikaoia xpetdotnke KANolo xpovikd 6Laotna yia va QTdoet otnv nio EKAENTUOPEVN
NG Hop@N, e To Npw1o €pyo va anattel dekadeg nponAdopata. Onwg Aéet o Chan, npdkeltal yia
€pya xvng nou avanvéouv. To kaBe €va anoteAeital and éva kEAuPog and avBektkd vailov 1o
onolo €xel NPOCUPHUOOTEl OE TPOMOMOINKEVOUG NAEKTPIKOUG AVEHIOTNPEG. T1a v uhonoinon toug
ouvOUdoTNKav 0 0XedIAOHOG KAl N KATAOKEUN KAAOUMIWV HE T panTikn, Ue atoxo va dnpioupynBolv
dlapopetika idn kat anoxpwaoelg kivnang.

Ot «Breathers» poipadovrat kotvd DNA pie exelveg 11g éEaAeg opPEG Mou Bpiokovial eyKaTeTTNUEVES
€W anod avtinpoowneleg PETAXEIPIOPEVWV QUTOKIVATWY Kal Bevdivadika oe 6An tn Bopeia Apepikn.
H enionun ovopaata toug eival «Sky Dancers», (Xopeutég Tou oupavoU) av Kal JEPIKES POPEG EXOUV
v napepeatkn ovopacia « Whiplash Men» (AvBpwnot-Maatiyia). AUTEG 0L UNEPKIVNTIKES PLYOUPES
elval KaTaoKeUES priaypéveg yia va tpafolv v npoaoxn, anacpwoikol pdpot nou aviaywvidovial
pe €naBAo to BAEPpA Twv 08NYWV Kal Twv NEPACTIKWY, EVW € OPIOPEVEG MOAELG EXOUV ANAYOPEUTEL,
WG ontikh unoPaduion tou nepiBdiloviog.

Ye avtiBeon pe OAn auth Tn oNaopWOIKN EVEPYELD, OL KIVATEIG TWV apxIkwy «Breathers» e€énepnav
pia vwBpn, oxedov acBuatikn aioBnon, akpofatwviag Petal eEaviAnong Kal katdppeuang. Av ol
unepdpaatiplot «Sky Dancers» eival uné tnv enApela dleyeptikwy, ot «Breathers» €xouv ndpet
npeplotikd. O npwtog an’ autols kapgnouptade teunéAika otn péon. O Chan bivel yeubwvupa og 6Aeg
QUTEG TIG PLyoUpeC 6oo TG GOUAEUEL Kal N GUYKEKPIUEVN €ylve Yvwaoth wg Bender. MapoAo nou htav
oxedlaoéveg va Kivouvial, ATav apeionyes 600 apopd Tov 0KoMo, dpvoUPEVES VA UNOKUYOUV 0TnvV
Kivnon n kata@elyovtag otnv apéows anapaitntn. LUPPETEXoVIag o€ eva ndvek v {dla nepinou
enoxn nou doUAeue 1o Bender, o Chan oxoAiace: «[iotelw 6t €va €pyo eival kaAutepo otav dev
douheUel kaBoAou. Baupddw ta €pya nou eival cuvexwg o anepyla, dnoto Ki av efval 10 aPeVIKG».

01 Kivhoelg twv «Breathers» dnpioupyouvtal and Buhakeg avatapd€ewv kat Ba pnopoloape va
noUpe 6T NpOKeltal yia eryoUpeg nou otpoPiAidovial. Mapdho nou dev diabBétouv Qwvn, anéxouv
noAU and tn owwnn. Otav Pplokovial eykateompéveg o€ ykalepl elval napoucieq aKoUOTEG
nou Bpoaidouv kat mAatayiouv oav navid mAoiwyv otov dvepo. Ané pia dnoyn npoo@épouv pia
performance, ald dev undpxel {wvtavog performer. O Chan Bewpel dut autd ta kivnukd yAuntd
Aettoupyolv WG KIvoUpEVES €KOVEG, aAA oxnpatonolnpéveg oe tpelg dlaotdoelg. Auth elval n
évvola und v onofa Asitoupyolv w¢ €6060G Kivduvou, wg évag tponog va Eeyehdoelg th poipa:
LUpgwva tov Chan, ot «Breathers» kat ol andyovoi toug, ot «Bathers» tou npdopepav €vav tpdno va
unepPel ta €pya 0Bovng, pe ta onola €yive yvwotdg otig apxeg g dekaetiag tou 2000. Ta €pya autd

The “Breathers” share some DNA with those frenetic figures installed outside of used-car
dealerships and gas stations across North America. Officially dubbed “Sky Dancers”, they
are more evocatively sometimes known as “Whiplash Men”. These hyperactive figures are
attention-getting devices; spasmodic beacons, vying for the attention of drivers and passers-
by, they have been banned from certain cities, designated visual blight.

