130¢ Alebvnc Mrvac dwtoypapiog
13th International Month of Photography

ABrva, dBvériwpo 2006
Athens, Autumn 2006

[epi Npoowmwv
On Faces

EAAHNIKO KENTPO ®QTOl PADIAY
HELLENIC CENTRE FOR PHOTOGRAPHY






130¢ Alebviic Mnvac dwtoypagiac
13th International Month of Photography

EAAHNIKO KENTPO ®QTOl PADIAY
HELLENIC CENTRE FOR PHOTOGRAPHY






130¢ AleBvng Mnvag dwtoypagpiag
Eikool Xpovia Twenty Years

13th International Month of Photography






H pwtoypapia, onueio avapopag Tou MaykooL-
0OU oUYXPOVOU TIOALTIONOU, BpioKeL Olya otyd Kat
otnv EANGDQ, Tn B€on NG 0TO XWPO TNG TEXVNG
KAl TNG KAAALTEXVLIKNG dnuloupyiag. AmoQopTwe-
vn ard 10 BAPOG TOU apXLkoU TIPOOPLOKOU NG,
OnAadr| TNV AueoNn Kat akpLRr) anoTunwon tg
€IKOVAG TOU KOOWOU, OTUEPQ, KlveiTal eAelBepa
OTIG aiBouoeq TEXVNG KAl TA pouceia péoa ano
HEeYAAES SlopyavmoeLlg —Kat OXL LOVO- OTIWG auTnh
Tou «Algbvr) Mriva dwtoypagpiag», Tou e TN
@eTvr) 13n dlopydvwon yloptalel kat ta 20 xpo-
via Cwng Kal evepyng mapouciag Tou oTo pwTo-
YPAPIKO XWPO.

To Yroupyeio lMoAttiopou dev Ba priopouoe napd
va eival mapodv Kal wg apwyog aAAd kal wg Bep-
MOG UTTOOTNPLKTNAG TNG MPOooTdabelag autng, mou
OUUBAAAEL 0TV avadelEn TO00 ToU EAANVIKOU
600 Kal Tou dlEBVQG TIapayOUEVOU PWTOYPAPIKOU
£pyou.

TIq KOAUTEPEG EUXEQ MOU YLA VAV AKOUN ETILTUXN-
MEVO «Mrva» oto EAANVIKO Kévtpo dwToypa-
®lag, TOUG CUUMETEXOVTEG PWTOYPAPOUG Kal
TOUG ETILOKETTTEG.

O Yroupyog lNoAttiouou
Mwpyog BouAyapakng

Photography, which today is a worldwide cultural
point of reference, is gradually finding its place in
the realm of art and artistic creation in Greece.
Liberated from the weight of its original purpose, in
other words the exact and detailed representation
of the world, it moves freely today in galleries and
museums through - although not limited to - such
events as the “International Month of Photography”,
which with its 13th annual staging celebrates 20
years of life and energetic presence in the
photographic realm.

The Ministry of Culture is of course present, not
only as a facilitator, but also as a supporter of this
event, helping it highlight not only Greek but also
international photographic works.

My best wishes for yet another successful “Month”
go out to the Hellenic Center of Photography, the
participating photographers and the visitors.

Minister of Culture
George Voulgarakis
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1>
KaAwce Opioate
Welcome



Algbvng AgpoApevag ABnvav «EAeuBeplog Bevidehog»

lNepi lNpooowrnwyv (ouadikn EkBeon)

Athens International Airport “Eleftherios Venizelos”

On Faces (group exhibition)

To «kKaAwg opiocate» Aéel 0 130¢ Alebvng Mrvag
dwToypapiag oToug EMOKEMTEG TNG MOANG TNG
ABrRvag pEoa amod Tnv €kBeon Tou TapouctaleTal
otov AleBvh AgpoAléva ABnvav «EAeuBéplog
BeviZéhog».

‘Eva ouvoAo and tpldvta TECOEPLG EIKOVEG, TIOU
eKT{BeVTAL O€ IOAPIBOUG XWPOUG TEXVNG KATA TN
OLAPKeELa TNG PETLVNAG dlopyavwong, KAAWoopiCel
Toug Ta&ldeuTER, oL oroiol, pEoa amnod TN yvwpLia
TOUG UE TO Beopo Tou Alebvr) Miva dwtoypa-
plag, épxovtal og Aueon eMaPn Ye To oUYXPOVO
EANVIKO Kal SleBvh PWTOYPAPIKO TIOALTIONO.

H oupBoAn tou AepoAluéva otnv uAoroinon tng
10€aG AUTNG Kal 1 EVePYT] CUUKETOXT TOU OTnV
TEAIKN TIPAYMATOTIOMOT| TNG £ival KABOPLOTIKY) YA
vV eniteu€n Twv oToXWV Tou MAva Kkal Tng
pwToypagiag yevikdtepa. Ta opduata Tou
Beopou, Tou ard Tnv apxn dev NTav AAAa ard
TNV TIPOROAT Kal evioxuon tng mapaywyng twv
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EANVOV oWTOYPAPWY KAl KAAALTEXVMOV KAl TNV
avadelEn peyaAou UEPOUG Ao TO PWTOYPAPIKO
€pyo mou rnapdayetal dlebvag, Bpiokouv otn
ouvepyacia autr) pe tov AgpoAlpéva aAlov evav
TPOTO Yla va mpayuaTonondouy.

Mia eikdva and KAAAITEXVES PWTOYPAPOUG TTIOU
naipvouv pEpog otn 13n dopydvwon tou Alebvn
MnAva dwTtoypagiag, ermAEyeTal, JeyeBUVETAL KAl
eKTiBeTaL €K VEOU OTNV OpadIKN EkBeon EAN VYV
Kal EEVWV puTOYPAPWV 0ToV AgpoAlpeva «EAeu-
B€plog BeviZENoG». AOTIPOUAUPEG KAL EYXPWUES
PWTOYPAPIE], SLAPOPETIKAG ALOBNTIKAG KAl
TEXVOTPOTIAG, BLAPOPETIKNG TPOOEYYLONG KAl
TEXVIKAG, M€ MOVO KOLVO OTOLXEIO TNV OpoloYEVELD
OTnV MapouciaoTt) Toug, CUVBETOUV éva pwToYpPa-
PIKO TTavOpaua, Eva alobnTikd yeyovog.

Eninedo Aoigewy, eicodog 1
Arrivals Level, gate 1



BouAa Manatwavvou
>tpdrog Kahapdtng
Mavvng Mrexpakng

2UABla AlapavTtorouAou
James White / CORBIS
EAévn MaAtykoUpa

Xapng Kakapouxag
Mapyog Xaidomoulog
6N AouAakakn
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2>
[lepl Npoownwv
On Faces



MNepi MNMNpoownwy

«[epl Mpoomnwv» NUOV Kat UPov. Marti n ewto-
ypaoia sival mpda&n. Amnod avBpwro og avBpwro. Kat
KPLO{UWG TIPOCWTIKA. ATt BAEUUA og BAEUMA. «[Tepl
Mpoownwv» AOOV onuaivel, JETAEU AAAWY, TN
OTTIoUdT) MAVW OTO TILO OLKE(D, OTO TILO EUKOAQ ava-
YVWPIOLUO TOTTiO TOU KOOMOU Hag aAAd TauTdxpova
kal otV 1600 dUCKOAQ Tpoodlopiotun doun Tou. To
eyxelpnua g anodounong yla v avacuveeon
TWV MOPTPAITWY Hag, TNG HeyeBuvong yla tnyv aro-
KQUTTTOYPA®NON TWV HOPPOV HAG, TOU OKIOPWTL-
OMOU Yla TNV avanapdoTaon TwWV UMOKEEVWY Jag,
oev epeuva napd autd akpBwg: Tov Avepwrio.

H oxéon (avBpwrou) pwtoypapou — (avBpnrou)
POTOYPAPLLONEVOU — (avBpwrou) Beatn, Tou eival
Kal oxeon e€APTNONG Tou evOg art’ Toug AAAoUG,
ONKIOUPYEL QUTOMATWG LA Kowvwvia péoa otnv
oroia kaBévag €xel ToO POAO TOU Kal Tn B€on Tou,
TO AOYO ToU Kal Tn dpdaon tou. ‘OAot Aotmoy, wg
TOA{TEC AUTAC TNG Kowvwviag, eite WG PWTOYPAPOL,
eite g pwToypaPllouevol, eite wg Beateq, KAAOU-
MQOTE VA KATOLKIOOUWE Kal va OpAcoupe cUPpuva
pe To pOAO TOU anodexTrKape. Ko ouvioTapévn
OAwv, 1 €kBeon. AuTou TOU eVEPYEL, AUTOU TIOU
OUMMETEXEL KAl auToU Tou BAEMeL. AnAadn, autwv
ToU eKTiBevTal Kalt autou TouU Toug Kpivel, auto-
MPocdlopl{Ouevog ard TNV £IKOVA TOUG.

O tpomog €kBeong aAAd Kal auTtog Tng BEaong -
Kpiong, kaBopiCovtal arnod v dla T PWTOYPAPIKN
mEAEN Kal TIq TPoBETelg TNG. AuTO TdEL va TTEL TIWG
TO UEOO (QWTOYPAPIKT) KAUEPA) KAl O dNoUpyos
(pwTOYPAPOQ) eival ot duo Bacikoi mapayovTeg
TouU SLAOPPWVOUV OPLOTIKA KAl TIG EIKOVEG AG Kal
Toug AEoVEG TIPOOEYYLOTG TOUG. TO «TIPOCWITO»
AQTVETAL EV AEUK® OTA XEPLA TOU dnHIOUpYoU Kal
TOU HEOOU, AYVOWVTAG AV 1 EKOVA TOU OTO XaPTi
Ba eival kat n mpocdokwuevn. O dnuoupyog (kat
KaT’ EMEKTAON TO MECO) APNVETAL OTNV Kpion Tou
Beatn, APoU TPONYOUUEVWG EXEL KATAYPAYEL OTO
O0EAANOUAOLVT TOU HOPPES, OXNLATA KAl POPUES. AV
TPOOTIABAOOUE VA TO AVOAUCOUUE TIEPLOCOTEPO
auto Ba pTacoupe TEAIKA va EPEUVOULE Q) TNV
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HBwr Tou pwToypdpou B) Tnv AAAnyopia otn
PWTOYPAGia Kal Y) To AlPOPOUUEVO OTO PWTOYPA-
PIKO opTpPalTo.

H HOikn Tou pwToypdpou

ZeKvvTag anod v napadoxn 6Tl 0 PWTOYPAPOG-
ONULOUPYOQ eival auTog Tou PEOW TNG €IKOVAG KOL-
vwvel 070 Beatn MOAAA eplocdTEPQ AT’ 6oa (Kat
600UG) amo povog Tou Ba propouoe va del Kal va
YVWPIoeL, KATAAT)YOUUE OTO CUUTEPACHA OTL N
PwTOoYpaPia sival avauPLopiTnTa Kal mAnpogpopia.
Kal paAtota tétola rou, 0Tav napacxebei, SUOKOAQ
arokaBnAavetat. «OL PwToypaPiES TIPOCPEPOUV
arodei&elq. KAtL yia 1o omoio akouue aAAd augl-
BaAAoupe, aivetal arodedelyuévo 6Tav Hag -
OelxBel pia pwTtoypadia Tou», avaPEPEL XAPAKTNEL-
OTlka n Susan Sontag oto BRAi0 NG «[ept dDwTo-
Ypapiag».

H katappun Tou HUBoU TNG AVTIKELLEVIKOTNTAG Kal
NG YEVIKAG aABelag ayyl&e oto peyloTo Babud
dwToypapia, TnG omoiag apxlkog 0TOX0G, AOYW NG
(UONG TOU HECOU, NTAV AKPIBWS N AVTIKELMEVIKA
KATAYPA®T| TNG MPAYHATIKOTNTAG, TNG KOOWUIKAG
aAnBelag, Tou unapktou. H deutepn okEYN Aotrov
TIOU YEVVIETAL LETA TNV KaTApeLyn Tou pubou, WAd
yla pa dwrtoypagia Urtoxeiplo Tou pwtoypapou-
ONULOUPYOU TIOU EVEPYEL UTTOKEIUEVIKA Kal aveEEAe-
YKTa. AAnBgq. ‘000 Kal av mMPooTadnoeL KAToLoG va
pavel avTIKEEVIKOG, Oev uropel va arekdubel To
pavoua Tng ouveidnong kat TG atobnTIKAG Tou.

O mPoBANUATIONOS AOLTOV YIA TNV AVTIKEIUEVIKOTN-
Ta ™G dwtoypapiag eotidlel oTOV (BL0 TO PWTO-
YPAPO-ONUIOUPYO TIOU KpiveTal HEoa arod TG EIKO-
VEG TOU, TOOO Yla TNV aAr|Bela Tou 000 Kal yia TV
noIKn Tou.

MpoomabawvTag va kKaBopiooupe EVVOLOAOYIKA (Kal
TAVTA UMOKEIUEVIKA) TNV «NBIKA» Ba OKOVTAYOUlE
WIMPO0TA OTA BPNOKEUTIKA dOYUATA, OTIG PLAOCOPL-
KEG AVAPOPER, OTIC KOWVWVIKEG KATABOAEG, OTIQ
OLKOYEVELOKES TIAPADdOOELG, OTIG TIPOOWTIKEG ATTo-



paoelg. O mpoBAnuationog mpoekteivetal. Na mola
AKPLBWOG «nBKT)» WAGUE; 1600 QVTIKELLEVIKOG UTTO-
pel va eival évag Kpttg-8eatq; MNdoo UMoKELEVL-
k0Og; Mo00o NBIKOG 0 BLog;

Ta epwTHpATA alwpouvTal Kal n tiioTtn dokiualeTal.
O1 elkoveg, WG aAnBeleg poveg i, ouveyiouv va
Oelxvouv To 0paTto Kal TO AdPATO O€ {IA TTIPOOTIA-
Bela amnelkdvIong TOU KOOHOU £TOL OTIWG dev ToV
YVWPICOUE.

