Ground floor

Floor Meditations |, 2026

Graphite on 640 gsm hot press cotton rag watercolor paper ;
pine wood, eucalyptus plywood, emulsion paint 50 x 50 cm
(dimensions of drawing)

Floor Meditations Il, 2026

Graphite on 640 gsm hot press cotton rag watercolor paper ;
pine wood, eucalyptus plywood, emulsion paint 50 x 50 cm
(dimensions of drawing)

Floor Meditations IIl, 2026

Graphite on 640 gsm hot press cotton rag watercolor paper ;

pine wood, eucalyptus plywood, emulsion paint 50 x 50 cm
(dimensions of drawing)

Floor Meditations IV, 2026

Graphite on 640 gsm hot press cotton rag watercolor paper ;

pine wood, eucalyptus plywood, emulsion paint 50 x 50 cm
(dimensions of drawing)

Reverberations, 2026

Graphite on wall

Mezzanine

Debris VII, 2026 6

Monotype with floor debris and water-based ink on 245
gsm semi-smooth cotton rag paper ; pine wood, eucalyptus
plywood, emulsion paint 50 x 50 cm (dimensions of print)

Debris V, 2026 7

Monotype with floor debris and water-based ink on 270
gsm Bristol smooth paper ; pine wood, eucalyptus plywood,
emulsion paint 50 x 50 cm (dimensions of print)

Debris XII, 2026 8

Monotype with floor debris and water-based ink on 245
gsm semi-smooth cotton rag paper ; pine wood, eucalyptus
plywood, emulsion paint 55 x 55 cm (dimensions of print)
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Aggregate Slant
Evagoras Vanezis

In May 2024, Panayiotis Michael and I removed the orange tiles from
the space and found a mosaic floor. We weren’t surprised, since
the building’s exterior base had already betrayed hidden layers of
material. What looked like restoration was, however, something
else. In thinking through what kind of (infra)structure we wanted to
become, we first needed to sense the ground beneath our feet, not
only as space but also as time.

Terrazzo began as an economical solution: a way to bring marble
residues and fragments of costly stone back to life. Cheap and quick
to lay, it binds a mass of inorganic matter together with a binding
agent such as concrete. Even in its most utilitarian form, it carries
the residue of something else — the by-product of a costlier material
given a second life, continually creating a new surface, so that no two
tiles are ever exactly alike.

In this specific locality, the terrazzo holds the trace of “home-
grown” gravel and of a time not long past, carrying its histories
with an unassuming presence. These histories point to two things
at once: a period of rapid change that brought modernisation and
commercialisation to the area, followed by its decline; and the history
of interruption that divided Nicosia and left the residential flats
on the building’s left-hand side to their first tenants, war refugees
seeking temporary shelter. Many of them are still here today.

Where the room’s rectangular geometry gives way to a diagonal slant,
a visibly different terrazzo was laid at some point, likely filling in the
trace of a removed wall. It is this line of tiles that most fascinated
Marina Kassianidou, an artist whose sustained and sustainable
practice collapses the poles of being-in-relation-to and being-in-
resistance-to into painstakingly crafted demarcations in which
attentiveness to the infinitesimal becomes a matter of positioning:
of where and how one stands. Kassianidou is an artist with whom
it makes perfect sense to ask what secrets a floor holds, and what
futures it can become.

Any infrastructure is bound to its local (hi)stories, or more precisely,
to the different temporalities of acceleration and interruption it holds
together. Oftentimes we feel compelled to audit these temporalities,
as if they might yield increasingly interesting, even profitable returns.
Thatyieldis knotted toaspeculation on the pastand future, borrowing
from both in order to structure the present. Every infrastructure,
in this sense, is already a speculative labour: a bet that what has
already been spent, built, or lost might still be made to yield a future
it cannot yet see, but must act as though it can. It is this same wager
that resonates with the way art-making is itself a form of “labour that
negates capital by out-speculating it,” as Marina Vishmidt puts it in
Speculation as a Mode of Production.