By contrast to all this whiplash energy, Chan's early “Breathers” felt sluggish, possibly
asthmatic. They balance unsteadily on the brink of exhaustion and collapse. If the endlessly
energetic “Sky Dancers” are on uppers, the “Breathers” are on downers. The very first of them
slumped lethargically at the waist. Chan nicknames all of these figures while he is working on
them, and this one became known as Bender. Designed to move, they were ambivalent about
their task, refusing not to, or doing the bare minimum. Participating in a panel discussion
around the time he was working on Bender, Chan remarked: ‘I believe a work is best when
it does not work at all. I admire the kind of work that is always on strike, whoever the boss
happens to be.”

The movements of the “Breathers” are created from pockets of turbulence, and they could be
said to be turbulent figures. Although they are voiceless, they are far from silent. Installed in
galleries, they are an audible presence, rustling and flapping like sails in the wind. They offer a
mode of performance, but do so without the use of living performers. In fact, Chan sees these
kinetic sculptures as acting more like moving images, but rendered in three dimensions. This
is the sense in which they function like an escape hatch, a way of cheating fate: for Chan, the
“Breathers” and their descendants, the “Bathers”, offered a way for him to move beyond the
screen-based works he first became known for in the early 2000s. They are a way of splicing
kinetic and aural rhythms, of moving beyond the frame, of remaining ever-turning. (The title
“Breathers” reminds me of a characteristically gnomic line from Marcel Duchamp, who once
referred to himself not as an artist, but as simply a respirateur, a breather, saying: “I like
breathing better than working. Each breath is a work which is neither visual nor cerebral. It's
a kind of constant euphoria.”)

Movement has been important to Chan since he first began to make animated projected
works almost two decades ago. In an essay published in the journal October in 2016, titled
Second Nature, he notes that: “How a composition manifests different qualities of movement
is crucial to me, whatever the medium or form.” In a less obvious way, this tendency was
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elval évag tpdnog va aUyKoAGELG ToUG KIVNTIKoUG HE TOUG aKouatikoug puBpoulg, va uneppeig to
nAaiolo, va peivelg yia navia und neptdivnon. (0 tithog «Breathers» pou Bupiel pia xapaktnpiotikd
ano@Beypatkn diatunwan tou Marcel Duchamp, nou kanote avagépBnke oTov £aUT6 TOU OXI WG
KaAATExvn, ald anAwg wg respirateur, nvéovia, Aéyoviag: «Mou apéael neploodTePo va avanvew
napd va doukelw. KdBe avdoa eival éva €pyo to onoio dev elval 0Ute eKAOTIKO 0UTE EYKEPAAIKO.
Eivat éva €ibog biapkoug eupopiagy.)

H kivnon éxel nai€el onpavtkd pdho yia tov Chan and tdte nou Eekivnoe va kataokeuddlel €pya
KIvoUpevwy npoPoAwv nptv ano oxedov dUo dekaetie. Le éva GOKIPIO ToU Nou ONpoaleUBNKe 0To
akadnuaiko neptodikd October 10 2016 pe titho Second Nature, onpeiwvel: «Exel ueydAn onyacia
yia péva o 1ponog pe tov onoio pia olvBean ekdnAwvel Hla@opeTKG XaPAKINPLOTIKG TG Kivnang,
énoto Kt av eival 10 Yéoov h n eoppa». Me €vav Aiydtepo npogavn tpéno, auth n tdon Kateixe
kal{plo poAo ato project tou Chan 1o 2007, 10 Waiting for Godot in New Orleans (llepiuévovrag tov
kovid atn Néa OpAedvn). YhonoinBnke péaa otov 6AeBpo nou €pepe o tugwvag Katpivas o Chan
npaygatonoinoe pia ogipd anoé unaiBpieg performance PBaciopéves oto Beatpikd €pyo tou Samuel
Beckett pe 1o Classical Theatre of Harlem. E€ioou onpavtikd yi' autég g dnpooleg Napaotacelg
unnpée 1o yeyovog 6t o Chan népace toug apéows nponyoUpevous oktw pnveg otn Néa OpAedvn,
dl6dokoviag Kal opyavawvoviag epyaotipla. Eixe tv ehnidba 6t 1o ouykekplpévo project Ba
dnploupyoUoE «pla 1KOva TEXVNG WG Hopen AoyIkNg». Le ekelvn T dladikaaia €naife kevipikd poho
n «1d€a g dnyloupyiag ptag noAupwviag KIVAGEWV».