270 TAaiolo auTou Tou d&ova rnapouctalovat ot
ekBeoelg TwV:

BouAag Manatwavvou, Apigpwua

AyVWOTEQ TITUXEG TNG PWTOYPAPIKTG SLAdPOUNG
™G BouAag MNanaiwavvou ektiBevtal eTa ano
HaKpOXpovn €peuva edkwv. Me To €pyo Tng, ou
Eenepaoe anod vwpig Ta oTevd opla g EANGSaG,
eoTiaoe otov AvBpwrio, kKABe NAKIag Kat Ye
OQUVALKY) LaTLA TNG, aroTunwoe Yuxlopoug, BAEU-
MaTQ, XELpOovopieg Kal Tov avBpwrivo oo, e to
OlKS NG HOVadIKO TPOTIO.

dwtoypapkd Apxeio Casasola (Me&kd), Ard tnv
Emmavaotaon kat lépa (1900-1940)

H cuAloyr| Twv puwToypal®v Tou o Casasola
OUYKEVTPWVE Kal dlapUAACOE Yla deKAETIES Kal
anod 1o 1976 puAdooetal o eAeyXouevng Beppo-
kpaoiag xwpo otnv EBvikh dwTtoypadikn BiALoon-
Kn Tou Me&lkou, dlaypagel avayAupa Tnv Lotopia
Kal TNV KOWV@wVvia Tou CUYKAOVIOTIKOU TIPLTOU [ULOOU
TOU €lkoO0TOU aiwva 0to Me&Ikd.

George Georgiou, Between the Lines

dwTtoypagieg VIOKOUUEVTA, Aro KOWVWVIEQ T
avBpwroug avd Tov KOO0, TTIou £XouV dLXaoTel
avapeoa og JlaLPEUEVES KOLVOTNTEG N LOEOAOYIEG,
TapoucLalouy e auecdTNTA KAl eUBUTNTA TNV EKO-
va eKeivn TIou GAAOTE arnoPeUyoupe va SoUE Kal
AAAoTe vopiCoupe Mwg Wag eival yvwoTth. H patia
TOU WTOYPAPOU EOTIAOUEVN O0TA POOWA, KATA-
YPAPEL LECA OTNV AXAU TWV YEYOVOTWV TIG CUVE-
TELES TOU dlXaouoU.

Mavvn Mriexpakn, KoAuupnteg

Ot «KoAuppnTéeg» eival pia douAeld tou Mavvn
Mriexpakn navw otoug MNMapaoAupriakoug Aywveg
Tou 2004 otnv ABrva. H pwToypaglon €ylve kata
™ SldpKeLa TNG TIPOETOIHAOIAg Twv EAANAVWY
KOAUMBNTWV TNG MapAOAUUTIOKY G Opadag Kat aret-

koviCouv Tnv TpooTAbela, TO 68EVOG AAAG Kal TNV
aywvia mou dlakatéxel kaBe aBANTY mpLv arod pa
JeYaAn dlopyavwon.

Mnawpyou Katoayyehou, Siwrn

21N «OlWn» GWToypapifovTal Ta MPOCWa Tou
Mwpyou KatodyyeAou 1ou dev arnolnTtouv uévo 1o
BAEupa Tou Beatr aAAd tov {dlo To Beartr|. H pova-
OIKOTNTA TNG UMApENQ TOUG UnoypapideTat arnod 1o
QAoTIPOUAUPO KOVTPACT KAl N POPUA EVTEIVEL TNV
avalnTnon TG ECWTEPIKAG OUOLOTNTAG KAl OUYYE-
Velag pe Kabe évav EexwploTa.

Xapn Kakapouxa, HugpoAdyio KouBag

>& oUVvONKeG PUOLIKOU PWTLIOUOU, akOUa Kal éTav To
OKOTAOL UTtovopEeUEL TNV 6pacT, Ta POoWMa OTa
KouBaveéqika mopTpaita Tou KAAALTEX VT, ONUAdEE-
va ano Wia 0€oun PwTOg, LOXUPOTIOLOUV TNV TIapou-
ola Toug otnv eikova. Ta KopeoUEVA XpwUATA UTTO-
ONAWVOUV TNV KATAYWYN TOUG KAl «TIAYOVOUV»
k@Be anomelpa kivnong mou evoeXopEVwS Ba aro-
pooavatoAlle To Beart).

Simon Norfolk, Et in Arcadia ego

H enépevn Lépa TOU TTOAEUOU KAl TA ixvn TIOU
apnoe TEPVAOVTAG, ANMOTUTIWVOVTAL OTA YUTOYPAPL-
kd vrokoupévta tou Simon Norfolk amné 1o Apyavi-
otay, 1o lopanA, To NOTIo ATAQVTIKO kal GAAOU.
‘O,TL arépeLve Ano TO TOTIO HAPTUPA Yla eKelva TIoU
onuepa arouatalouv. Kat n eikdva mnael o nEpa
ard v evoeXoOevn LeAQYXOAia TIOU YEVVA T
LOVOBLACTATN TIPOCEYYLOT) TWV YEYOVOTWV.

H AAAnyopia otn pwTtoypagia

«...0TI¢ 14 louAiou Tou 1930, og pia Bika eEw amd
T0 BepoAivo, cuvavtnnkav duo PeyaAeq MPOowrL-
KOTNTEQ TOU OUYXPOVOU TIVEUUATOG: O (PUOLKOG ETIL-
OTrHovVag Kal BePeAlwTAG NG Oewpiag TNG ZXETIKO-
mnTag AAUMePT ALvOTALY Kal o TIpwTog ACLATNGg
VOUMEAIOTAG, TOINTNG KAt IAOCOPOG Paurivtpavad
Taykép. Ot duo copoi cuvavtnhenkav yla va ouln-
TAOOUV TO TIO TIAPAd0E0 epwTNUa: YTdpxel oT
aAnBela n mpaypatikomta;» 1. To TEAOG TNG KOURE-
VTOG TOUG BPNKE va Pnv €X0UV CUMPWVAOEL OE Jia
Kal LOVAdIKT) aravInon Kal HAALOTA «Kavevag ToUg
dev erxeipnoe va emBAAEL TN YVOUN TOU OTOV
GAAOV»...

H aduvapia oto va opbwooupe To avaoTnUa Kat To
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BAEUMA HOG KAL EVTEAEL VA KATAVONOOUWE AUTO TIOU
QAMOKAAOUE «TIPAYHUATIKOTNTA», SIAMOPPUOVEL Jia
KOLVT) AOYIKN Kal avTiAnyn mou ¢avTtalel wg owtr-
pla d1EE000G ano unaplakoug, VONTIKOUG Kal
alodnTikoug poBAnuatiopous. Autr, eva dev
KaTadelkvUel oUTE TO «OAOV», OUTE TO «UOVOV»,
KOBLOTA TO €PYO ETUOTNUOVWY, dLAVONTAOV KAl KAA-
ALTEXV@OV ONUAVTIKO, OUOKOAO Kal avaykaio. 2nua-
VTIKO, yla TNV poodo Kat TV eEEAIEN, OUOKOAO,
ylati n okéyn kat n urnoyia, and poveg toug, dev
EMKUPWOAV TIOTE KAULA aATBela, avaykaio, yla Tov
EMAVATIPOOBLOPLOUO TOU UPoug Tou avepwrivou
vou.

21 dwtoypapia, n «aAAnyopia» eival n YAwooa
TIOU XPNOLLOTIOLE(TAL YIa TNV KATAdEEN TNG «AAAWG
wpaiag» BEag Twv YVWOoTWV (;) HOG MPAYUATWOV Kal
npoo@wv. MiAdue yia t oknvobeaia, yia Tnv
TTIOAU TIPOOEXTIKA dOUNUEVN OUVBEDT, Yla TNV TIPoE-
TIAeYUEVN B€on TwV oTolxeiwv 0To KAdPo. ZUuPo-
AQ, TPOOWTA, PWTA, OKLEG, KAL AVTIKEIEVA TIOU [OL-
afouv va avhkouv aAlou, ouyxpwTiCovTal uno To
BAEUMA TOU KAAALTEXVN KAl WAOUV YA pia véa
npeayuatikomta. MNa pa véa aAnbela mou aywvia
Va KATokTnBel wg Té€tola, yla pia okéYn mou aroln-
TA TOUG CUVOMIANTEG TNG.

‘Eva ouyyeveg mPdowo, Wia YVQOPLUN HopPr, Kia
BUILKNA PuUOLoYVWHia, YivovTal elkdveg avoiKeLleg,
(PAVTAOTIKEG, TIPWTOPAVEPWTEG, TIOU TOUG APKEL pia
MATLA Y Va arnmokaAUPouv ToV €auTto TOUG.

21ov deUTepo AEova evTAooovTal Ol EKBECELQ TWV:

MeANag Alkovnuakn, Anelikdouara

AoTipopaupeg ouvBEoelg uPnAou KOVTPAoT, 0° éva
MEPPAANAOV OKIDOEG KAL ATIOTIVIKTIKO, KATASEIKVU-
OUV TOV AQvBPWTO OTN OLWTMET| UTIAPELAKA TOU ayw-
via. To paupo, Kpatwvag Tov MPMTO POAO, OKLVN-
Tel kdBe amodmnelpa dpdong, adelaloviag To XWPo
anod kaBe TL TepttTd. AKOUA Kat ard To B0 To PwG.
O xpbvog axpovog, ol AeTTodeixTeg 0e aunxavia
Kal Ta poéowna potdlouv olkeia. TOOO Olkeia... oav
va unv Ta eidape note.

2UABlag AlapavtoriouAou, Under Pressure
EYXPWHES PWTOYPAPIES TIPOCWTIWY, TTOU AAAGlouv
TNV OTTTIKA KAl TN B€0NG TOug OTO XWPO, LAg KOL-
TOUV €UBUROAA OANG «AAALDG>. MapapopPwuevoL
ano pia advpatn rieon, aywvifovtal va napauei-
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VOUV NpEPOL Kal pUCLOAOYIKOL. AvTinaAog Toug n
BaputnTa kat oL VOROL NG puUoNgG Tou KabloTouv
ToV ayava ayovo.

Jens Liebchen, Politics and Art — Art and Politics
MeploooTePOUG anod ekatd KAAALTEXVEG arabavartl-
O€ |le TO PaKO Tou 0 Jens Liebchen v wpa mou
PIAOTEXVOUOQAV TO VEO YEPUAVIKO KOWVOBOUALO. 2TIG
PWTOYPAGIEG AMOTUTIMVETAL OXL LOVO N EUMVEUON
kat n dladikaoia g 0AOKARPWOTIG TNG ard TOUg
KAAALITEXVEG OAAG KaL N emelpia Tng BEaong TG
OPLOTIKAG EYKATAOTAONG TWV £PYWV OTO XWPO.

Martin Kollar, Nothing Special

Me tnv €ic0d06 Toug oTnv Eupwraikr Evwon ot
QVATOAIKEG XWwpeq TNG Eupwring GAAa&av puolo-
YVwpia kat ot avBpwrol mpoonadnoav auéows va
UL0BETHO0UV TOV TPOMO {WN\)§ KAl CUMMEPLPOPAG
TV SUTIKWV Kowvwviwv. Méoa ard Ti§ pwToypa-
¢ieg Tou Kollar, otryuldtuna kabnuepva Twv
avBpOMwV og XPOVO Kal TOTIO KaBapd MPOCWTIKO,
dlagaivetal kabapd autn 1 npooTadela Poodlopt-
OHOU TOUG OTO VEO KOLVWVIKO-OLKOVOUIKO CUOTNUA.

Clement Page, Sleepwalker

Tnv eunelpia g unvoBaciag diepeuva o Clement
Page, opumpevog anod &va mpoowriko TEPLOTATIKO.
Xwpig autoBloypaikr| didbeon, ue TO £€pYO TOU
auTo erxelpel wia oe Babog pooEyylon Tou BEua-
TOG, ard PIAOCOYIKN, KOVWVLIKY KAl TIOALTIKT) OKOTLA
KBS Kal TN CUVAPTNON TOU e TN ONUEPLVT| TEXVO-
AOYIKN TIPAYUATIKOTNTA TIOU SLAUOPPOVEL EIKOVIKEG
MAPACTACELG EEOUOLWUEVES UE TN YVWOTN MAG AAT)-
Bela.

Mwpyou XatdoérouAou, Ta kiaxtpea g Zavropi-
vng

ATaAAayUEVO artd TIG XPNOTIKEG Tou OLOTNTEG, TO
OKIAXTPO ATMOTUTIWVETAL OTIG £IKOVEQ TOU Mmpyou
XaldomMouAou, WG auTooXEDLA KATAOKEUR-EQYO
TEXVNG TWV dNUIOUPYQOV TOU AATkoU MOAITIOMOU TNG
2avTopivng. 2TIG EYXPWHES Kal XWPIQ TEXVOAOYIKEQ
eneyPacelc POTOYPAPIEG TOU KAAALTEXVN, TO OKLA-
XTPO el@aviceTal oe 6AN TN AQuMPEOTNTA TNG EQN)-
pepng Cwng Tou Kal pavepwvel avevdoiaoTa Tnv
TATIELVT) KATAYWYT) TOU.