What Vishmidt means by this is worth pausing on. She works from
Adorno’s sense that art is doubled: it functions as a commodity
in the fullest sense, and yet also holds open a space of non-labour,
in which thought, selfhood, and collective life can still be worked
out speculatively, before being fixed into value. On this basis, she
identifies a shared speculative structure between art and capital,
a kind of identity between them. But she insists this identity works
against itself: to hold two things this close together is already to
strain against collapsing their difference.

Capital’s expansion is itself a speculative negation, a bet on future
value that consumes present labour in order to realise itself. Labour’s
answer, on Vishmidt’s account, is not refusal but escalation: not
a decline to place a bet, but an attempt to outrun capital’s own
rhythms. It is this excess — an overreach from within, rather than an
opposition from outside - that gives art-making its critical purchase.
Whether “infrastructure”is even the right term for what is happening
here is worth holding open. That same excess that keeps unsettling

any termmeanttofixitin place, makes “ecosystem”perhaps themore
workable frame: a field in continual flux, its presence accelerated by
resonance and interrupted by practices of smooth reproductions
of the same that mask the asymmetries of power they depend on
to keep reproducing. It is here that Kassianidou’s actions within the
space come most alive. Her “Aggregate” process is revealing of a
paradox. It takes the room’s diamond geometry as a found horizontal
and vertical axis, and the terrazzo tile at their meeting point as an
inexhaustible surface, one on which the two senses of aggregate
converge but are bigger than the sum of their parts: inorganic matter
bound by an agent, and collective gathering itself.

Floor Mediations, a series of four graphite drawings, centres on one
of the later-added tiles with their finer aggregate matter, as if already
a zoomed-out rendering of the rest. Kassianidou took this as a cue,
returning again and again to the idea of magnification, turning the
tile into a space of sustained study. The first drawing is a one-to-one
rendering of the tile’s own dimensions. The second zooms in to the
scale of the aggregate visible across the rest of the tiles in the space.
The third and fourth push further, at an exponential rate, with the
magnification accelerating with each step. All four hold to the tile’s
own dimensions (50 x 50 cm), using that format as a lens or aperture
through which to dive into the tile, to burrow inside it.

What's compelling is how this labour, in revealing an inexhaustibility,
turns the hard surface of the tile into something porous and unfixed:
a surface that keeps expanding the longer one focuses on it. The
drawings translate a photograph of the tile into accumulations
of graphite marks; the individual marks aggregate to reconstruct
the tile. Moving from the one-to-one similitude toward the
magnifications lets more imaginative, speculative decisions enter
the process of marking. “I'm hoping that the drawings capture a
movement from the more concrete/representational to the more
abstract/speculative,” she writes.

It is this move that opens onto the most fascinating space. While
the mind searches for the perfect match, the eye begins to register
that nothing, in fact, holds still. The process of marking delivers an
essential critical distance, close to the sense Vishmidt gives that term:
not a distance held apart from the work’s condition as object, but one
reached only through it, and despite it. That distance changes the
texture of what we were first trying to sense - the base beneath our
feet - and opens onto processes of world-un-making.

World-un-making is, in part, what this project sets out to do: to
unthink the world, and in that unthinking, to glimpse other possible
ways of being. It asks for a revelling in untapped energies, toward
imagining alternate infrastructures and broader conceptions of
public ecosystems, and the role of art within them. It is precisely these
notions of publicness and ecosystem that are under most sustained
attack at present since the cracks they open in the sentiment of
dominance are being smoothed over too quickly, and with renewed
vengeance. Itis also worth keeping in mind Jack Halberstam’s critique
of discourses of “world-making”: on the one hand, an urgent need to
rebuild the world; on the other, the various forms of oppression that
remain unthought under the heading of an abstract and total “world.”
“But we can’t set up a utopian goal,” as he puts it, “because that thing
to come has to be revealed through the process of unmaking.”

Kassianidou’s Reverberations, a site-specific wall drawing, takes
this up directly. The work recreates the crack in the recessed wall as
a rhythmic repetition, referencing earthquake intensity diagrams
and treating the crack as epicenter. Tremor strength decays
roughly exponentially with distance from a quake’s source, and the
drawing follows that logic: the crack is redrawn as a graphite mark
at exponentially widening intervals. “The drawn lines closer to the
crack follow its shape more closely, since I can see the crack and the
completed lines while drawing,” Kassianidou notes. “As the lines
move further away, I lose sight of the crack and of what I've already
drawn, and the marks become more abstract and freeform.”