E6w Kat apketd xpovia, o Chan éxel avaAdPet pia dadikaacia moAutporikng autodidaokaliag otnv
apxaia eMnvikn ethooopia kat noinon. Onwg éxel napatnpnoel, and tov HpdkAeito Kat petd, noMoi
khaalkol piAdaopol diékpivav pia oxéon avaueoa otn {wn, I ouveidnon kat v kivnan. H npwn
onpavukn napousiaon twv «Breathers» tou Chan otn Néa Yopkn 1o 2017, eixe tov titho Rhi Anima,
pta avagopd ato De Anima (Mepi Wuxng, nepinou 350 n.X.) 1ou Aplototén, ato onoio avagépetal,
«H yvwaon eivat yi' autd 1o onoio Kiveltal ané autd 1o onoio KIveital».

210 Mouaeio Kukhabikng Téxvng, kanolol and toug «Bathers» éxouv tithoug mou napanépnouv
o€ €Ne06dIa Kal xapaktnpeg g 080aoelag, aANG UNAPXOUV Kal HEPIKEG OKOMIPEG NOPEKKAIDELG.
H oUCuyog tou Obuacéa MMnvehdnn amoktdel nAnBuvtikd xapaktipa, kaBwg datunwvetal wg
Polypelope. 0 veapdg yiog tou 06ucaga, o TnAépaxog, yivetal Hikpdtepog: Teenyelemachus. Mia
TpLada €pywv nou KpatioUvtal and ta xépta, Bupidovtag tov Xopad (1909) tou Matisse, pépet Tov
unoutho Suitors as fugees as suitors. Ano tn pia NAEUPa, NPOKELTAL YLa [id avaopd aTny eVapKINpLd

also critical to Chan's 2007 project, Waiting for Godot in New Orleans. Developed amidst the
devastation wrought by Hurricane Katrina, Chan developed a series of open-air performances
of Samuel Beckett's play, by the Classical Theatre of Harlem. Of equal importance to these
public stagings were the preceding eight months that Chan spent in New Orleans, teaching
and organising workshops. This project created, he hoped, “an image of art as a form of
reason”. Central to this process was “the idea of creating a polyphony of movement”.

For several years, Chan has been undergoing a process of polytropic self-education in
ancient Greek philosophy and poetry. As he has noted, from Heraclitus on, many classical
philosophers discerned a relationship between life, consciousness and movement. The first
significant showing of Chan'’s “Breathers”, in New York in 2017, was titled Rhi Anima, a nod to
De Anima (The Spirit, c.350BCE) by Aristotle, in which he writes, “Knowledge is for that which
moves by that which moves.”

At the Museum of Cycladic Art, some of the “Bathers” have titles that nod to episodes and
characters in the Odyssey, but there are some telling tweaks. Odysseus's wife Penelope
becomes plural, rendered instead as Polypelope. Odysseus's young son, Telemachus,
becomes smaller: Teenyelemachus. A trio of works that hold hands, d (@ Matisse’s Dance
(1909), is subtitled Suitors as fugees as suitors. This alludes, in part, to the Odyssey's opening
book, in which arrogant suitors have overrun the home of Penelope and her absent husbhand.
The slang word “fugees” is a nod to refugees and migrants. It became widely known in the
mid-1990s, by way of the trio, the Fugees, who took their name from a derogatory term for
Haitian-Americans. The use of the word here speaks from Chan’s desire to bring 21st century
crises to bear onto the art-historical figure of the bather.

Artists have explored the motif of the bather for centuries. During the Renaissance, in the
works of, for example, Titian or Michelangelo, bathers were typically placed in bucolic scenes
drawn from myth. In the late 19th century, the motif emerged again, a connective tissue
between tradition and the emergent avant-garde. Rather than depictions of nymphs and
goddesses, these were casual scenes of everyday life, unromanticized and unposed. Degas’
paintings of the 1870s, for example, are full of young women at their toilette, while Seurat
could be found painting bathers on the banks of the Seine. Cézanne also took up the motif
around this time, depicting groups by forested lakesides. Rather than using classical literary
sources, these mostly anonymous figures are decidedly unheroic, like the unmuscled youth in
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paywbdia tng 08Uaaeiag, dnou ot ahalbveg PVnoTNPEG €xouv KatakAUoel v katotkia tng MnveAanng
Kat tou andvtog au{Uyou tng. Opwg, o dpag g apykd «fugees» eival pla aképa avagopd otoug
NPOOPUYEC Kal Toug petavaotes. Eyive eupUtepa yvwaotdg ota péoa tou 19ou atwva, and 1o tpio
Fugees, nou nnpe 10 Gvopd ToU anod €vav UnoTUNTIKG 0po Yid ToUg APEPIKAVOUG PE Kataywyn ano
v Aith. H xpnon tg AéEng edw exppadel tnv entBupia tou Chan va oxetioel g kploeig tou 21ou
alwVa e tnv KAAMTEXVIKA-10TOPIKA HOp@N TOU AOUGHEVOU.