To A1popoUUEVO OTO PWTOYPAPIKO MOPTPETO

O Henri Cartier-Bresson €ypaye karote: «Eav e 1o
va KAvoupe éva TopTpaito, eAmiCoupe va ekualeu-
OOUWE TNV EOWTEPLKN NPEUIA TOU CUVALVOVTOG
Bupatog, eival TOAU SUCKOAO YLa TN GWTOYPAPLKY
MNXavnh va eloXwpnoel avaueoa 0To pouxo Kal 0To
OWMa». AV OCUNQWVACOUE UE QUTH TNV aroyn
kavovTag Tnv aAnbela tng Pwtoypapiag, T6TE TO
rnoptpaito dev Uropei va €xel AAAN Lopor) anod
QAUTA OTNV TAUTOTNTA Hag. Av dLAPWVI|OOUUE, KIV-
OUVEUOUE VA XaPaKTNELOTOUUE Hwpol. H pwTo-
YPOA®PIKA Unxavr) Oviwg dev UMopei va eLOXWPNOoEL
Qavaueoa OTo POUXO KAl OTO OWHA.

MpoomabwvTtag va mpocdlopicoupE TL eVVOOUUE
OTaV AEUE «TIOPTPAITO» KATAARYOUNE OTO EVTUTIW-
OlAKO CUUMEPACHA OTL WAGUE YA TNV «EIKOVA» TOU
avBpwrou Kat OXL yla Tov dlo Tov avBpwrio. Méco
OlapOPETIKA Wrtopei va eival autd ta duo; Arei-
PWG...

H elkdva evog mpoowriou eival didgpopn anod 1o
OUVOAO TV OUVELONOLOKQY, YUXOAOYIKQWY, aloBnTL-
KOV, BLOMATIKOV KAl EPTTELPIKOV KATAOTACEWV TIOU
npoaodlopifouv Tnv UNapén tou. Akdua Kat av
Karola aroé autd, Pepovmpeva kabe popd, aviava-
KA@VTAL 0’ QUTH, 0¢ Kauia Tepintwon n elkova Tou
dev eival autd. Kat 600 Kat av poonabrnooule va
TO EKUALEUOOUE, AKOUA KL av Ta YVWPICOUUE, N
TEALKN elkdva Ba gival eEAANG.

O pwTtoypdpog BAEMEL OTO PWTOYPAPLLOPEVO AUTO
Tou 0 (010G vouicetl (7 BEAeL va del) kal puTOYPAdi-
Cel 0L TOV {010 OAAG TNV €IKOVA TOU «OUVALVOVTOG
fupatog».

To mopTpaito, otn SlApKela NG Mopeiag g ewTo-
ypagiag, anoTéAeCe AVTIKE{UEVO Kal oTIoudn yia
MOAAOUG PpwTOYPAPOUG, TIou AAAOTE TO avalnTn-
oav oTnV akpLRn anotunworn Tou kat AANoTE OTNnV
avadel&n Tng MOAUMAOKOTNTAG TNG CUVBEDT|G TOU.
2HuEPQ, YVWPIlovTag Ta anoTeAECUATA KAl TO
OUVOAO TOU pWTOYPAPIKOU £pYOU OAAA KAl UE TIQ
aAAayEQ Tou Exel dexBel TO PWTOYPAPIKO LECO
(kGpepa), amo TNV EMOXN NG AVAKAAUYNG TNG
PWTOYPAPIAS LEXPL TN ONUEPLVA BEAUATLKT TEXVO-
AOYIKY) €€EAIEN TOU TTOU AAAAEE TO PWTOYPAPLKO
TOTiO €V YEVEL, N UPEDT VEWV TTAPAUETPWYV dLEUPU-
VeTal.

To KAaOIKO TIOPTPAITO avTikabioTatal anod vEeq
TIPOOEYYIOEIG OTNV EEPEUVNON TOU TIPOCWTIOU KAL
N TEAKY| €lKOVA aTEXeL KATA TL arod TIG YVWOTEG OE
OAOUG Pag avBpTIVEG LOPPEG. TO «OLPOPOUNEVO»
OTO PWTOYPAPIKO TIOPTPETO, LOOPPOTIEL AVAUEDQ OF
auTo Tou eival kat auté Tou paiveTal, Je Tov idlo
TPOTO TIOU LooppPOTiEl 0 AvBPWTIOG HECA OTOV KOGHO
TOU opatou Kat Tou adpatou.

O tpitog dEovag ouvTiBetal amod TIG EKBETELQ TwWV:

Anton, EvTYTQoelg

AoTipéuaupa ToPTPEAITA YUMVAOV avOp@ITVwV
TOTHWV Yévoug BnAukoU HapTUpoUV TO MUGCTIKO, TO
KOAQ KPUUUEVO OTN OlWT, e owrn. Ta owpata
Bpiokovtal... mouBeva. AAG oAogva. Kal n aArBela,
0 160G, 0AOKABAPA ATIOKAAUTITETAL OTO PWTOYPA-
PIKO GAKO TIOU KOLTA apnxava aAAa subapowg. H
€lKOva e 6on kabapdtnTa amnéuelve anod To polpaia
BOAWUEVO EOWTEPO TOTIO UMOVOEL auTd Tou dev
AéyeTal.

Mémmg Aoulakakn, Stage on Fire

Mouaolkn, nxoL, rock stars kat mAn8og avBpwnwyv
OUPPEOUV OTIS PwTOoYpadieg TNG MEMmMS AouAakdkn
Kal To KAdPO YeiCel e AOTIPOPAUPES ATLOOGALPL-
k€Q pwTOoOKIAoEG. H P J Harvey, o Tonino
Carotone, n Marianne Faithfull, o Nick Cave, n Lydia
Lynch, o Gil-Scott, ot Kraftwerk, o Screamin’ Jay
Hawkins kat o Lee “Scratch” Perry evavovtal pe 1o
TIAN00G, TIOU KATW arod Tn oknvr, (el EPPAVTIKA
TIPOOWTIKEG OTLYUEG.

Métpou Zogikitn, Axavia

To ta&idL g avBpwriivng Yuxng Tou deV TEAELWMVEL
noTE ylati ote dev apxifel aAAa ravta ouveyicel,
dlaypagel v ropeia Tou ¢’ éva Torio mou eivat
VTUHEVO OTA AEUKQ, OTIG €lKOVEG Tou ETpou ZoL-
kitn. To évelpo eival To HEOO Kal N oUVELdNTOTNTA O
TIPOOPLONOG. H «amoucia» mou apXIkd TO TIPOKAAE-
0€ ETOUCLOVETAL O€ VEQ AARBELa KaL N Puxn ouve-
xiCel yU' aAAou Tto Ta&idL Tne.

EAévng MaAwykoupa, SelfPortraits

Me pia oelpd and autonopTpaita, N GWToYPAPOS
EAEvn MaAtykoupa emixelpel va anoTuriwoel TIG
AYWVIDIELG TTPOOTIABELIEG TOU AVBPWTOU VA CUAAG-
Bel TNV «Tpaypatikn» Tou elkova. NEa epwTrpata
yevviouvtal Kata tn dladlkacia Tng auto-pwTtoypd-
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PloNG Kat auto mou BAETEL 0 Beatnq ival 0,1t
agnoe 1 dla va dlapavet.

NTtivag KouuriouAn, Movoypagieg

O1 pwtoypagieg TG Ntivag KoupunouAn, eyxpwua
opPTEALTA KABNUEPIVMV AvBpWTIWY, EMLXELPOUV TNV
aretkovion 6L TNG PUCLOYVWUIAG TwV TIPOCHOTIWV
TOUuG aAAG NG AavBavouoag popeng Toug. Tt Ba
OlaAeye 0 KaBévag arr’ autoug av Tou dvotay, N
duvatoTnTa va sivat autd rnou BEAeL;

ABnvag Xpovn, People

Ekdveq oknvoBeTnuéveg Xxwpiq ixvog urepBoAng
0TO KAdPO, Mapouclalouv dlaPoPETIKOUG avBpm-
TIOUG TIEPIKUKAWUEVOUG aro TO OLKEIO TOUG TEPLRAN-
Aov 1 kat €Ew anod autd. O UOLIKOG PWTIONOG, Ol
peydaAoL Xpovol AfUng Kat To XpOua OTIG puToYpa-
(leg LETOUOLWVOUV TNV KOLvr) BEa o€ pia ek Twv
€0W OTTTIKN TWV TIPOOWMWYV KAl TOU XWPOU TOUG.

Mavvng Kwotapng, diwtikol xwpot I-11

AvBpwriol, nAkiag arod deKAOKTW £wg TpLavta
nevte Xpovwy, TolAPouV UMpooTa OTO PAKd Tou
Mavvn Kwotapn, ya mpmtn ¢opd oTn {wn ToUG Kal
ekTiBevTal TO60O0 oL (BloL 600 Kal TO TOAU MPOCWTIKO
TouG MePIBAAAOV. «IBLwTIKOL XWpol» Kal Tpdowna
BaAuéva oTo KAdPO e oeBACHO Kal GpovTida anod
TO PWTOYPAPO ATMOKAAUTITOUV TNV TAUTOTNTA TOUG.

Photo Booth: Self Portraits

H opadikn €kBeon e auTomopTpaita Tplavta duo

KAAALTEXVOV KAl GAAWV CUUHETEXOVTWYV OTO «130

Alebviy MAva dwtoypapiag» mou Hpbav avTiETw-
oL UE TNV KApePa eVOG NAEKTPOVIKOU UTIOAOYLOTH,
EKOETEL, KOAUTITEL KAL AMOKAAUTITEL TIPOCWTIA YVW-

oTd Kat ayvwoTa. G.

Chuck Close

MeploooTepo amnd (wypaPog, PuTOYPAPOG Kal
Xapdktng, o Close eival évag «xtiomg» 0 ormoiog,
OTIWG 0 (810G A€el, XTICEL «EIKOVIKEG EUMELPIEG YA
TO Beatr» PMEOA AMO €va CUOTNUA OTTTIKWV UETAPO-
PWV Ol LWYPAPLEG, Ol PWTOYPAPIES KAL TA XAPAKTL-
KA TOU ONUATOd0TOUV £va OTAUPOdPOUL HETAEU
ATEIKOVIONG KAl adaipeong Kat TaAuTOXpova aroTe-
AoOUV éva 0TAUPOBPOHL TNG OTLYUAG KAl TNG JLAPKEL-
ag.

Corbis Outline 25
MopTpaita ouyxpovwy dLEBVOV TTPOCWTIKOTATWV
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ard To XWPOO NG TEXVNG, TNG MOALTIKAG KAl TOU
TIOALTIOMOU YEVIKOTEPQ, AVACUPUEVA MO TO apXeio
TOU EMIPAVECTEPOU OTO €(00G TOU TPAKTOPEIO,
Corbis Outline kat pIAOTEXVNEVA ATIO DIOKEKPIUE-
VOUG pWTOYPAPOUG, apouctalovTal oTnv €kBeon
TIOU OUVOLOPYAVMOVOUV TA PWTOYPAPIKA TIpAKTOPElQ
Apeiron Photos kat Corbis Outline.

O BepaTikdg aEovag OAOKANPWOVETAL [e TNV MApOoU-
olaon ™Q peyaAng ouadikng ékBeong Tou Mouoei-
ou dwtoypapiag Oecoahovikng «To PWTOYPAPIKO
ToPTPAiTO: aro TO {XVog oTnVv aAAnyopia», yia
€KBeOM TOU OKlaypapel e PeyaAo Babuod Tig
TAOELQ TIOU aKOAOUBNOE N pwTOoYPAPIa OTNV AMOTU-
TWON TOU TIOPTPAITOU OTO TIEEPACHA TWV XPOVWV.

>1nv evotnta The Projects napoucialovtal epya

EAAVOV Kal EEVOV pOTOYPAPWY TIOU TIPOEKUYAV
anod avabEéoelg PWTOYPAPIKOV EQYACLOV aro dle-
Bveig opyaviopoug omwg:

European eyes on Japan / Japan today 8th edition,

OTIOU TIAPOUCLAZOVTAL Ol PWTOYPAPIKEG EPYAOIEQ
TWV:

>1pdtou Kahapdatn

Elkoveg TG ouyxpovng lanwviag aréd evav EAAnva
PWTOYPAPO ToU £(noe O0TOUG PUBUOUG TNG TIOANG
Saga Kal TN pwToypAaPLoe avalnTtwvTag TO KPUHUE-
VO 0TA POTA TNG VUXTAG TPOCWTO TNG.

EAévng MaAtykoupa

To vouo g Fukushima tng lanwviag pwtoypaploe
n EAévn MaAtykoupa kat OTIG EIKOVESG TNG ATOTU-
woe T600 Ta PUOLKA Kal aoTIKA ToTtia 600 Kal
TOUG KaBnuepLvoug avBpwroug, autoug dnAadn
TIOU OKLAYPAPOUV EUKPLVMOG TO TIPOPIA TNG ONUEPL-
Vi lamnwviag.

Karin Borghouts

Elkéveg amnd tn ¢uon Kat T0 acTIKG TOTto NG
TOANG Saga cuvBETOUV TO TIPOOWTO NG lamwviag
KAl QrOKAAUTITOUV TIG OUOLOTNTEG TNG KE TNV
Eupwrin arnokaAurTtovtag Tautdxpova, miow ard 1o
JUBo g AvatoAng, Tnv ouyxpovn LoTopia Tng.