The impulse for the work was as much optical as sonic. “While
I was in the space in December 2025, I couldn’t help but notice the
constant sound of construction going on all around. The space is
dwartfed by taller buildings on all sides, hiding, holding out, in the
middle of urban development”. What is notable is that Mitsis 5, the
very complex that houses sic., was described in much the same
terms during its own construction in the early 1970s.

It is this constant change that brings us back to the base, and to the
binding force of gravity. Kassianidou began considering the layers
of dust, dirt, and debris on the tiles. A floor collects the remnants of
what moves across it; gravity lets dirt, debris, hair, and other organic
matter gather there. Everything a floor collects is but another
order of aggregated marks, the value of which remains undecided.
“I collected debris from the floors of the space (dust, bird feathers,
bits of unidentified material, flecks of wall paint, tiny stones, hair)
along with remnants of my own making process: pencil shavings,
bits of eraser, wood shavings from cutting and drilling and sanding,
scraps of paper, cat hair mixed through all of it. I used this to make
monotype prints, letting the debris fall onto an inked gel plate, then
pressing a sheet of paper against it by hand to capture the silhouettes
of everything caught there.”

Some of the resulting images resemble cell magnifications; others
look more celestial. Kassianidou made one series from debris
gathered on the ground floor, sized to that floor’s tiles (50 < 50 cm),
and a second from debris gathered on the mezzanine, sized (o its tiles
(55 < 55 cm). What these monoprints hold moves close to a thought
Hannah Arendt develops in her essay on Walter Benjamin, where she
pays attention to Benjamin’s gift for treating what has already sunk
and dissolved not as ruin but as promise — since, in her words, “the
process of decay is at the same time a process of crystallization”:
what sinks into the past does not simply disappear, but hardens into
new, unfamiliar forms, waiting to be brought back to the surface. The
debris underfoot, like the fragments a mind recovers from a sunken
past, only wants surfacing. Not to be restored to what it was, but to be
given, in its new form, a second life stranger than the first.

SicC.
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info@siccontemporary.com
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Kari cav ABpoicua 29.07—13.08.2026 Aggregate world—un—making ®Uulo Metadppaong
Euayépag Bavélng Mapiva Kacoiavidou Sic. Contemporary Culture

Tov Mdio Tou 2024, o lNavayiwtng MixanA ki ey agaipgoaue Ta nopToKaAi NAAKAKIa and Tov xwpo Kai Berikaue &va pwoaikd 0dnedo.
Aev EagviaoTrikape, agou n e&wrepiki Bdon Tou KTipiou gixe ridnN NPodwWoel KPUUUEVA OTPWHATA UAIKOU. AUTO nou guoiade e anokaTtaoTaon
ATav Ouwe kATl dAdo. Zkentouevor 11 €idoug (uno)oour) OgAaue va yivouue, xpeidotnke npwra va aicBavBouue 1o £6a¢og kdTw and Ta nédia
Hag, 61 poévo oav xwpo aAAd kar ocav xpovo.

To pwoaiko &ekivnoe w¢ pia oikovouikn Aucon: €vag TpOMog va anokTrioouv {wr) Ta unoAgiuuara papudpou kai 1a Bpavouara akpiBwv
neTpwudTwv. PONVO kai ypriyopo otnv TonoBETnaon, 0evel &va oUvoAo avopyavnG UANG ue &va oUVOETIKO UAIKO ONweG TO OKUPOdeUa. AKOUN
KQI OTNV Mo XpnoTiKn Tou popgn, pEper To kardAoino kaT dAAou- To unonpoidv evog akpiBoTepou uAikou oTo onoio diverar pia deutepn {wr,
ONUIOUPYWVTAG CUVEXWG WIa vEQ enidveia, 1ol woTe SUO NAQKAKIA va unv givai note akpiBwg idia.