MoMhol kaAAtéxveg €xouv e€epeuviact 1o Bepatikd avikelevo ToU AoUGHEVOU avd TOUG QIWVEC.
Katd v Avayévvnon, ota €pya, yia napadetyua, tou Titian 1 tou Michelangelo, ot Aoudpevol
aneikovidovtat ouvnBwg oe BouKoNIKEG OKNVEG e Mpogheuan Tov YUBo. Ita €An tou 190u alwva, 10
B¢pa epgavioke §avd, wg évag ouvektkdg 10Tdg avapeaa otnv napadoon kat v avadudpevn t0te
avant-garde. Avtl yla anelkovioelg U@y kat BnAukwy Beotntwy, Napouclaotnkay TUXaieg OKNVES
g kaBnpepvotntag, anaraypéves and popaviopd kat e€edninpéveg ndes. Ot nivakeg tou Degas
kata i dekaetia tou 1870, yia napddetyua, eivat yepdrol and veapég yuvaikes v wpad tng ToUaA£Tag
T0UG, evw otov Seurat dpeoce va {wypagiel Aoudpevoug otig 0xBeg tou Inkoudva. O Cezanne
eniong aoxoAnBnke nepinou v (6la enoxn Pe T0 OUYKEKPIUEVO aVTIKE(IEVO, anelkovidoviag odadeg
Aoudpevwv oe daowpéves 6xBeg Aigvav. Avti va xpnalponotolv nnyEg and v KAAoIKN ypappateia,
auTéG ot wg enf 10 NAe{oTov avAWVUPEG PLYOUPEG XUV KATL XOPAKTINPIOTIKG avTl-NPpwIKG, Onwg o
Andaapkog veapdg atov Aoudpevo (The Bather) (nepinou 1885). Otav 1o peydAng kAipakag €pyo
tou Cezanne MeydAeg Noudpeves (Les Grandes Baugneuses) (nepinou 1894-1905), ektéBnke yia
npwtn @opd 1o 1907, ékave peyain eviinwon atov Matisse kal tov Picasso. Mepinou pia dekaetia
apyotepa, 0tav oTPAPNKAV anod Tov KUBLoPG otov KAAoIKIopd, aoxoAnBnkav kat ot 6Uo pe 1o Bepatikd
QVTIKElEVO TOU AOUGHEVOU.

Mepioadtepa and 100 xpdvia petd, o Chan katamdvetat €avd pe autd 1o navdpxawo Béua,
enave€onAidovtdg o yia autdv nou o {61og anokaAel «{opepd» alwva Pag. Ta oknvIKA edw Oev eival
oUTe pnavia, oUTe apxovtikeg Aipveg, ald n napalia. Le éva and ta poviéAa Tou and yepiopévo Ugaoia,
éva (euydpl kpatdel Netogta kat oavia napahiag. AMoU undpxouv NeToeteg o€ {wnpd xpwiata. Autol
ol «Bathers» ev eivat oUte 1aflb1wTES TG XWpag Tou €noug oute Beie napouoies, aMd ekdpopeig
€rolpol yia v napahia. AXPNpES Kal ONKTIKES, QUTEG Ol OKNVEG NEPIEXOUV KI GAAEG NApOUG(eG: TIg
unovooUpEeveG PopPEG Twv petavactwyv. AimAa oto tpio twv «Bathers» undpxel anAwpévn pia
aonpévia 1ooBeppikn KouPépta yia npwteg fonBeleg. To tpadpa kapadokel, ndvia kanou kovid. Autd
1a €pya neptéxouy €va nAnBog and eyydtnteg: EyyUtnta otnv kpion, eyyUtnta npog toug aAoug, npog
T0UG aUTOOXE610UG KatauAiopoUg, npog ta Kopuid nou Eefpadovtal oug aktég g Meaoyeiou.