Changing Faces: WORK

H ékBeon «Changing Faces: WORK», opyavavetal
and 1o apepkavikod IPRN (International Photography
Research Network) rou dnuioupynénke oto mAaiolo



Tou Eupwraikou npoypauuatog «Culture 2000».
Mpodkertal ya pia oroudn navw oto BEPa Tng
«Epyaciag» pe avtaAAayég puToypdewy arod dla-
POPETIKES XWPES TNG Eupwrng. 1o mAaioto g
PeTIvg dlopydavwong Tou Mrva napouactafovtat ot
PWTOYPAPIKES TIPOCEYYIOEIS TWV:

2tnv Carte Blanche tou @etivou Mrva napouatdlo-
VTalL T £pYQ TWV QWTOYPAPWV:

Takis, Hydromagnetic Fields

Evtunwolakol oXnUATIONOl KAl OTITIKEG EKPTEELG,
ano Telpduata pe pviopata ownpou Tonobetnueva
MEOCQ Og UYPO TOU avTIOPOUV TNV Tapoucia evog
MAYVITN, anOoTUNIWVOVTAL YA TIPOTN GOopa OTO
PWTOYPAPIKO XaPTL KAl dNULOUPYOUV CUVELPUIKEG
avTdpaoelg oTo Beatn.

AnpooBévn Aypadltn, (a) KivnTéG EENUELWOELS
Mia SLOAEKTIKA yla TN KVHHN, TO GWG, TIG AVAKATA-
TAEEIG OTO XWPO KAl TO XPOVO Kal TNV évvola TnNg
MPAYHATIKOTNTAG €V YEVEL AnOoTeEAEl GUVOAIKA N VEQ
OoUAELG Tou AnuocBévn Aypapuwtn. Me eowtepl-
KEG avalntoelg, alodnTikoUug MPORANUATIONOUG Kal
avapwTnoelg e0TLaleL 0Tn «AUon» TIou eival auei-
BoAo TeAka av propel va Bpebei.

Mévvn Ztabdatou, Aibot

Mavaywwtn HAla, AvBpwmrva Znuadia
OWTOYPAPIKA VTOKOUHEVTA EQAHEPWV KATAOKEUWYV
OTN QUON, TMETAUEVWV UAIKWV Kal EEXAOUEVWOV aVTL-
KEMEVWV TIOU E TO TIEPACHA TOU XPOVOU EVOWUA-
TVOVTAL 0N YEWYPA®Ia TOU XWPOU.

Eun Kapaylavvidn, En Face

Mp6owmo e TIPOCWTIO e TO TIAPEABOV OTEKETAL N
Eun Kapaylavvidn kat p€oa arod olkeieq elkdveg
TOALWV QVTIKEEVWV KATASEIKVUEL TO AEVAO TTIapoOV
TOU..

Xpnotou KoukéAn, Devine light

ElkOVEG KATAOTPOPNG KAl EYKATAAELYNG, HETOUOLW-
MEVEG UTIO TO OKIOPWG TNG MATLAG TOU PWTOYPAPOU
o€ Jav AAAn, HETAPUOLKT) Ba EAeye KaVELG, aAr-
Bela, TpoTeivouy ia vea BEaon TG KaBnuepvotn-
Tag.

Alnis Stakle, Living Space- Daugavpils

Eypwpeg pwtoypapieg, Aouopeveg amnd To Mpwto
PWQG TNG NUEPAG 1) TOU NALOBACIAENATOG, ATIEIKOVI-
Couv TeploxEg ano tnv rieploxn Daugavpils g

AeToviag. ATIOUAKPUCHEVEG OIKIOTIKEG TIEPLOXES,
npwnv otpaténeda 1) nedia exkmnaideuong Tou oople-
TIKOU OTPATOoU, Blounyavikég Coveg Kat AAAa UEPN,
TIOU ouvnRBwg dev TpafouV TNV TPOCOoXN, TApoUCLd-
CovTal o€ TPWTO TAAvVOo TNV (dla OTLyr| ou Ta
xpwuata {wvtaveuouv Kat WAAve yia Aoyaplacuo
TOUG.

HAla Mroupywwtn, Spectators

OAupriakoi Ayaveg tng ABrivag, 2004 kat emoKe-
TITEG arno KABe PEPOG TOU KOOUOU OTIEUdoUV 01N
X(WpPA Hag Yia va Toug MapakoAoubrnoouyv. Aro
KOVTA Kal 0 paKOG ToOU WTOYPAPOU TIOU E0TIALEL
OTA TIPOOWTIA KAL AMOTUTIWVEL e AOTIPOUAUPES
PWTOOKIACELS, TIG EKPPACELS, TA CuUvVAlCONUATA KAl
NV aTHoopalpa Plag TeEAeToUpyiag, Ba ‘Acye
Kaveig, plag mavapyang ylopTig.

2TéAlou Kaowdrn, 2téAAa

AoTipéuaupeg pwToypaPieg and Ta yupiopata e
Tawiag Tou MixdAn Kakoylavvn «2TéANa» 10 1954,
EKMANIO00UV TO BAEUUa Tou Beatn. H mpoeTolacia
TwV nBorolwy TpLv ard Ta yupiopata Kat n mpo-
omdBeld TOUG VA «EYKALLATIOTOUV» OTIG UMTAPXOU-
0€G PUOIKEG OUVBNKEG, KATAYPAPNKAV OTO PWTO-
YPAPIKO QAN KAl TTapouotalouv Tnv aAnBela Urpog
Kal rmiow arod TIq KAPEPES.

Mia oeipd ané Opadikég EkBEoelg cuuMAnpwvVoUV
TO TIPOYPAMMA TOU QETIVOU Mrjva.

0O Beopog Twv NEwv EANAVwV doToypapwy, mou
PETOG OUMUNMANPwvEL padi pe to Mrva eikool xpovia
Tapouciag 0To PWTOYPAPIKO XWPO, TAPOUCLaleL
pia MAELada VEWV pWTOYPAPWV HE £pYa LOLAITEPOU
EIKAOTIKOU Kal KAOAALITEXVIKOU eVOLAPEPOVTOG.

H opadikn €kBeon g Avwtatng 2X0ANG KaAwv
Texvov ToU TIapouctalel pwToypapieg ouyxpovng
QALOONTIKAG KAl TPOBANUATIONOU, N €KBEOT TOU
18ANQ uné Ttov TiTAo «[lioTn» OMoU oL PWTOYPAPOL
EMIXELPOUV Va KaTaypayouv tn Babutepn onuacia
Mg €vvolag «TioTn» Kal 1 €KBeon «ATOTUTIONATA»
mg dwrtoypadikrg Akadnuiag Leica pe epya omou-
Sa0TWV TIOU BLEPEUVOUV TNV avBpwritvn Unapén
pEoa ard Tn SlaPoPETIKOTNTA.

2TaUP0G MwpecOMOUAOG

1. Aréoraopa aré 1o BiBAio 4X5 «Alvotdly, Taykop, Mkpotop-
oKL, Kpiovapouptt, TapkOpKL», EkSGoeIG ApXETUTTO.
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BouAa lNanatwavvou, ApiEpwua
Voula Papaioannou, Homage

H BouAa lNanaiwavvou eival 11dn yvwoTh Kat
kata&lwpévn ewToypdpog. Eikéveg anod 1o Epyo
g €xouv anotunwbei ave&itnAa oTnv OMTIKN Mag
MVTIUN, eMBeRalwvovTag Tn ONUAVTIKY wToYpaAdL-
KN Toug agia.

Ané 1o 1976, o6tav n idla mpodopepe TO apxeio g
oto dwtoypadko TuAua Tou Mouoeiou Mrievakn
nAouTiCovTag W' évav avekTiunTo Bnoaupod Tiq
OUAAOYEG TOU OAAQG KAl TN QWTOYPAPIKY) MaAG KAN-
pPOVOLA, ETIAEYUEVA BEPaTA idav TO WS TNG
OnuocoLOTNTAG HECA ard AeuKkwuata  ekbeoelg. H
Bewpnon OUWS TOU €PYOU TNG OTO OUVOAD TOU Kal
n a&loAdyNnon ToU WG MPOG TN PWTOYPAPLKY| OnpL-
oupyia Tng eMoXNG Tou, araitnoav tnv 600 T0
duvaTtov TANPEOTEPN TEKUNPiwon, TV avadipnon
o€ apxeia MPOooWNWY Kal 0pYAVOOEWY, e TOUG
OTI0lOUG CUVEPYAOTNKE AAAA Kal Tn paptupia
avBpwnwy Tou eixav v TUXN va TV YVOpioouv.
H amouocia g dpnoe avanavinta epwTANATA KAl
BaocavioTika SINAUUATA TIapERELVaY DUOETIAUTAL.
To attoupevo mavta urmpée n avadelén g pwTo-
YPAPIKNG YPAPNG TNG SNHIOUPYOU Xwpig va Tapa-
KAUTTTETAL N LOTOPIKT HAPTUPIa TOU GAKOU TNG.

H BouUAa Manaiwdévvou yevvrnke 1o 1898 on
Aapia kat Atav To TETAPTO arnod Ta TEVTE Nadld
Tou a&lwpaTikou Oeoxapn Manatwdvvou Kat Tng
Appoditng, To Yevog MNanakwota. Mepinou ota
OEKA TNG XPOVIA £YKATAOTABNKE UOVIUA UE TNV
olkoyeveld Tng otnv ABriva. To évtovo evalape-
POV NG yla N {wypadkn TNV wnoe va akoAou-
Bnoel omoudég atn ZxoAT KaAwv Texvav. O yauog
Mg KE ToV PLAOAOYO-OUYYpapea lwavvn ZepBo
OlRpKNoE OEKA Xpovia

Qg PWTOYPAPOG dPACTNPLOTONBNKE Yia Wia Tepi-
ToU TplakovTaeTia and ta peoa g dekaeTiag Tou
'30 éwq Ta péoa g dekaetiag Tou '60. Zta MpwTa
g BrjHata Punenke otnv T€xvn INg wToypadiag
ano tov avo Mepalr kat dokipace TIG IKavOTNTEG
MNC PWTOYPAPICOVTAG AyAANATA, ApXalOTNTEG KAl
Tortia. Eixe Tnv mpbdBeon va cuykataleyel 0Toug
PWTOYPAPOUG TIOU TIPORAAQV TNV emionun eikéva
™Q EANGSaG kupiwg péoa ard vtura tou Ypu-
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rnoupyeiou Touplopou Tou MeTalkou kKaBeoTWTOG,
umo Tn dleuBuvon Tou dpacThplou OcoAdyou Niko-
Aoudn. OL MPTEG HEAETES TOTIOU ATIO TO (PAKO
NG, OUYKaTaA&yovtal oTa kaAd deiyuaTa Tng ero-
XNG TNG akoAoUBWVTAG TIG TAOELG TIOU ETIKPATOU-
oav, Xwpig va mpounvuouv Tn duvaun Tng patld
NG ONWG avantuxenke Tnv enouevn dekaeTia
MEOQ ard PWTOYPAPIEG KOWVWVIKOU VTOKOUMEVTOU.
Metd tnv eicodo g EANGdag otov B’ MNaykoopuio
MOAepO Kal KATA TN YEPUAVIKA KATOXT|, CUVEAQRE
ME TO PaKO NG OTLyéTUTa ard Tn {wn Tou aua-
Xou MANBuooU TG ABAvVAG Kal TOV TPAYIKO XEL-
pova Tou '41- 42, anabavartioe madld kat evrAL-
KEQ TIOU N aottia ixe odnynoetL oTa nmpoédupa Tou
Bavatou. Ot pwTOoYPAPieq AUTES KUKAOPOPNOAV
0TO £EWTEPIKO HECW TOU Alebvr| kKat EABeTIKOU
EpuBpou 2taupou kat cuveRaAav OTnv aueon aro-
OTOAN TPOPiUWV. MeTd TNV anoxwpenon Twv Kata-
KINTWV, 0G PUTOYPAPOG EEVWV ATIOOTOADY, KATE-
ypaye NV TpaupaTiopévn EAANVIKA UraBpo, TIg
OUCKOAEG OUVONKeG dlaBiwong TwV KATOKWY TNG
KAl TNV TIPOOTIABELa YIa TNV avaouykpoTnon tng
XWPAgG, LECA OTOV ATONXO0 TOU EUPUAIOU TIOAEOU.
OL pwToYpPaPieg TNG KATA TNV Kpiolun dekaeTia
Tou 40, avauplopnTnTa anoteAouV €va VTOKOUE-
VO LOTOPLIKAG a&iag poAovoTt dev arabavartidel
ONUAVTIKA YeyovoTta, MPOCWIIKOTNTEG TNG ONUO-
olag Cwng, N TIOAEUKEG OUYKpoUoEelG. H povadiko-
NTA TOU OPWG oPpeiAeTal oTnv dLaitepn TPOCEYY!L-
on Twv Bepatwy TG, Me dlakpLTIKOTNTA, 0EBACUO
KAl OUYKQPATNMEVT OUVALOBNUATIKY) CUPHETOXT,
€0Tpede TN patld TnG MPOogG ToV arAd avepwrio
rou aBdépupa Kat pe YUXIKO 0BEVOG EPepe OTOUG
(WHOUC TOU TO BApPog TwV meplotacewyv. Katopbw-
o€ va OUAAGRBEL BAEUUATA, EKPPAOELG KAl XELPOVO-
pieg rou urawvicoovtal pdAAov napd kataypa-
pouv, Tou dovouv alobnoelg mapd agpnyouvTal.
Xdapn HAAOTA OTIC PWTOYPAPIKEG TNG APETEG, TN
ALITOTNTA OTNV €KPPAOT KAl TNV apaipeon mepLypa-
PIKOV AETITOUEPELWY, OUXVA Ta BEPATA TNG ATTo-
KTOUV 3laxXPOVIKOTNTA KAl AVTAVAKAOUV TNV TioTn
oTtnv avBpwritvn duvaun aAAd Kat Tnv alotodogia



Mouoeio Mrievakn, Ktpto Mepatwg

MeTtapopd AGoTING Yla TN KATAOKEUN
dpduoU KovTa oTo Aypivio, 1946.
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Kawvoupyta raroutola anoé tnv UNRRA. ABrva, 11.1945.