e QuTh TN CUYKEKPIUEVN TOMIKOTNTA, TO UWOAIKO KOQTd TO [XVOG «VTOMOU» XAAIKIOU Kai LIag Ol Kal TOOO UAKPIVAG eMoxAG, KouBaAwvTag Ti¢
I0TOPIEG TOU g Ui adIopaTn napoucia. AUTEG 01 I0TOPIEG NAPAnguUnouv o O0UO MpdyuaTa TaUTOXPOoVa: uid nepiodo Tayeiag aAAayrig nou epepe
OTNV MEPIOXI) TOV EKOUYXPOVIOUO Kal TNV EUNOPEULATONOINCN, akoAoubBouuegvn and TNV NAPAKUn TNG: Kai TNV iIoTopia diakonng nou Olaipece
N /\eukwoia kai dgnoe Ta OIKIOTIKAG OIQUEPIOUATA OTNV APIOTEPT NAEUPA TOU KTIPIOU OTOUG NPWTOUG EVOIKOUG TOUG, MPOCPUYEG MOAELOU MOU
avadnrouoav npoocwpIvo kataguyio. [MoAAoi and autoug Bpiokovral akoun 0w onuePa.

Ekei 6nou n opBoywvia yewuetpia Tou xwpou Oivel T Bgon TnG oe uia diaywvia KAion, TonoOeTribnke kanoia oTiyur) €va dpKeTd O1apOpPETIKO
Hwoaiko, mbavoTata akoAoubwvTag 10 ixvog evog Toixou nou agaipebnke. Eivar auti n ogipd pwoaikou nou yoriteuoe nepioodtepo 1n Mapiva
Kaooiavidou, pia kaAAITEXVIG TNG onoiag n 01apkKAG kai Bikdoiun npaKTIKI) cUUNTUCOE! TOUG NOAOUG TOU va-BpioKeoai-oe-oxE0n-1E Kal TOU va-
Bpiokeoai-oe-avrioTaon-npog o eninova SoUAeugveg oploBeTHOEIG Oriou n Npocoxr) oTo anelpoeAdyioTo yivetal rTnua TonoBgrnaong: Tou nou
Kal Tou Nw¢ oTekeTal kaveig. H Kaooiavidou eivar pia kaAAITExviIG ue Tnv onoia eivar anoAUTwe euAoyo va avapwTtnBouue TI HUCTIKA KPATd Eva
odnedo, kai og TI urnopei va petarpanei oto HeAAov.

Kd6e unodour) eival Oegvn Ue TIG TOMIKEG TNG I0TOPIES, I} AKPIBEOTEPQ, LIE TIG OIAPOPETIKEG XPOVIKOTNTEG EMTAXUVONG KAl SIAKOMAG MOU GUYKPATE!
padi. Zuyvd vickBoupe tnv avaykn va “eAey§oupe” QuTES TIG XPOVIKOTNTEG, OAV va Urnopoucav va anopepouv oAogva kai nio evolapEPOUTEG,
akoun kai enikepdeic anodooeig. Autr n anodoon eivar deugvn e pia kepdookonia navw oro napeAbov kai To pgAroy, davei{duevn kai and
Ta OUO rpokelugvou va dounoel To napdv. KaBe unodoun, ue autr Tnv €vvoia, givai idn wia KEPOOOKOMIKI €pyacia: €va oToixnua oTi QuTo nou
gxel ion Eodeurtei, xTiotei 1 xaBei unopei akoun va anodwoel &va ugAAov nou dev unopei akoun va ogl, aAAG npgnel va evepyei oav va UnopeEl.
Eivar auto 1o id1o oToixnua nou ocuvnyei ue Tov Tp0No nou n KaAAirexvikn dnuioupyia eivai n idia pia popgry «cpyaciag nou apveitral 1o kepdAaio
Eenepvavtag To oe kepdookoniax, dnwe 1o Btel n Mapiva Biouivr oto Speculation as a Mode of Production.