The Bather (c.1885). When Cézanne's large-scale late work, Les Grandes Baigneuses (c.1894—
1905), was exhibited in 1907, it made a singular impression on Matisse and Picasso. A decade
or so later, as they turned from cubism to classicism, both took up the theme.

More than 100 years later, Chan takes up this age-old motif again, retooling it for what he
describes as our dismal century. The setting is neither bathrooms nor genteel lakes, but the
beach. In one of the stuffed fabric models, a duo hold a towel and a daybag. Elsewhere there
are cheerily painted towels. These “Bathers” are neither epic travellers nor divine presences,
but beach-ready daytrippers. Pointed and poignant, these scenes also contain other presences:
the implied figures of migrants. Next to one trio of “Bathers” lies a silver emergency blanket.
Trauma is never far away. These works concern varieties of proximity — proximity to crisis, to
others, to makeshift camps, to bodies being washed up on Mediterranean shores.

Odysseus and the Bathers is punctuated by unstretched canvases, each hanging on a
wallmounted rack, like beach towels drying in hotel bathrooms. The works are Matisse-
like approximations in blues and pinks and yellows, painted in bright off-the-shelf colours.
One shows a purple-hooded figure, head hung low, the hard-to-parse pose (mournful or
fodeboding?) in which these “Bathers” are often depicted. Another, titled Towel (Breaker in
Yellow and Green) (2018), looks like a ghost on the shore line. The figures in these works all
derive from the patterns that Chan uses to make the “Bathers”. Crucially, none of the forms or
colours averlap, touch or integrate (“Just like America”, as Chan notes).

In the showcases of the Museum of Cycladic Art, which usually house ancient artefacts, are
a sequence of models. Six of these are titled Model Arguments, compositions of shoes and
cords, that have the DIY feel of homespun circuitboards. Chan began to make these before
turning to the “Breathers”, and they are perhaps another way, an earlier strategy, of implying
the movement with or behind images, without resorting to actually producing moving
images. He calls the process of making these Model Arguments, “Composing a network of
electrification.” Note that one of these elusive works is subtitled Athena, Zeus's daughter,
who is herself continually in disguise. Indeed, Athena’s mother, Metis, is the personification of
Odysseus's defining quality — metis, meaning “skill”, “scheming” or “purpose”.

Finally, the concluding figure in the exhibition is the protagonist of the Odyssey, or a version of
him, in reduced form. Titled Poordysseus, this final “Bather” is trapped, even entombed, moving



PAUL CHAN ODYSSEUS AND THE BATHERS

H ¢xkBeon Odysseus and the Bathers diaotietal and pia oeipd ateldplotoug kapPadeg nou o
KaBévag toug Kpéepetal anod pia pdya otov Ttoixo, 6NWE ol NETOETEG 0Ta pnavia Twv Eevodoxeiwy.
Ta €pya endvw ToUG €ival Npooeyyioelg oto UPog Tou Matisse oe anoxpwaoelg tou yaAddiou, Tou
pod Kal Tou Kitpivou, {wypaplopéva e XPWHATa YEVIKNG XPNONG O EVIOVEG anoxpwoels. Eva an’
auta anelkovidel pia gryoUpa pe Pof KOUKOUAD Kat T0 KEPAAL oKUppEVO o€ pia duoegixviaotn atdon
(Bpnvei 1 npootwvidet;), atnv onoia eppavidovtat ouxvd autol ot «Bathers». Eva dMo, pe titho Towel
(Breaker in Yellow and Green) (2018), pépvet ato vou @aviacpa otnv akth. Ot glyoUpeg o€ autd ta
¢pya nnyddouv and ta kaAoUnia ta onoia xpnatyonotei o Chan yia va pudtel toug «Bathers». Katd
Kaiplo Tpono, ot HoPQES N Ta Xpwpata 6ev aAnAoenikaAuntovtal, dev ayyidovat oUte pnepdelovial
petau toug o€ Kapia nepintwon («0nwg akpiBwg atnv AUeptkny, onpetwvel o Chan).