Tou Tmyadel pe€oa ard avaTpemnTIKEG KATAOTACELG.

Me tnv enavektiynon tou £pyou g, LETA TO
B8dvatod Tng, n BouAa Mamnaiwdvvou Katéxel eE¢-
Xouoa BEon avapeoa OTOUG EKMPOCMTIOUS TNG
QAVOPWIOTIKNG GUTOYPARIag oTn XWpea TG Kat
Badicel mapaAAnAa pe toug Walter Evans,
Dorothea Lange, Eugene Smith, David Seymour kat
pe OAOUG TOUG YVWOTOUG PWTOYPAPOUG TIoU
OTPAPNKaV TIPOG TOV AvBPWTIO, TIIOTEUOVTAG OTL e
TO €pYO TOUg Ba KAVOoUV KAAUTEPO TOV KOGLO.

Tn ueTaroAeuikn iepiodo, péoa oe €va nveuua
alolodogiag mou erikpatel LETA TO TEPAG TOU
TIOAEOU, OTPAPNKE KAl TIAAL TTIPOG TO EAANVIKO
TOTIO e EUgpaon oTa atyatorieAay(Tika vnola mou
poBRaAAovTal TAEOV WG MPOOPLONOG HAlIKOU ToU-
ptopou. O pwtoypagieq TNG KUKAOPOPNoav pEca
anod TouploTika évtura tou E.O.T. kat TagolwTikG
BBAla. Auo pdaAloTa oNUAVTIKEG EKOOOELG artd TOV
eABeTIKG oiko Guilde du Livre, Les lles Greques Kal
La Grece a ciel ouvert, diledwoav 1o £pyo TG TéEPA
anod ta ouvopa Tng Xwpeag tg. H BouAa MNManatw-
Aavvou, pe dveon OnuLoUpYeEl EKOVEG TIOU AVTATIO-
KpivovTal 0TnV TOUPLOTIKY Arelkdvion tNg Xweag
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MopTtpéTo KOPLTOLOU, T1.1945,

NG aAAQ Kal QUTEG TIoU SElXVOUV TNV IKavoTNTA
MG va duelodUel OTOoV LOLAITEPO XOPAKTAPA TOU
eAANVIKOU Tomiou YEoa amnod €IKOVOYPAPIKOUG
UTTALVLYOUG Kal OLAKPLTIKES POPHUAALOTIKEG KALVO-
TOMIEG, TIAPATIEUTOVTAG OTNV MVEUUATIKY) KAl LOTO-
PLIKA Tou dlaoTtaon. Onwg avagepet o AluiAlog
Xouppoullog oe ApBPo TOU OXETIKA HE TO AEUKWUA
La Grece a ciel ouvert (Epnuepida Kabnuepivn, 27
Auyouotou 1953), «... divetal avayAupn n wpaia
OUVEXELQ OTNV ArTAT| KAl apUOVIKA TIEPITTTUEN Tou
naAaloU UE TO VEO, TOU KAQOIKOU e TO OUYXPOVO,
NG TUKVAG Tpaywdiag Ye To avaAappo eOUAALD,
TOU OXNUATOG TOU HEAETNUEVOU KAl PIAOTEXVNUE-
VOU L€ TO AKATAOTATO KAl TO AMEPLTTA YPAPIKO».

H Avadpouikn EkBeon g BouAag Marnatwéavvou
ano6 1o Mouoeio Mrevakn oto mAaioclo Tou 13ou
Alebvi) MAva dwtoypapiag kat n mapdAAnAn €kdo-
on g povoypagiag Tng anod 1o Mouoeio Mreva-
K Kat TI¢ ekd0oelg AlTPA, KOAUTITOUV PEPOG TNG
OQEINNG OTN KVhUN NG, OTNV LOTOPIa TOU TOTOU
aAAd kal oTnv otopia tng EAANVikAg dwtoypa-
plag.

®avr) Kwvotavtivou



Enavanatplopég peté ano tpia xpovia eEopiag
o€ 0TPATOMNESO OTNV £PNUO 21vd, 11.1945.
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dwtoypadikd Apxeio Casasola (Me€iko)
Ano v Enavaoraon kat lNépa (1900-1940)
Archivo Fotografico Casasola (Mexico)

From the revolution and beyond (1900-1940)

Me tnv unootnpEn g MNpeopeiag Tou Me&ikou oTnv ABrva

Mapaywyr): CANOPIA and Turner.
2uvepyalopevol popeiq: EBvikS IvoTitouto
AvBpwrioAoyiag kat lotopiag -National Institute of
Anthropology and History- (INAH), EBviko ®wto-
Ypapik6 Apxeio g Pachuca, Me&iko. (Fototeca
Nacional de Pachuca, Mexico).

To pwtoypapiko apxeio Tou Casasola

Ao 10 1976 TO PWTOYPAPIKO UAIKO TIOU CUYKE-
VTpwoe Kal dlatripnoe o Casasola yla dekaeTieg,
QuUAdooeTtal o BaAdUoug UTd eAEYXOUEVEQ KAL-
MOTIKEG OUVONKeg 0TNV EBVIKN ®WTOYPAPIKY
BiBAL0BARKn Tou Me€ikoU. Ekatovtadeqg XIAadeq
ApVNTIKWV PUAGCOOVTAL 0€ AuTO TO TIAALO Ppayki-
oKavo povaotnpt otnv noAn g Pachuca. Mpoket-
TAL Yl TNV TAEOV ONUAVTIKY] PWTOYPAPLKT) CUAAO-
Y1) TIou pag divel TNV eukalpia va Katavor|ooupe
NV 1oTopia AAAA KAl TNV KOWVWVIa TOU GUYKAOVL-
OTIKOU TIPWTOU HLooU Tou 200U aiwva oto MeEIKO.

H £kBeon

H €kBeon, aAAa Kat To BIBAio Tou Tn cuvodeUel,
pe TitAo «Me&ko. Amo Tnv Emavaotaon kat peta:
dwtoypapieg Agustin Victor Casasola, 1900-
1940», £xel wg agetnpia Ta TeAeuTaia xpodvia Tou
190u alwva, Tnv nepiodo akung g dlakuBepvn-
ong tou lMpoédpou Porfirio Daz, 6tav o Agustn
Vctor Casasola kavel Ta mpwTa eMayyeARATIKA TOU
BAuaTa. O KUKAOG TWV PWTOYPAPLOV OAOKANP®-
VETAL e To Bavatd tou, Tov AlyouoTto tou 1940,
TIOU OUWTIITEL Pe TN doAopOVia Tou 0oBLETIKOU
enavaotatn nyetn Aéov Tpotokl oto Coyoacn
arté tov Ramn Mercader pe €va rayoBpauvotn. H
€kBeon autr) LAodogel va eykabLdpuoel akoua
€va 0e0oNO e YEYovOTa, OUVUPAiVOVTAG TOV OTTTL-
KO L0TO TOU MapeABOVTOG, KABWG Kal va TIMACEL
pia and TIg o onNPAvVTIKEG CUAAOYEG TOU ELKO-
oToU alwva Tou T dlakpivel 0 SUVAULOUOG KAl N
auBevTIKOTNTA.

To 18laitepo YVwpLopa autou Tou GuTOYPAPLKOU
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apxeiou eival 0 KATEEOXTV LOTOPIKOG TOU XOPAKTH-
pag. U autod to AOYOo n €kBeon aroTeAeital anod
OUO [EPN TIOU avapEPOVTaL O€ AVTIoToLKEG KaBo-
PLOTIKEG LOTOPLKEG TEPLOdOUG: TNV Porfiriato i
eroxn tou Porfirio Daz, n omoia xapaktnpicetal
ano elpnvn Kal 0TabepdTNTA KAl €vav BETIKO, YaA-
AIKNQ VOOTpPOTIiaGg, EKOUYXPOVIOUO TIoU eTMIBAAAE-
Tal pe T duvaun Twv onAwv. H deutepn mepiodog
elval ekeivn g Enavaoctaong, evog adeA@OKTO-
VOU TIOAELOU TIOU CUYKAOVIOE TN XWpa yla rmepi-
TIOU €IKOOL XpOvLa Kat euBuveTal yla To Bavato
EKATOMUMUPIWV avBpIiwv.

AVTI va eMIXELPAOOUKE [ia akpLpr TEEPLYPAPT) TWV
U0 aUTWV TEPLOdWY, TIPOCTIABNCAE va dNuULoUp-
YNOOUUE TNV atuoopalpa ekeivn mou Ba erutpePet
OTOUG ETILOKEMTEG VA TIPOOEYYIOOUV TNV €MOXT| Kal
va Bwoouy TNV LoTopia anod TNV OTTIKY Ywvia Twv
{OlwV TWV CUPHETEXOVTWY, TWV AMAGV avBpOwy,
mpLv avadelxBouv emionua oe NPweg Kat anadava-
TIOTOUV O€ TMETPLVA Kal prpouTdiva pvnueia. Mapa
™ PpPIKN Tou TIOAEPOU, e TOV Kalpd dnuLoupyren-
Ke dia popavTikr) Bewpnon tng Me€lkavikng Ena-
vAoTaong, ONwg auTh anelkovidetal oe kavtiveq
Kal €0TIATOPLA e TN Mop®r) TNG Adelitas (n apxé-
TUTIN MOPOPN TNG OLOPPNQ KAl YEVVAIag enavaoTa-
TPLOG) TIOU AYKAALAZEL TOUG EPACTEG TNG 1) OE [Oop-
PEQ YPAPLKWOV ETIAVACTATOV TIOU TI0{APOUV UE Ta
TOUGEKLA TOUG. OeAnoaue emiong va dnuloupyn-
OOUpE pia To oKANpEY) Kat wun elkdéva omou o
OLdNPOBPOOG -0TWwG O iBl0g 0 BAVATOG- XPNOLUEU-
€L oAV POVTO WLAG TIOUMAG AYWVIOTWV TIOU AKO-
AouBnoav Toug peyaloug nyETeG: ToV Zamndta oTa
vOTIa, ToVv BiAAa 010 Boppd, KaBwg kat TOooUQ
AAAOUG. ATIEIKOVICOVTAL ETIIONG OL TIOALTIKOL TIOU
MMAKAV OTOV TIOAENO TIPOKELUEVOU VA TPOPODOTH)-
OOUV TOV QVTAYWVIOUO avapeoa OTIG GaTpieg
KaBwg kat oL TIoA(Teq mou Buclaotnkav Katé XIALa-
OEQ KAl UTEPEPQAV TIEPLOCOTEPO ATO OAOUG.

Arnopacioaue va CUUTIEPIAGBOULE Kal KATIOLEG



Mouoeio Mrievakn, Ktpto Mepatwg
Benaki Museum, Pireos Annexe

Emiliano Zapata (1879-1919)
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PWTOYPAPIEG OTIWG AUTEG SLAOT|UWV TIPOCWTTKO-
TNTWV TIOU OXETICOVTAL LOTOPIKA E Ta YeyovoTa.
MapdéAa autd Wlaitepn Eupaon d6OnKe oe ekeiva
TA PWTOYPAPIKA VTOKOUMEVTA TTIoU EgXwpilouv yia
TNV noLOTNTA TOU UAIKOU OAAQG KAl TNV QUBEVTIKO-
NTa TG avtiAnyng mou anelkoviCouv.