Aéiler va otaBoupe oe auto nou g&etaler n Biouivr. Zekivd and tnv avriAnyn tou Avrdépvo o n Téxvn eivai dinAn: Aeiroupyei wg eundépeuua
Ue TNV nANpEaTEPN £vvoia, Kal OUwWG OIATNPEI AVOIXTO EvaV XWPO UN-£PYACIAG, OTOV OMoio 1) OKEYN, N UNOKEIUEVIKOTNTA Kal ) oUAAoyIkn {wn
UnopouVv aKOUn va arnoTEAECOUV QVTIKEIUEVO KEPOOOKOMIKNG/pavTaciaknc enefepyaciag (ta duo dkpa Tng gvvoiac “speculative”), dnAadn
nporou nayiwBouv oe aia. 2tn Bdon autr, evronidel pia Koivr) KEPOOOKOMIKI OOun AQvAueoa TNV TEXVN Kal To KegdAaio, Eva €i6o¢ TauTdTNTag
avdueod Toug. Ouwg eniugvel Nwe QuTr N TQUTOTNTA AEITOUPYEl EVAVTIA OTOV €QUTO TNG: TO VA KOATA KAVEIG OUO npdyuaTa TO00 KOVTd onuaiver
non va Tevrwverai npog Tnv katdppeuon TnG 61aopds Toug.

H engkraon Tou kegpaAaiou eivar n idia pia kepdookoniKn apvnon, Eva otoixnua otn peAdovtikry aéia nou katavaAwver Tnv napouoa epyacia
npokeiugvou va npayuatwBei. H andvrnon tng epyaoiag, kard tnv avdyvworn NG Biouivt, dev eivai n dpvnon aAAd n kAiudkwon: pia npoondBeia
va &engpdoel Toug idIoug Toug pubuoUG Tou kepaAaiou, avti va apvnbei va Baer gvav Siko Tng. Eivar autn n ungpBacn —uia unepBoAn ek Twv
gow, Napd pia avriBeon ek Twv €§w— nou divel oTnv KAAAITEXVIKI) OnNUIoUpYIQ TNV KPITIKA TNG 10XU.

To av o 6pog «unodouri» eival kav 0 owoTog yia 6,1 oupPaivel edw a&iler va peiver avoixto. AkpiBwe auTry n ungpBacn Nnou ouveXwWS avaTapdooe!
KGOe Spo nou BgAel va Tnv kabnAwoel KAvel To «0IkooUoTNUA» iowG TO Mo AeITOUPYIKO nAaiolo: éva nedio og ouvexn) por, n NAPoUcia Tou
EMITayuvouEevn and ouvToviouo Kai SIaKONTOUEVN Ao NPAKTIKEG OUAAWY avanapaywywv Tou id1ou Nou cUyKaAUNTouV TIG aouuuEeTpies e§ouoiag
and 11 onoie¢ e§aptwvrar yia va cuveyiouv va avanapdyovrar. ESW akpifwe o1 evépyeieg TnG Kaooriavidou pgoa otov xwpo yivovrar nio {wvTaveg.
H diadikaoia TnG anokaAuntel éva napddoéo. MNaipvel Tn pouBoeidn yewueTpia Tou dwuaTtiou we gvav Bpebevra opilovTio kai kKdbeTo déova, kai
70 NAQKAKI OTO onpeio TourG Toug wg pia ave§avrAntn emipdveia, pia emgdvera otnv onoia ouykAivouv o1 0Uo gvvoieg TNG Aéne “aggregate” aAAd
eivar peyaAuTepeg anod 1o d6poioua Twv UEPWV TOUG: N avopyavn UAN Oeugv and gva ouv_OETIKO UAIKO, Kai N idia 1 ouAAoyikr) cuvdBpoion.

To Floor Mediations, uia ogipd tecodpwv oxediwv e poAURI, EMNIKEVTPWVETAI O€ £va Ao TA UETAYEVEOTEPA MAQKAKIA LIE TO AeNTOTEPO AOPAVEG
TOUG UAIKG, oaVv va enpokKeITo non yia Ui OUIKPUUEVN anddoon Tou undAoinou xwpou. H Kaooiavidou 1o nnpe auto wg agopur, enictpedovrag
&ava kai &avad otnv 16€a NG peygbuvong, ueTaTPENOVTAG TO MAQKAKI OE XWPO NAPATETAUEVNG HEAETNG. To NpwTOo OXEDIO gival uia anédoon Tou
nAakidiou oe KAiuaka gva npog va pe TG OIKEG Tou dlaoTdoelg. To deuTtepo ueyebuvel oTnv kKAipaka Tou adpavoug UAIKOU nou gival opaTo oTa
undAoina nAakdKia Tou xwpou. To TPITO Kal TO TETAPTO NPOXWPOUV NAPANEPQa, e eKOETIKO pubud, ue 1n peysbuvon va enitayuvetal oe kAbe
Briua. Kai ta técogpa diatnpouv 1i¢ idieg diactdoeig (30 x 30 gk.), xpnoiponoiwvrag autn TN Hopdr ws ¢ako n didgpayua ugoa and 1o ornoio
BubBicetal kaveic oTo nAakdki.