Iug npoBrkeg tou Mouageiou KukAadikng Téxvng, ot onoleq ouvnBwg ¢loevolv apxaia
Texvoupynpata, undpxel akdpn pia oelpd and poviéha. EE and autd gépouv tov titha Model
Arguments Kkat eival ouvB¢aeig nou anoteholval and nanoutola Kat KaAwola, Kal anonvéouy v
DIY a{oBnon nAektpovikwy KUKAwpATwY griaypdévwy ato onitl. 0 Chan Eekivnoe va ta kataokeuddel
npotoU atpael atoug «Breathers» kat (owg npoketat yia évav GAAo Tpono, Pia Npotepn aTpatnyIkn,
va unavixBel v kivnon ge n niow ano ug elKOves, xwpig va Katauyel otV TUMNIKA Napaywyn
KivoUpevwy elkovwy. AnokaAel n dladikaoia kataokeung autwv twv Model Arguments, «aUvBean
evog Oiktlou e€nektplopol». Inpelwote O €va and autd ta «anatnAd» €pya GEPEL Tov UndTTho
ABnvd, kal avagépetal atnv kopn tou Afa, n onofa undpxel und diapkn petappieon. Mpdypaty, n
pntépa tng ABnvag, n Mitig, elval n npocwnonolnon Tou KUpLoU xapaktnplotikoU tou 0duoaéa — n
AEEN pATIC PEPEL TIG OUVONAWOEIG TNG «IKAVOTNTAG, TNG «OUVOHWTIKATNTAG» N TNG «EMBIwENGg».

TéNog, n KataAnKTkn @lyoUpa oe auth v ékBeon eival o npwtaywviog g 0duaoelag, n €0tw
pia exkdoxn tou, oe unofabBuiopévn popen. Me titho Poorodysseus, autog o Uotatog «Bather»
Kiveitat aBopuPa, naylbeupévog - eviaglacuévog iowg - oe pia Pupiva e EuAvo nAaioto. KaBuwg
dev Bploketal oUte ato vnol g KaAuwwg oute niow otnv natpida tou pe v Mnveldnn (n akéua
Kkal tnv Polyelope), npoteivel évav apgionpo eniloyo. Xuopévog {wvtavag, €vag npwag dixwg ixvog
NPWIOKOU, Jag GEpVel ato TEAOG piag nounng and «Bathers» - okiég, otoixeld, pavidoyara. Motog
elvat o 06uoagag, edw; Kat notot eivat ot Aoudpevor; Autol edw dev eival kahd-kaAd dvBpwnot, eival
€IKOVEG GO0 Kal PLyoUpES, Nou TIg Kivel n pnxavikn avpa.

Sam Thorne
AeuBuvtng Nottingham Contemporary

quietly in a wooden vitrine. Neither on Calypso’s island nor back at home with Penelope (or
even Polyelope), this is an ambivalent coda. Walled-in, an unheroic hero, he comes at the end
of a procession of “Bathers” — wraiths, spectres, phanstasms. Who is Odysseus, here? And
who are the bathers? These are barely-there people, images as much as figures, moving in
the mechanical breeze.

Sam Thorne
Director of Nottingham Contemporary



0 Paul Chan (yev. ato Xovyk Kovyk 10 1973) eival évag kaAitéxvng pe €6pa otn Néa Yopkn. To 2014
upnBnke pe to BpaPeio Hugo Boss, éva BpaBeio nou anovépetal kdBe dUo xpdvia ae KaAAITEXveEG nou
€X0UV NPAYHATONOINGEL Jila 0papatikh auvelopopd atn alyxpovn texvn. Mia avadpopikn €kBean pe tov
titho Selected Works opyavawBnke and to (6pupa Schaulager otn Baoieia g EABetiag (11 Anpihiou
€wg 19 OktwPpiou 2014). To €pyo Tou €xel napoualaotel euputata og NoAEG dieBveig exBéaeig, avapead
toug ol Plato in LA, The Getty Villa (Aog AvieAeg, 2018), Documenta 13 (Kdae), 2012), Before The Law
(Ludwig Museum, Kohovia, 2011-12), Making Worlds, 53rd Venice Biennale (Bevetia, 2009), Medium
Religion (ZKM, KapoApoun, 2008), Traces du sacré (Centre Pompidou, Mapiat, 2008), 16th Biennale
of Sydney (Zibvei, 2008), 10th International Istanbul Biennial (KwvotavtivounoAn, 2007) kat Whitney
Biennial (Whitney Museum of Art, Néa Ydpkn, 2006). Lug atopikeg exBeoelg tou nepihapBdvovtal
ot My Laws are My Whores (The Renaissance Society and the University of Chicago, Zikayo, 2009),
Paul Chan: Three Easy Pieces (Carpenter Center for the Visual Arts, Harvard University, Kéunputg,
2008), Paul Chan: The 7 Lights (Serpentine Gallery kat New Museum, Aovbivo, 2007-2008). To 2002,
o Chan ouppeteixe otnv npwtoBoulia Voices in the Widlerness, pia apepikavikn opada apwyng nou
avitdxBnke otig Kupwaelg twv HITA kat tv opoanovoiakn vopoBeaia, bouleloviag ot Bayddatn npiv
NV apepIkavikn eloPfoAn kat katoxn. To 2004 unnke ato otdxaotpo g actuvopiag yia tov The People’s
Guide to the Republican National Convention, évav dwpedv xdptn nou diavepnBnke ae 6An i Néa
Yopkn yia va fonBnaoel Toug SiabnAwTES va pnouv Kat va Byouv otov xwpo onou auvedpiade n eBvikn
enttponn tou PenoupnAikavikoU Koppartog. To 2007 o Chan ouvepydotnke e 1o Classical Theatre of
Harlem kat v Creative Time yia va 6npioupynaet pia unaiBpia napousiaon ouykekpipévng Béang tou
épyou tou Samuel Becket, [Tepiuévoviag tov lkovid atn Néa OpAedvn. Aokipia kat ouvevieUgelg tou
Chan éxouv dnpooteuBei ota neplodikd Artforum, frieze, Flash Art, October, Tate etc, Parkett, Texte Zur
Kunst, Bomb k.a. To 2010 o Chan ibpuae tov ave€aptnto ekbotikd oiko Badlands Unlimited.