2TIQ evOTNTEQ TIOU TITAOPOpouvTal ‘EKCUyXpoVL-
ouog’, ‘Alkaloouvn’ kal ‘NUxTa’ urmopouue va dla-
Kpivoupe TNV IKAvOTNTA TOU PEEIKavoU GwToypa-
(POU VA AlXMOAWTICEL TN VEQ TIPAYUATIKOTNTA TIOU
avadueTal éoa arod TOV eMAVACTATIKO TTOAENO:
TMPOKELTAL OUCLACTIKA YA TN Biain eMéKTaon Tou
EKOUYXPOVIOWOU TIOU arnoTEAECE TO dOYHA YA TNV
€0vIKA avartugn mou Ba £Ryale oAOKANPN T
XWpa ard TN PTWXELA KAl TNV orobodpounon.
Agev poOKeLTal yla pia armAr arelkdvion oTolyeiwv
TWV HOVTEPVWYV KalpV OMwg eivat n kivnon, ot
MNXAVEG, Ol KATAOKEUEG K.A. H TEXVIKT ANYng Twv
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Olov TV PUTOYPAPLOV EeXxwpilel, KOBWSG epap-
MOOTNKE Wia Oelpd HOVTEPVWY OTPATNYIKWY, OTIWG
XAUNAA Ywvia AAUNgG pe eupuymVIo Qako. Idlaite-
pn éupaon d0BnKe emiong oTnv aiobnon Tng mpo-
OTTTIKAG KAl OTNV anoTunwon tng Kivnong Kat Tou
E€VTOVOU PUBHOU NG TTIOANG. Agyetal OTL €vag arnod
Toug Baotkoug AOYOUG Tou 0drynoav otnv epeu-
peon -1 AW Ba EMpere va mouue avakaAuyn;-
Qg pwToYPAPIiag OTO TPWTO o6 Tou 190U
awwva, NTav 1 KOWWVIKY avaykn yla tnv Kata-
OKEUN TIOPTPAITWV HE TILO YPIYOPO OUWG KAl OlKO-
VOULIKO TPOTIO O€ OXEON E TIG TIAPASOOIaKEG
peBddouUg NG CwYPAPIKNG kal Tou oxediou. Me
QAUTO TOV TPOTIO 1 PWTOYPAPIA AVADEIKVUETAL WG
n OAVIKY TEXVIKT) YlA TIOPTPAITA, aTElKoviCovTag
MOTA Toug avBpwrioug. MNMapoAa autad, yupw ota
TEAN Tou 190U alLVa, N PWTOYPAPIA KATAPEPVEL
va dnuioupynoel T dIkA TG alodnTIKY oTov



TOUEQ TOU TIOPTPAITOU XApPn 0 HEYAAOUG PWTO-
ypdaopoug omrwg o Nadar otn MaAAia kat n Margaret
Cameron otnv AyyAia, yia va avagpépoupe dUo
and toug Agov a&léAoyoug. Otav o Agustn Vctor
Casasola dpxloe va aoxoAeital e tnv T€XvN InNg
pwToypapiag, To pEoo eixe RON TN OIKN TOU LOTO-
pla kat mapadoon TNV oroia o VEOG pWToYPAPOG
EVOTEPVIOTNKE KAl KAAALEQPYNOE LE TA XPOVLA,
a@rvovTag UE TN Oelp@ Tou TO JIKO Tou Eexwpl-
OTO anoTunwua. MNMoAAég and Tig MAAKES Tou
apxeiou €xouv wg BEua Kupiwe nmoptpaita opadwyv
avBpwrwy, KATL TIOU XapaKTNEiZeL TNV TEXVN TOU
MeEIKaVOU pWTOYPAPOU. 2TNV eVOTNTA UE TOV
T{TAO «ZuvTEYViEg» Mapatnpouue evav Wlaitepa
€uaiobnTo XEPLOPO TWV XWPWV, TG O0TAONG TWV
POOWMTWY, TWV HETAEU TOUG OXEOEWV KABWG Kal
NG ToLOTNTAG TOU PWTOG, OToLXEla Tou avadel-
KVUOUV Tn SUVAULKY KAl aKPLBNA OTTTIKY) TWV TIop-

Tpaitwv Tou Casasola. TOAU® PMAALOTA VA CUYKPI-
VO Ta MOPTPAiTA TOU He TNV ToLdTNTA, AUBEVTIKO-
NTa aAAG Kat MTAOUTO TIOU CUVAVTAWE OTO £pYO
ToU oUyxpovou Ttou August Sander otn eppavia
peta tov Aeutepo Maykoopto MoAepo. OuolaoTtl-
KA, auToi ol dlamnpeTei§ pwToypAPoL Katopbwoav
Va aroTUTMOOUV TNV KATAoTaon evog €6vouqg
péoa ard Ta TopTPAiTa ToUG. H pwToYPAdLKN
KATNPOVOLA TIoU agpnoe Tiow Tou o0 Casasola kat n
opéada Tou KaBwg kal AAAoL ‘OKAGBOL TNG OTLYUNG
-omwg o Agustn Vctor Casasola ouvnBile va arto-
KaAel TOUG oUVASEAPOUG TOU PWTOYPAPOUG- eival
MEAYMUATIKA aveKTiuntn. To €pyo Tou pag divel Tnv
eukapia va tagdePoupe oto TIapeABOV Kal va
QAVAKATOOKEUAOOUE e KABe AeTTOUEPELD TO
XBeg mou anoTeAel Tn fAON TOU ONuePQ.

Pablo Ortiz Monasterio
Tlalpan, Me&iko, 2002
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George Georgiou (U.K./Cyprus), Between the Lines

Edw Kat apkeTd Kalpd douAeUw, OlAPEOOU TNG
PWTOYPAPIAG, HIO HATIA TTAVW OE KOWVWVIEG 1
avBpwroug Tou €xouv dixaotel avaueoa oe dlal-
pEUEVEG KovOTNTES N 1OeoAoYieg. Exw ovoudoel
™ PWTOYPAPIKN £peuva autr) Between The Lines
(Avapeoa ano Tig Mpapueg).

2TO TIPWTO WEPOG, ME XPOVIKA dldpkela Mavw ard
Tpia xpovia, douAeua otn 2epPia, péoa ota Ale-
Bvwg kaboplopéva ouvopa, Ta ornoia repteAauBa-
vav 1o Kboofo.

To emopeVo PEPOG NG OOUAELAG MOU, OUVEXIOTNKE
ot voTtla kat Bopela Kumpo. Emi Tng mapouong Cw
kal epydcopal otnv Toupkia, cuvexifovtag Tnv
APXLKA LoU 1O€a 0€ [La ALYAKL SLaPOPETIKY) KATEU-
Buvon. Mia xwpa Tou €XeL «TIAOTED» UETAEU
Auong kat AvatoAng, aAAd Kal TIoU aroTeAEl pia
YEQUPQ Ao TN Hia OTNV GAAN.

211 2eppia, n katdotaon eival autr evog Twplvou
OLaXWPLOUOU, VOGS XWPLOUOU OToV ortoio dev ¢ai-
VETAL va UTIApYEL KArola poviun Auon oTo Aueco
MEAAOV. 2TV KUTPOo n dLXOTOUNON aplBuel avew
and tplavta xpovia. H Toupkia, pia xwpa pe oAU
MaKpPA LoTopia Kal wg TIPOG TNV EUPWMALKA KAl WG
TPOG TNV ACLATIKY TNG MAEUP4d, eival o €va peta-
BaTikO O0TAdI0 HETAPPUBUICEWYV YA VA ELOEABEL
oty E.E.

KaBoTt pwTtoypdgog ano ua dLlapOopETIKT Xwpa
otnv mpwnv MNouykooAapia, ot ZepPol, ot AABavol
Kal oL Po e €kavav va vivow KaAodEXOUUEVOG.
Kartt rou dev oupBaivel peta&u toug. Kata
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OLAPKELD TWV AYLLAXLDYV, YPAUUES XapaxTnKav oTn
yn, otnv loTopia, oTn Bpnokeia kal oTa pEoa evn-
MEpwONG, Ta BEuaTa BVIKOTNTAG €ylvav Kupiapxa
kal dpxloav va kabopifouv Toug avepwroug:
QUAETIKA, YAWOOLKA kal BpnokeuTikdA. AuTo Tovidel
TIg dLapopeg Mavw art’ OAa. To Kupiapyo otolxeio
oT1o Aad Tng mpwnv NouykooAaBiag rtav méco
TOAAQ KoLvd eixav OTnVv KOUATOUPQ, OTIG KOWVWVL-
KEG DOEG KAL OTNV OLKOVOUiQ.

21NV Kumpo, o xwplopdg eival o nMaAldg Ja oAo-
KANPEN YEVIA LEYOAWOE XWPIG Kapia emagn 1
eumnelpia Tou GAAou. Zav pWToYPAPpog Kal oav
EAANVOKUTPLOG, TIOU €ival n €BVIKOTNTA HoU, av
Kal yevvnBnka otnv AyyAia, ixa Tnv sukalpia va
KIvnBw Kat 0TI SUo KOWVWVIE], AAAG HE TIEPLOCO-
TEPO TIPOOWTIKO EVALAPEPOV. H €mapr| kal n mpo-
OWTIKA gUMeLpia eival auTto TIoU KATappPIrTeL Ta
opla... Ta Teixn.

H anégaon va ouvexiCw to Bepa otnv Toupkia,
Eekivnoe anod v wéa oTL and v 11n ZentepPpi-
0U, 0AAQ Kal aro Toug TIOAENOUG 0TO ApyavioTav
kal 1o Ipdk, o k6opog dixaletal peta&u Tng dnuo-
KPATIKAG Eup(IMG Kat TnG HOUCOUAUAVIKAG Méong
AvaTtoAng. H Toupkia, mou €xel Eekivhoel va ouln-
Tel TV uBavotnTa eloédou ™ng otnyv E.E., paive-
TAL va givat n YEPUPA kal LOEOAOYIKA AAAG Kal
TIOALTIOMIKA. To B€pa pou Aéov Ba aoxoAnBel pe
QauTr) TN SUVALKY KaBwg 1 Toupkia Ba dlanpayua-
Tevetal autd TO OUOKOAO SPOUO TIOU £XEL ETIAEEEL.

Georgiou Georgiou






[avvng Mrexpakng, KoAuuBnteeg
Yannis Behrakis, Swimmers

Ot «KoAupBntég» eival pia douAela tou MNavvn
Mnexpakn navw otoug MNapaoAupriakous Aywveg
Tou 2004 otnv ABrva. H pwtoypdplon £ylve Kata
T SLapKeLa NG TMPOETOIUACIAg Twv EAA VoV
KOAUUBNTOV NG MNapaoAupriakng opadag Kat ot
PwTOoYpPAPieg anelkovifouv TV mpoonadela, To
08¢vog aAAA Kal TNV aywvia mou dlakaTEXel Kabe
aBANTA TPV Ao ia PeyaAn dlopyavwon.

H emAoyr) Tou aoTpOUAUPOU OTNV AnoTUTIWOoN
TWV OTLYUOTUTIWV polpaia agatpel arod Tnv elkova
KABE XPWHATIKY AETIOMEPELA TIOU TEAIKA TIEPLOOO-
Tepo Ba arorpooavatoAlle mapa Ba Alve dleKpL-
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vioelg yla 1o Bépa. H eotiaon oto yeyovog Kat Oxt
OTO TIPOOWTO KB’ auTtd Tou KABe abANTY, anod
pia kaBodnyel Tnv avayvwon g eIKOVAG Kal ano
NV AAAN arokaAUTTEL TNV POBEOT TOU PWTOYPA-
(POU VA TNV ArorpoCcwTIOINCEL WOTE va dlapavouv
oAoKdABapa oL ecwTEPES dUVALELG TIOU cuoTPATEU-
OVTaL KATA TNV MPOoEToLacia TipLv anod Tn PEYAAn
OTLYMA.

H xprion TnAe@akou Katd Tn PWTOYPAPLON ava-
TUoOEL Ulav eyyuTtnta avapeoa oto Beatn kat To
yeyovog, oav 0 aurTorntng HAPTUG TNG €IKOVAG va
Atav o dlog o Beatng.
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Nwpyoc KatodyyeAog, 2iwrmn

2lwrn - H elkdéva tou eautou uag Leoa aro 1o
ropTPAITO TOU AAAOU

Ta mpdowna rou eneAe€a pwToypagifovral ya
VQ UTIOYPAWMLOTEL ] ATOIKOTNTA TOUG KAl N Hova-
OlKOTNTA NG UMapENG Toug. H pwTtoypapia dev
yivetal To GAA0BL yla va TaglvounBouv Kat 0tn
ouvéxela va &exaotouv. H eikova dev mpoteive-
TAL Yl TOV €PNOUXACUO PJag aAAd yia tnv avadlr)-
TNoN NG ECWTEPIKNAG OLOLOTNTAS KAl CUYYEVELQG.
H @bpua, davelkn anod €idn e SLaPOoPETIKA XPN-
OTIKOTNTA KAl KOLWVO, ETOTPATEVUETAL YIA VA TOVi-
O€l TNV AUTOVOia TNG MPOCWTIKOTNTAG TOU PWTO-
YPAPNBEVTOG. XpOVOQ KAl TOTIOG, AUTOG TNG «OLw-
mng». Ma va mpoAdBel k&Be Tt ou Ba enwBel Kat
Ba dlaotpedel TNV TPGOBEON Yl coBapdTnTa Kal
Vv npoonadela yia {wr). H elkova aompduaupn,
ateAng Kat akivntn emdntei va eKppacel mpoow-
MIKEG avalnTAOEIC OTNV MPOOTIABELa va TEPLYPA-
el To ouvavepwrod pag.
MNwpyog KatodyyeAog
©eooalovikn 31-8-2006
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Xapng Kakapouxag, To HuepoAoyio e KouBag

Time out of mind.