AuTO nou evrunwoladel eivai To NW¢ QuTr ) Epyacia, anokaAunTovrag kAt To aveEdvrAnTo, perarpenel n okAnpr) emgdveia oe kAT NopwdeS Kal
aoTaBeq: pia emgdveia nou cuveyidel va enekTeVETAI 000 NEPICOOTEPO EMIKEVTPWVETAI KaVeiG og auTnv. Ta oxgdia uetagppdlouv uia pwtoypadia
TOU NAQKaKIioU o€ ouoowpeUoelg onuadiwv poAuBiod, ue Ta eniugpous onuadia va abpoidovrarl yia va To avacuotrioouv. H uetdBaon and tnv
avaloyia €va npog &va npog 1i¢ ueyebuvoeig emtpgnel va eioeABouv otn d1adikaoia TnG xapaéng nio ¢pavraciakeS, KEPOOOKOMIKEG anopAoEIS.
«EAni¢w Ta oxgdia va ouAapuBdavouv uia Kivnon and To nio CUYKEKPIUEVO/QvanapacTaTIKO MPog TO Mo apnpnuevo/pavraciakos, ypdger n idia.

Eivar aurtrj n kivnon nou avoiyer Npog Tov o cuvapnacTIKo XwWpPo. Evw o voug avalnTtd tnv T€Aeia avTioTolxia, To udti apyidel va karaypdgoer ot
TinoTa, oTnv npayuarikoTnTa, oev pgvel akivnro. H diadikaocia TG xapaéng npoodEper Lia ouciwdn KPITIKI) andoTacn), KOVTd oTnv €vvoia nou 1ne¢
oiver n Biopivt: Ox1 pia andotaon kpatnuevn £§w anod tnv kKATAoTAoN TOU EPYOU WG QVTIKEIUEVOU, AAAd pIa andoTaacn nou KaTakTdTal Jovo ueoca
ano auTrv, kai napd autrv. Autr) n andéotacn aAAddel Tnv ugr autou nou npocnaboucaue apyikd va aicbavBouue —n Bdon kdTw and Ta nodia
Hag- kar avoiyel oe S1adIKaoieg ano-onuIoupyiag Tou KOOUOU.

H ano-dnuioupyia Tou kGououU gival, ev uEPEL, QUTO NOU ENIXEIPEI TO EyXEIPNUA QUTO: va arno-voroe! ToOV KOO0, KQl OE QUTI) TNV ano-vonon, va
Siakpiver dAAoug duvaTtoug Tpdnous unapéng. Zntd pia anoAquon avekueTaAAEUTWY evepyeiwy, NPog Tn ¢avraciwon evarAakTikwyv unodouwv
KQIl eupuTEPWV avTIANYewv nepi dnUOCIwV OIKOOUCTNUATWY, KAl TOV POAO TNG TEXVNG pgoa oe autd. Eivar akpiBw¢ autég or gvvoieg Tng
OnuooIdTNTAG KAl TOU OIKOOUCTIATOG MOoU OEXOVTal ONUePQ TN ueyaAutepn eniBeon, agou ol pwyueG nou avoiyouv oto aiobnua kupiapxiag
eéopaAuvovral noAu ypriyopa, kai ue avavewugvn ekdIkNTIKOTNTA. A&ilel eniong va €xouue KaTd vou Tnv KPITIKN Tou T¢ak XaAunepoTray oToug
Adyouc nepi «dnuioupyiag kdouou»: and Tn pia, pia eneiyouoa avdykn va §avayTiotei 0 KOOHOG- anod Tnv dAAn, o1 SiIdgopes LopPES kKaTanieong
oU NaPauEVOUV ACUAAGYIOTEG KATW Qo ToV TITAO eVOG agnpnuEvou Kai 0AIKoU «KOOLoU». «Agev Uunopoule Ouws va Bgoouue Evav ouTomniko
OTOX0», ONwG To BETE! 0 i0I0G, «yIATI QUTO TO eNEPYOUEVO NPAyuaA npEnel va anokaAugpBei ugéoa and 1n diadikacia TnG ano-OnuIoupyiags.