0 Sam Thorne cival 6leuBuvtng tou pouaeiou XUyxpovng Téxvng tou Notyxap - Nottingham
Contemporary. Ané 10 2014 éwg 10 2016 bietéAeae kaMtexvikdg dleuBuvtng tng Tate St Ives, evid
nponyoupevwg, unnp€e BonBag apxiouvidktn ato neplodikd frieze, nou onpepa eivat ouvepydng. To
2013 i6puae ato Aovbivo 1o Open School East, éva eknaibeutikd npdypappa eAeUBepNG OUHPETOXNAG,
To BiPAio tou School, ek66Bnke and tov oiko Sternberg Press 1o 2017. 0 Thorne unnp€e enipeAntng
Kat ouvenipeAng noMwv ekBéoewv 0nwg ot As Above, So Below (Irish Museum of Modern Art,
AouBAivo, 2017), That Continuous Thing (Tate St Ives, 2017) kat From Ear to Ear to Eye (Nottingham
Contemporary, 2017-18). Exel opyavwael atopikeg ekBEaeLg KaMtexvwy, oupnepiAapBavopévawy twv
Marguerite Humeau, Lara Favaretto kat Wu Tsang. O Thorne eivat eniupog epeuvnting tou Tunpatog
lotopiag g Téxvng tou Maveniotnpiou tou Notuyxap Kat éxel undp€el entokénmng 61daokwy tou
Baathikou KoMeyiou Kahwv Texvaov ato Aovbivo, 6nou anpepa givat nomntng didaktopikwy dlatpiBwv.

Paul Chan (born Hong Kong 1973) is an artist who lives in New York. He is the winner of the Hugo
Boss Prize in 2014, a biennial award honouring artists who have made a visionary contribution to
contemporary art. A survey entitled Selected Works was mounted by Schaulager in Basel, Switzerland
(April 11-October 19, 2014). His work has been exhibited widely in many international shows including:
Plato in LA, the Getty Villa, Los Angeles, 2018; Documenta 13, Kassel, 2012; Before The Law, Ludwig
Museum, Cologne, 2011-12; Making Worlds, 53rd Venice Biennale, Venice, 2009; Medium Religion,
ZKM, Karlsruhe, 2008; Traces du sacré, Centre Pompidou, Paris, 2008; 16th Biennale of Sydney,
Sydney, 2008; 10th International Istanbul Biennial, Istanbul, 2007; and the Whitney Biennial, Whitney
Museum of Art, New York, 2006. Solo exhibitions include: My Laws are My Whores, The Renaissance
Society and the University of Chicago, Chicago, 2009; Paul Chan: Three Easy Pieces, Carpenter Center
for the Visual Arts, Harvard University, Cambridge, 2008; Paul Chan: The 7 Lights, Serpentine Gallery,
London and New Museum, New 2007-2008. In 2002, Chan was a part of Voices in the Wilderness, an
American aid group that broke U.S. sanctions and federal law by working in Baghdad before the U.S.
invasion and occupation. In 2004 he garnered police attention for The People’s Guide to the Republican
National Convention, a free map distributed throughout New York to help protesters to get in or out
of the way of the RNC. In 2007, Chan collaborated with the Classical Theatre of Harlem and Creative
Time to produce a site-specific outdoor presentation of Samuel Beckett's play, Waiting for Godot in
New Orleans. Chan's essays and interviews have appeared in Artforum, frieze, Flash Art, October, Tate
etc, Parkett, Texte Zur Kunst, Bomb, and other magazines and journals. Chan founded the independent
press Badlands Unlimited in 2010.