O1 pwToYpadieg auTEG dnKLOUPYNHBNKav o Urap-
X0V GG Kal autod eival onuavtiko. Eivat aglort-
OTEG KL eMUMAEOV oéBovTal To B€ua toug. Ol replo-
00TEPERG EIKOVES OE UTIAPXOV Pwe TIapouctalouv
TO B€la TOUG va KATOIKEL 0TO OKOTAdL. To B€ua
e€EpyeTaL anod TO OKOTADL Kal onuadeveTal arnod 10
Pwg. Avayka¢opaoTe va Pagoupe Heoa 0TO OKOTA-
Ol yla va doupe Tn PpLyoupa Kal To (810 To pwg e&e-
peuvel TO OKOTADL... UTIAPYXOUV APKETEG TIEPLTTTM-
oelg o’autd Ta KouBavedika nmopTpaita orou ta
KOMMATIA pWTOG poldlouv Vayyiouv 1o Bgua. Ot
EIKOVEG TOU Xapn Kakapouxa urovoouv 6Tl TO
KABe TOPTPAITO eival KATAYPAPT| KIAG CUVAVTNONG
Kal emiong dev eivat pwtoypagieg dpouou. 2N
PpwToypapia dpduou n cuvailiayr eivat ypriyopn
KAl OUVTOWN Kal Ta aroteAEoUaTa ival EKPPAoTL-
KA KAl MEPIKES POPEG LOLACOUV [E KAPIKATOUPEG.
2TIG pwToYpaPieg Tou Kakapouxa ¢aivetal OTL ot
TPOCWTIKEG TOU OUVOLAAAQYEG €ival TILO HEAETNLE-
VeR, TO BabLEg, KaBwg o Blog BpiokeTal o EUAAW-
T B€on, urnaivovtag oTa OTITIA KAl TOUG XWPOoUG
AAwV avBpwrwv. O doKIpog 6pog Ba propouoe va
elval N AOKNTIKA, ETELON TIPOTEIVEL QUTOEAEYXO 1)
aKOUn Kat autanapvnon. Motelw OTL 0 peTapo-
VTEPVIOUOG eival Eva avaywylkd Kivnua 1 pa ava-
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YWYIKA oTLyur). O 6pog tawplalel otov Kakapouxa
agou Bydalel pwToypaPieg OTIQ ooieg aPpnvel Tov
AANNO va avadubBei. Aev gival apd €vag HoXAOG
TIOU ETUTPETIEL — 1) TIAPEXEL TO XWPO — OTO BEPa
TOU, TIPOKEIUEVOU VA UTEL 0TN PwToypapia. Ot
ouyxpovol Tou e@apudlouV TNV avaywylkotnTta
TOUG OTIG KATNYOPIES TNG TEXVNG, Yla TIapddetyua
OTO TIOPTPAITO OEV ELOEPYOVTAL Ol AVAUEVOUEVEG
TOPAUETPOL TNG TIPOOWTIKOTNTAG KAl TOU TIVEUNA-
10G. O Kakapouxag ouwg apatpei kdbe ixvog g
OlKAG ToU mapouciag wg erpeAnTng. Eival cav va
Aéel «Ba Eekvhiow anod tnv apxn kat 8’ aprow Tov
KOOWO va MIAAEL Yla TOV €aUTO TOU». AUTEQ Ol
PWTOYPAPIEG EXOUV CUYKEKPIUEVN YEWYPADIKT) Kal
avBpwrilvn TIPOEAEUOT KAl AKOUN XapakTnpifovTal
anod TV UMap&n KOPEOUEVWV XPWHATWY, AVAAOYWV
ME auTA OTIG BPNOKEUTIKEG CwypadLlEg Tou Jan Van
Eyck... Ba €EAeya OTL TO KOPEOUEVO XpWHA 0dNYel
OTOV TI0B0, OTOV «MOB0 TWV PATIWV>». Ta KOPEOUE-
va XpwuaTa, e8lKA OTIQ TaneToapieq, CUUTANP®-
VOUV TNV 0paon 0’ QUTEG TIG ELKOVEG, TOTIOBETW-
VTQG TNV OTO (010 eminedo pe TN HUpwdLd Kat
yeuon. O rébog, e v évvola Tng 0pegng Exel
MAayel TIPO Kapou va eival TITuxn g puTtoypadiag
Kal n enavep@avion tou a&ifel Qg POCOXNG HAG.
Ta Kopeouéva Xpwuata nmpoodidouv pia aAAn dla-



0TOON KAl Mapoucia oTa avTikeipeva. Ta noptpaita
AELTOUPYOUV TIEPLOCOTEPO OAV TIAPOUCIES, Tapd
oav avarapaotdoelq. O Kakapouxag rnpoorabei va
OUYKEKPLLEVOTIONOEL KAL VA EVTOTIOEL TO XPWHA
Kal va To mapoucldoel Kabwg «Byaivel arnd To oKo-
TAdL». Mropel va el kKaveig yla 10 Xpwua tou OTL
EVTEIVEL OUYKEKPLUEVES PLYOUPEG OE OUYKEKPLUE-
VOUG X(WPOUG Kat OTL 0 POAOG TOU gival va otauath-
oel TV kivnon, yeuiCovtag Tn OTLyWr... o€ avtibeon
ME TO KeVO 1) TO AdELA0A TOU €AUTOU TOU, OTO

Mouoeio Mnevakn, Ktnpto Mepaiwg
Benaki Museum, Pireos Annexe

OTT0{0 AvaPEPBNKA TIPONYOUUEVWG. MEVIKA, TO OXE-
016 Tou eival akpaio otnv autandpvnor Tou. O
MAKPOTIPGBECUOG OKOTIOQ TOU Eival va pEpeL ToV
KPUUMEVO €QUTO OTNV eMmPAveLld, WG KATadNAwon
TOLOTATWV BePEALOKE avBpQTIVWY, OL oroieg Oev
deopevovTal oUte ano Tnv Tonobecia oute Ao TO
XpOvo. Empével 6TL, 600 TILO TIPOOWTIKOG YiveTal
KAToL0G, TOOO MO AveTa Wropel va Eenepdoel Ta
Opla Kal va oUVoMIARoEL e Tov AAAO.

lan Jeffrey
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Simon Norfolk (U.K.), Et in Arcadia Ego

Ol pwTtoypapieq autég anoteAolv KepdAlala evog
€UPUTEPOU EPYOU TIOU ETIXELPEL VA KATAVONOEL TO
MG 0 TOAENOG KAl n avaykn va deEaxBei, exel
SLOPOPPOOEL TOV KOOUO AG: WG TOOOL TIOAAOL
arno TOUG XWPEOUG TIOU artaoXOAOUUE, TIG TEXVOAO-
Y{eg TOU XPNOLUOTOLOUUE KAL TOUG TPOTIOUG TIOU
avTIAauBavopaoTe Tov eauto Hag, £XOUV SLaMAa-
oTel amnd OTPATIWTIKEG OUYKPOUOELG.

Ta nedia payng tou Ayaviotav kat Tou Ipdk sival
OL TTLO TIPOPAVEIG EKONAWOELG AUTNG NG dladika-
olag. E&loou «media paxng» 6uwg —toria / ermea-
VELEQ ONULOUPYNMEVEG artd ToV TIOAENO- gival oL
arnioTeuteg MOAELQ TIOU UPQOVOUV artod TN Ja pEpa
oTnV GAAN oL MPOCPUYEG, TA NMAPAEeva MePBAAAO-
VTa TIoU dnuLIoUpYEL N NAEKTPOVIKY) TapaKoAoUBn-
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on, N MPOEKAOYIKN CUYKEVTPWOT) evOg AUeplkavou
urioynotou Mpoedpou i To MPOoWIO VOGS vEQPOU
KOPLTOLOU TTou TieBaivel aro AIDS oe pa xmpa
OTIoU TO 1101 arnoduVapwUEVO ouoTnua uyeiag dla-
AUBNKe ard xpovia eUPUALOU TIOAEWOU.

To oTolxeio mou ta «toria» autd SLaBETOUV WG
KOWVO —T1 BepeAlakn BAoN TOUG OTOV TTOAEO-
navta urnofabuifeTal oTIg Kowvwvieg pag. Epeva
EKMANKTOG OTAV avakaAuya 6Tl oL JakpLoi, EuBU-
YPQUUOL, BopuBWAELG, EUMOPLKOL dPOUOL TIOU dlacyi-
Couv Tn yeltovid pou oto Aovdivo akoAouBouv Ta
ixvn evég Pwpatkou dpdou. 2e oplopéva onueia
ol Popaltkég métpeg elval akdun Bappeveg kAtw
ano To ouyxpovo 0d60Tpwua. MNpemel va onuelwbel
OTL TO 0OIKO cUCTNMA TIoU €xTIoav ol Pwuaiol tav



N UUNAOTEPN OTPATIWTIKA TOUG TEXVOAOY(Q, TO LOO-
Ouvapo evog BouBapdioTtikou Stealth 1) evog eAko-
ntépou Apache —La TeXVoAoyia mou EMETPETE OE
pla TEPAOTIO auToKpaTopia va dlatnpel TNV Kuplap-
xla NG Ye éva OXETIKA UIKPO OTPATO TIOU UTopoU-
o€ va Kvnoel ypryopa Kal e acpaAela ¢ autoug
TOUG TIAGKOOTPWHEVOUG OPOMOUG TIOU HTAV ETOL
KATAAANAOL YO OAEG TIG KALPIKEG oUVONKeS. Eival
EKMANKTIKO OTL TO Aovdivo, pia TIOAN BewpnTika
Slapoppwuévn ard toug BactAeig Tudor, Tn Bpeta-
VLK) AUTOKPATOPIA, TOUG BIKTWPLAVOUG PNxavikoug
Kal TN povtepva dlebvn okovoplia, eival xapayue-
VN, AKOUN KAl ONUEPQA, UE BACN TOV EYKATAAEAELU-
MEVO PWUATKO OTPATIWTIKO UNXAVIONO.

OroloodNmoTe evOLAPEPETAL YIA TIG OUVETIELEG TOU

Cats & Marbles

Me tn ouvepyaoia tou British Council kat
Tou Mouoceiou dwTtoypapiag @eccalovikng

TIOAEOU Ypriyopa YiveTal e8IKOG OTa gpeima.
AUTEQ 0L EIKOVEG gival 0 KapTdg NG dlapkoug
€AENG mou aokoUv Tdvw HoU Ta epeimma kal n anel-
KOVLOT) TOUg oTnV TEXVN. Ta epeima oe €pya ONwg
auta fTav/eivalr INOCOPLKEG LETAPOPEG YA TNV
avonoia g urepnPavelag yla to d€og tou Yun-
Aou yla n duvapn Tou OeoU Kal TO CNUAVTIKOTEPO
yla yéva, m patadtnta g Autokpatopiag. ‘OAeg
oL pwToYpaPieq Exouv Tpapnytei petd Tig 11/9, pa
TMOAU 3laitepn emoxn yia va otoxdaletal Kaveic To
OTNOLLO HLOG VEQQ TIAYKOOULIAG QUTOKPATOPIOG TN
KTNVwoia mou aratTelTal yla Tnv Kataokeun Tng Kat
TO TL UIOpPEl va onuaivouv auta ta epeima ya
OAOUG elag.

Simon Norfolk
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[EANa Alkovnuakn, Areikaouara

Mayouat arévavTt 0To paupo pwtoypadifovtag,
onuaivel UMePTIU®W TNV 6pacn emAEYOVTAG TNV WG
OUMMAXO0 arévavTl o’ évav exXBp0o Tou TapaUEVEL
OKL®WONG.

Ta «Armelkdopata» gival AOUCUEVA OTO OKOTAdL.
AuTo, armepyadetal kat eEugpaivel. U auto Kat To
nepBAAAov dev onuaivetal eival Opwg autd mou
evteivel

21a «Amelkaopata» oofel pia ouykpouon peoca
OTO OKOTAOL... Epeig, mapakoAouBoupe tn dlaoTio-
pd Twv Bpaucpdtwv. 'O, Tt pwTiCeTal eival anorel-
pa Auong (;).

Mia duo PopPEG Og KABE OTLYULOTUTIO. APKOUV.
Kat owwrn. EKKW@PavTIKY, Yla va Uropei va akou-
yetal 1 Urnapgn mou €xeL anoKAELOTEL Ao TIq
ouvabpoioelg. Aev TNV apopouv. Agv TnG avin-
kouv. O pwToypaPIlOUeEVOG, 0 AvBpwrog Uiag olo-
vel kplolung kataotaong. AKOuA Kal n — o€ TIPWTO
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enirnedo — MOAAEG POPEQ Kuplapxia Uag npepiag
urtovopeveTal ard ta adnAwta aAAd rapdvta
oTolXEla Tou utalviooovtal TNV Kpion.

2& oxéon Ceuyouq 1) Hovrpeg WG OLAOUETA ) WG
rnidakag pwtodg, oTaTIKG 1) 0 AUYLoNa Bpauong,
TO ONUALVOUEVO gival TavTa To (S0 UTIOKEIEVO
Jag kpioung kaurmng. To dirmoAo ‘adleé€odo —
Auon’ eivat auto Péoa OTO OO0 AOPUKTLOUY,
oTnV MAELOVOTNTA TOUG, Ol pWTOoYPAPieq: oUUBa-
on — EMKovVwvia, Bavatog — £pwTag, arouovwon
— apaoia, pova&la — oinon, mapaitnon — TpEAQ,
pokataAnyn — yvwon. AKOAoUBwg, oL ieplocoTe-
peG onuaivovtal anod eva cUUBOAO KOvOTOTIO
(MVAN, XPOVOG, OVELPOTIOANOT, dnuloupyia, TioTn,
Joipa) Tou KaTapyeital CapkaoTIKA yia va dnAw-
oel 6111 d1EE0d0G — Auon dev eival Tinmote AAAo
ard To PAvEPWUA VOGS VEOU Kal LOXUPOTEPOU —
arno TPV — avaxmuatog, mou {ntdel pia véa Auon.