To Reverberations Tn¢ Kaooiavidou, gva oxgdio Toixou, katamidveral ancubeiag pye autd. To €pyo avadnuioupyei Tn pwyur) oTnv ecoxn Tou
TOlYOU WG PUBWIKN enavainyn, napaneéunovrag oe OIaypdupaTa EVTacns OEICUWY KAl NPoaoeyyi{ovTag Tn pwyun wg enikevipo. H évraon Tou
o€IoUIKOU Kpadaaopou ¢Bivel kKaTd npoogyyion eKOETIKA Ue TNV andoTacn ano TNV nnyr evog oeIouoU, Kal To oxe0I0 akoAouBei autr) Tn Aoyikn: n
pwyun éavayxapdletal wg onuddi poAuBiou oe ekBeTIKAG dieupuvdpeva diaoTriuata. «O1 ypauugg o Kovrd oTn pwyun akoAouBouv To oxriua g
o motd, kKaBw¢ unopw va BAEnw Tn pwyun Kai TiG rjdn 0AOKANPWUEVES yPAUUES VW OXe0IAlw», onueiwvel n Kaooiavidou. «kKaBwe ol ypauues
anopakpuvovral, xdvw Tn 6€a NG pwyung kar dowv gxw ridn oxedidoel, kai Ta onuddia yivovtai no agnpnueva kai eAeuBepax.

H &6non yia To €pyo rtav e€icou ontikii oo kar nxnTikn. «Evoow LBpiokopouv otov xwpo tov Aekgufpio Tou 2025, dev unopouoa va unv
npooeéw Tov OIaPKI) AXO TWV OIKOOOUIKWV E0YACIWV yupw uag. O xwpog eniokialeTar and YnAdTepa KTipia and OAeG TIG MASUPES, KPUUUEVOG,
QVTEXOVTAG, OTN pEoN piag aoTiknG avdntuéng». A§loonueiwTo eivar 611 o MiTorig 3, 1o id10 To cuykpdTNUa nou oTeyddel To sic., neplypagorav
e oxeddv Toug idI0UG GPOUG KATd T OIKI TOU KATAOKEUI) OTIG QpXES TNG OekaeTiag Tou 1970.

Eivar autrj n d1apkng aAAayri nou pag enavagéepei otn Bdon, kai otn cuvoeTikr) duvaun TnG Baputntag. H Kaooiavidou dpyioe va okégpreTtal Ta
oTPWUATa oKOVNG, akabapoiag kai BpauoudTwv nou n BapuTnTa agriver va oUykeVTPWVOVTal Ndvw oTa nAakdkia: Bpwuid, Bpavouara, TPixeg,
opyavikn UAn, Ta katdAoina dowv Kivouvrar ndvw oto 0dnedo. Kabeti nou ouykevipdvel eva ddnedo eivar anAwg uia dAin té&n abpoiougvwv
onuadiwv, Twv onoiwv n a&ia dev Exer akoun kpiBei. «XuveAe&a Bpauouata and Ta daneda Tou XwPou (OKOVN, GTEPA MOUAIWV, KOUUATIA QYVWOTOU
UAIKOU, VIpAOEG unoyIdg ToiXou, HIKPEG NETPEG, TIxeS) uali ue katdAoina and tn Oikn pou diadikacia dnuioupyiag: Euouata poAuBiou, KouudTia
yopag, pokavidia and konr, ToUnnUa Kai Asiavon, anokoupata xapTiou, Tpixeg yATag avakateugveg oe 0Aa autd. Ta xpnoipomnoinoa yia va
¢niééw povotunieg, agprivovrag Ta Bpavouarta va nécouv ndvw oe pia peAavwugvn nAdka {eAarivng, mie{ovrag karoniv navw 1ng va ¢puiio
XapTi pe 10 XEPI, yia va oUAAGBw TIG 01AOUETEG OAwV GoWV MIAOTNKAV EKEI».