Sam Thorne is the director of Nottingham Contemporary. From 2014-16, he was artistic director
of Tate St Ives; prior to that, he was associate editor at frieze magazine, where he is currently a
contributing editor. In 2013, he co-founded Open School East, a free-to-attend study programme in
London; his book, School, was published by Sternberg Press in 2017. Thorne has curated and co-
curated a number of exhibitions, including: As Above, So Below (2017), Irish Museum of Modern Art,
Dublin; That Continuous Thing (2017), Tate St Ives; and From Ear to Ear to Eye (2017-18), Nottingham
Contemporary. He has organized solo exhibitions with artists including Marguerite Humeau, Lara
Favaretto and Wu Tsang. Thorne is an Honorary Research Fellow in the Department of History of Art
at the University of Nottingham, and has been a visiting tutor at the Royal College of Art in London,
where is currently a PhD supervisor.
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Empelela: Sam Thorne

Paul Chan studio: Nickolas Calabrese, Yayi Perez

Badlands Unlimited: Parker Bruce, Micaela Durant

Project Management: Eipnvn KaAyd

Project Assistant: Egn Zupiyou

Apxitéktovag: ®dvng Kagavidpng

Oudada NEON: AAknatig Anpdkn, MaABiva Aghnyidvvn, Eiprivn Kiaxtonn,
Nauoika NManadonouou, Aptepic Ltagatuddn

Metappdoeig: AAEENG KahopwAidg

Opdda Evnpépwong: Ndvvng ApakénouAag, Ltapding Euyevikag, Lregavia MnplagoUin
Ixeblaopdg: SCHEMA - Ahpntpa Xpovd

0 Opyaviapdg MoAitiopou kat Avantugng NEON 15pUBnke to 2013 and tov oUMEKTN Kat enixelpnpatia
Anpntpn AaokaAénoulo Kal anookonel 0to va QEPEL T0 EUPU KOO OE NAQN HE TOV GUYXPOVO
noAtiopd, avadeikvuovtag tn Suvatdtnta g KAAMTEXVIKAG ONuloupyiag va apunvioel, va GUYKIVAGEL,
va napakivnoel. Zuyxpovwe, eniblwkel va oupfdiel otnv eupUtepn npoondbela avafdbuiong g
ndAng Kat tng kaBnpeptvotnTag Tou noAitn.

0 NEON 6ev neplopicetal og €va pévov xwpo. Edpa tou eival oAdkAnpn n ndAn, 10 eupUtepo aoTiko
nepiBarhov. Eivat évag {wvtavog kat evepydg 0UVOHIANTAG e TNV Kolvwvid, T1oug BeapoUs Kat To Kowve.
Méow tng TéxvNg Kat Twv oUyxpovwy 16ewv, o NEON BéAel va Kevipioel TG aToPIKEG OUVEIONTELS Kal
TaUTOXPOVa VA XPNOIUEUOEL WG €va 6xnpa ouloyikng cuveldnang. O NEON emibicokel va avadei€el
0V NoATopo we Bactkd poxAd npoddou Kat avantugng.
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Curator: Sam Thorne

Paul Chan studio: Nickolas Calabrese, Yayi Perez

Badlands Unlimited: Parker Bruce, Micaela Durant

Project Management: Irene Kalliga

Project Assistant: Efi Syrigou

Architect: Fanis Kafantaris

NEON Team: Alkistis Dimaki, Malvina Deligianni, Irini Kiahtypi,
Nafsika Papadopoulou, Artemis Stamatiadi

Translations: Alexis Kalofolias

Info Point: Stefania Briasouli, Yiannis Drakopoulos, Stamatis Evgenikos
Design: SCHEMA - Dimitra Chrona

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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Aeut - Tet—Map — ZaB | 10.00-17.00
Mep | 10:00 — 20:00, Kup | 11:00-17:00
Tot | KAetotd

0 NEON euxaptotei 1o Ynoupyeio MoAitiopol

Kkat ABAntiopoU kat v MpeaPeia v H.M.A. atnv ABrva.

Me tn uvepyaaia g Mpeafeiag v H.M.A.atv ABava.
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!! TEXNHZ ART
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OPENING HOURS
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Thu | 10:00 — 20:00, Sun | 11:00-17:00
Tue | Closed
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