Opiopugveg and 1iG eIKOveG nou npogkuyav Buuidouv peyeBuvoeig KuTTapwv: dAAeg poiddouv nio oupavieg. H Kaooravidou gpria&e pia ocipd
and 6pauvouara nou cuverele oTo 100yelo, oe ugyeBog avrioToiyo pe Ta nAakdkia ekeivou Tou opogpou (30 x 30 ek.), kar uia deutepn anod
Bpauvcuata nou ouveéree oTov nuIWPOPo, oc ueyebo¢ avrioToixo ue Ta dika Tou nAakdkia (33 x 33 ek.). AUTO Mou KPATOUV QUTEG O UOVOTUIMIES
nAnoidder pia okeYn nou avantuooegl n Xdva Apevt oto 00oKiuIo TnG yia Tov BaArep Mngvyiauiv, dnou npoogxel To xapioua tou Mngvyiauiv va
avriueTwnider 0,11 gxer ridn PBubiotel kai d1aAubBei Sx1 wG epeinio aAAd w¢ undoyeon, agou, onwg ypdger n idia, «n diadikacia TNG ¢pOopd¢ eivar
Tautéypova pia 01adikacia anokpuoTdAAwong»: 6,11 BubBileTal oto napeABdv dev e§agavideTar anAwg, aAAd okAnpaiver oe véeg, aouviBioTeg
HopdEG, nepiugvovrag va enaveABer otnv enigpaveia. Ta Bpavouarta kATw and 1a nédia Yag, Onwe T anocndouaTa nou avacupel Evag Voug
ano gva Bubiougvo napeABov, BeAouv udvo va avadubouv. Oxi yia va anokatactabouv og 6,71 iTav, dAAd yia va Toug 006¢gi, oTn vea Toug popdr,
uia ogutepn Cwny mo napd&evn and Tnv npwTn.
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looyeio Meocondartwpa

Aiahoyiopoi Edddoug |, 2026 1 uvtpipypara VI, 2026 6
Ipagitng oe 640 gsm hot press BauBakepd xapti Movortunia ue peAdvi udarikng Bdong oe nui-Aeio BauBakepo
akouapeAag / EuAo neukou, KOVTPQa NAakE eukaAunTovu, Xxapti 245 gsm / EUAo neukou, kOVTPA NAQKE eUKaAUNTOU,

nAaoTiko xpwpa 30 x 30 ek. (diaotdoeig oxediou) nAaoTiko xpwpa 30 x 30 ek. (diacTdoeig povortuniag)

Aialoyiopoi Edddoug I, 2026 2 2uvTpiypara V, 2026 7
lpagitng oe 640 gsm hot press BauBakepo xapti Movorunia ue peAavi udartikig Bdong oe Agio xaprti

akouapégAag / EuAo neukou, KOVTPQA NAQKE eukaAunTou, Bristol 270 gsm / EUAo neukou, kKOVTPa NAake eukaAunTou,

nAaoTiko xpwua 30 x 30 ek. (diaotdoeig oxediou) nAaoTiko xpwua 30 x 30 ek. (diaoTdoelg povoruniag)

Alahoyiopoi Edddoug lIl, 2026 3 >uvtpippara Xll, 2026 8
lpagitng oe 640 gsm hot press BauBakepo xapti Movortunia pe peAavi udartikiic Bdong oe nui-Agio BauBakepo
akouapgAag / EuAo neukou, kKOvTpa nAake eukaAunTou, xapti 245 gsm / EuAo neukou, kOvTpa NAQke eukaAunTou,

nAaoTiko xpwua 30 x 30 ek. (diacTdoeic axediou) nAQoTIKO xpwua 33 x 33 ek. (dlaoTdoelg povoTuniag)

Alahoyiopoi Edddoug 1V, 2026 4

lpagitng oe 640 gsm hot press BauBakepd xapti
akouapeAag / EuAo neukou, KOVTPQa NAake eukaAunTovu,
nAaoTiko xpwpa 30 x 30 ek. (diaotdoeig oxediou)

Avtnxnoeig, 2026 5
lpagitng oTov ToiXO