AyyéAwv Bripa

OL riépotl — dlapuyEg ou pwTiCovtal eEVTEAEL ard
TA OTLYMIOTUMA, UTIPEQV WLa artorelpa AUTPWoNG
Tou, OUWG, YEVVNOE VEQ ATTOPTMATA.
Mapapével aueionuo av TeEAKA oL PWTOYPAPIiES
OxXOoAlaCouv plav avBpwrivn aywvia i neplooote-
0O TNV amorelpa epunveiag g, donAadn tov dLlo
TOUG TOV €QUTO.
«[eploodTEPO PWG» polddel va eival To aitnua
Kal TNV enauplo Tou kabe Blopatog o,TL yiveTtal
PWG ofrvel TV dla OTLyr) 0€ Jla Katagpaon mou
Olakwuwdel Tov eautd TnG. H aywvia dev kataAa-
ylalel o AyKoug Kat otaocidla. MNMapapepiet
ouvexela 1o okoTadl. MN'vwpifovTtag. Eva okotadt
Tou OPwG TIapapevel. MNMetopatikd. APETAKIVNTO Kal
Kupiapxo.
Na Ja ouveyrn axpnoteuon TwV CUUBOAWV...
AnooToAng Kaparavayng
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2UABla AlapavtortouAou, Under Pressure

AvBpwriol Ttou duoKoAeguovTal va Peivouv otn B€on
TOUG 1) va n Bpouv. Mapapopwuevol anod uia
adlopatn mieon mou TNV arnodexovral OTwiKA, oav
Va TIPOKELTAL YLO KATIOLO PUOLKO VOO TIoU OEV WIo-
pouv va rapaBouv. MaBaivouv va pnv avtidpouv
Kal va UTTOPEVOUV. ALOAEYOUV va KpUuYouv Tnv
rieon Tou Toug ackeital, dlaTNPWVTAG TN PALVOLE-
VLK Npepia Toug, mapd v’ avIimapatedouy avorXta
0’ auTrhv. AnodExovTal TNV KATaoTaoTr) Toug e ia
paloxloTIKA eykpdrela. Mpoomabouv va CUUPIALL-
Bouv e To TIPORANUA, eATCOVTAS 1) aKOMA Kal
noTelovTag, MwG auTr n otdon Ba yetaAaxBei oe
Karolou €idoug KAAeoua, 0’ €vav anod pnxavng 6eod
ToU OlWG TIoTE Oev elgavifetal. XagoyeAave arno-
OlwNWVTag nMavta autd Tou ouppaivel Katw arnod
mv erugavela. Npoowna nayweupeva o’ vav
ay@va mou 1 CUUKETOXT) €ival UTIOXPEWTIKNA KAl
VIKNTAG 0’ avadelkvueTal avta n faputnra.

2UABla AlapavtorouAou
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AykaBt AiBouoa Texvng




Jens Liebchen (Fepuavia), MNoAwtikn & Texvn — Texvn & MNoAlTikn
Jens Liebchen (Germany), Politics & Art - Art & Politics

Katd 10 oxedlaopo Tng avéyepong Kat Tng ava-
Kaiviong twv Ktnpiwv Tou Mepuavikou KowvoBouAi-
ouU, TOo 2UMBOUALO Teéxvng Tou Mepuavikou
Bundestag kaAeoe oUyxpovoug KAAATEXVES va
KAVOUV Tn OIKA TOUG OUVELOPOPA OTA VEQ KTAPLA.
AnuoupyvTag £pya eBIKA YA T KOLVOBOUAEUTL-
KA KT)pLa, 00BNKe 0TOUG KAAAITEXVEG N eukalpia,
péoa artd TV TEXVn Toug, va rdpouv BEon yia To
KolvoBoUALo Kal TNV TMOALTIKA, YO TNV APXITEKTOVL-
KN TWV KINpiwy, Tn AelToupyia Kat Tnv otopia
TOUG.

Map’ 6Tl TO MPOYPAUUA CUUTEPIAGUBavE OAa Ta
KOLVOBOUAEUTIKA KTT)pLa, O TIUPAVAG QUTAHG TNG
OUAANYNG apopouce Kupiwg TO KTHPLO ToU
Reichstag e tnv mAouola apxLTEKTOVIKT TOU
napddoon Kat TNV e€€xouca onuacia Tou yla tnv
LoTOpia TOU YEPUAVIKOU KOLVOBOUAEUTIONOU...
...[MeploodTepOL Ano eKATO KAANTEXVEG PIAOTE-
XVNoav £pya Kal EKMPOoWTIoUVTal 0 OAQ TA KOL-
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VOBOUAEUTIKA KTApLa. O pwToypdgpog Jens
Liebchen amotunwoe Tov TPOMO e TOV OTIoi0 Ol
KAAALTEXVEG EUMVEUOTNKAV KAl UAOTIOINOAV TIG
ONUIoOUPYieQ TOUG MEXPL TNV TEAIKT] PACN OTIOU
eixav v eumnelpia TG eykatdoTaong Kat enidpa-
Ong TWV £PYWV TOUG 0TO XWpPo. ‘Ouwg o Jens
Liebchen oAU neplocdtepo anod pia anin kata-
YPAPT), TIPOXWENOE OE HUIA OTIoUdN Yla TNV TIOALTL-
K KOl TOUG KOAALTEXVEG Kal Tn OUVAVTNOTY| TOUG
OTOUG X(WpPoug NG MOoALTIKNG. O Jens Liebchen aux-
MOAMTLIOE OTIC GWTOYPAPIES TOU TN cuvaloBnuatt-
KN €Kelvn OTLYUn KAtd tnv oroia Ta €pya TEXVNG
PBAVOUV OTOV TIPOOPLOUO Toug. ‘OTav eyKATAAEL-
TIOUV TO ATEALE TOU KAAALITEX VN KAl LETAPEPOVTAL
OTO VEO XWPO £YKATAOTACNG TOUG, TIOAU CUuXVa
QAMOKTOUV La OIKY) Toug aveEaptntn Cwn). AlakpLtl-
KA, OPUNTIKA OUVANQA, KAOTAKTOUV TO XWPO TOUG,
KAMOLEG POPEG UE EvaV TPOTIO TIOU O KAAALTEXVNG
oev eixe mpoBAePel. O Jens Liebchen pe 10 pakd



Goethe-Institut Athen

TOU arabavaTtios akpR®G Tn OTLYWr) TOU anoxwpl-
OMOU TOU KAAALTEX VT Ao TO dnuoupynua Tou, In
OTLYWN TIOU ev® cuveyifetal o SLIAAOYOG LeTAEU
TOUG, TA €pya €XOUV apxioel KIOAQG va dnuLoup-
youv Tn 3IKr) Toug Cwr).

H oTiyun Tou anoxXwplopou mou alXaAwTilel n
elKOVa, pavepwvel TaUTOXPOVA Kal U AAAN acu-
VABLOTN ouvAvTNoN eKElVN TOU KAAALITEXVN HE TO
XWPO NG MOALTIKNAG. 1oTE mpLv dev uttmp&e Kovo-
BoUALo T600 aVvOoIKTO 0 KAAALTEXVEG, TIOTE TIPLV
TOOOL TIOAAOL ONUAVTIKOL KAOAALITEXVEG eV pbav
o€ €vav TOOO0 EVTOVO OLAAOYO |E TNV TOALTIKY.

H ouvdvtnon U0 TOCO SLAPOPETIKWV OPALPWY,
OTIWG AUTWV TNG TEXVNG KAl TNG TIOALTIKAG eival
PUOLKO va €xel evtaoelg. O KaAALTEXVNG TTOU
ELOEPXETAL OTO XWPO TNG TIOALTIKNG emBupel va
TOV KATAKTAOEL, gV BEAEL ATTAWG VA TOV UTINPETH-
oel. Arté TV AAAN MAEUPA TO TIOALTIKO TIPOOWTIO
elval apxka eTPUACKTIKO aTEVAVTL O€ QUTY) TNV

QACUURIBaoTN 0pun TNG KAAALITEXVIKAG OnUIOUpPYL-
KOTNTAG. AuToU Tou €idoug TIq evTAoELg, Ol dUO
TAEUPEG Ba TIPETEL VA TIG BLOOOUV Kal va TIG ave-
XTOUV. 2TI§ pwToypa®ieg Tou Jens Liebchen yivo-
VTalL 0paTEG, 0XEDOV TIQ VIWBOEL KAVE(...

...Efpat eutuyng Tou oL KAAAITEXVEG TwV omoiwv
Ta nopTpaAiTa Kat TI§ dnuloupyieg Kropei kaveig va
Baupdoet, TOAUNOCAv va kAvouv auto To Briua
OTOV TIOALTIKO XWPO. Kal 0 pwtoypa®og Jens
Liebchen katopbwoe va akoAoubrioel autn T dla-
dlkaoia pe ertuxia, KaTaypapovtag Kat Epunveu-
OVTAG TNV KAl VA TIPOOPEPEL UE TIG PWTOYPAPIEG
TOU Ml VEQ, BaBUTEpPN OTTTIKN 0TA NdN olkela Epya
TEXVNG...
Wolfgang Thierse
[Mpoedpog tou eppavikou Bundestag

MeTdppaon arnd Ta yeppavika:
Avita ZuplomouAou
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Martin Kollar (Slovakia), Nothing Special

Aéka Eupwralkeg xwpeg eytvav uEAn e Eupw-
nakng Evwong 1o Mawo tou 2004. O pubuodg ava-
MTUENG TG dnuokpaTtiag SLEPepe amod XWwpa oe
XWPQa, KaBwg TAAeuav e TA AOUELVAPLA TOU KO-
MOUVIOTIKOU Toug apeABovTog. Ta maAlh oteped-
TUTIA QVTIKATAOTABNKAV e Kavoupla, Ta oroia
agopoLwenkav oAU ypryopa arnod va eupu Kowvo
OWPaoUEVO Yla TIQ eVTOAEQ Tou lifestyle media. Ta
arnoteAeopara piag tetolag BePlacpévng Kat eTL-
(PAVELAKNG LETAANQENG elval TIEPIOCOTEPO 0pATA
OTO XAOMQ METAEU TWV EATIOWV TNG KATWTEPNG
peoaiag Ta&ng Kkat ™ pigépla TnG YKpiag kabnpe-
pPVOTNTAG TOUG. dWTOYPAYPICw TOUG avBPWTIOUg
oToVv eAelBePO TOUG XPOVO, OTAV dEV DOUAEUOUY,
otav eival eAeuBepol va Kavouv 0O,TL BEAouv. Mrio-
poUV va MAPOoUV LA aropaon eAeUBepa, Xwpig
v eniBAeYn TWV APEVTIKOV TOUG, XWPIg TO
ouvNBLOUEVO AYX0Q KAl TOUG TIEPLOPLOKOUG. Ta
TeAeutaia xpovia mpoorabw va CUAAGBW TIG
AAAQYEG OTN VOOTPOTIA TWV AQWV TNG AVATOALKNG
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Eupwrng. Erikevtpwvoual otn véa peoaia Tagn.
Ot dvBpwriol auTol poomnabouv va oploBeTrcouV
n B€0mn Toug UECA OTO VEO KOLVWVIKO-OLKOVOULKO
ouotnua. To cuotnua a&lwv aAAacel kat padi
aAAGZouv oL AvBpwrioL Kat oL vooTportieg Toug. H
dladlkacia tng MPooEYYLONG TWV HMETA-KOUUOUVL-
OTIKWV XWPWV OTO BLOTIKO emimedo TG AUTIKAG
Eupwring gepvel kal pia MAELada KavoupyLwy Kal
AYVWOTWV dpacTnPELOTATWY TIOU TIPONYOUUEVWG
anayopeUovTav OTIG KOWVWVIiES Hag, Omwg oL dla-
YWVIOUOL Opop®LAG, dla®@opol AAAOL SlaYWVIOUOL,
BPNOKEUTIKEG TEAETEG KAL OPYAVWUEVEG EKONAW-
oelq. Enedn opwg €xouv uloBetnBel amo wa EEvn
KOUATOUPQ, E TN pUoN TnQg oroiag dev Tapla-
Couv, 1 HoP®PN TOUG €XeL heTaAAaxBel. Auth N
aAANnAemnidpacn avatoAng-duong, e Ta ouxva
KWUIKOTPAYIKA AMOTEAECUATA TNG, ival pia akoun
TITUXT| TIOU e ouvapTiadel.

Martin Kollar



Batagianni Art Gallery

Me ™ ouvepyaoia g MNpeoBeiag Tng Anuokpatiag Tng ZAoBakiag otnv ABriva
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Clement Page (U.K.), Sleepwalker

O Clement Page Olepeuva Tnv eumelpia g unvoRa-
oiag ota €pya tou Unknown Disturbance (2004) kat
Sleepwalker (2005).

2710 Unknown Disturbance, nou npofAnénke oto
Trafalgar Hotel Tou Aovdivou uné popoen slide
projection og dUo 08d6veg, eppaviceTal Eva Kopitol
TIOU UTvoBaTel va mepUmAavieTal 0Toug dLadpopoug
auTou Tou &evodoxeiou.

270 Sleepwalker, o Page dianpayuatevetal v
KATAOTOON AUTH Og HEYOAUTEPO BABOG Kal TIAATOG.
To QAU €xEL CUAANYBEL e TETOLO TPOTIO, WOTE va
rpoBAAAeTalL O€ Mapakeievoug Toixoug (o€ duo
086veg), otn Ywvia Tng YkaAepi. 2tn de&la 0B86vn
BAEMOUNE €vav KOLMOWEVO AvTpa va OnkKawvetal ar’
TO KPEPATL KaL va urvopatei, mpoBaivovtag oe Ja
oelpa anod aAAOKOTEG evépyeleg kaBwg daoxilel Ta
OWUATLA TOU OTIUTIOU TOU KAl KATOTLY £EW OTOUG
dpoOpOoUG TNG TIOANG. Ev €idel “eme€rynong”, n apt-
oTepr) 086vn apouctalel Tov dlo avtpa, aAAd
TOUTN TN GOPA avarnaploTavel To 6velpo Tou Tou
eKTUAlooeTal MApAAANAQ e TO EMELCODIO TNG UMVO-
Baciag Tou. T6CO TO OKNVIKO TOU OVEIPOU -Eva ePEL-
MWHUEVO KL EYKATOAAEIUUEVO KTNPLO TEpAOTiwY Ola-
OTACEWV- 600 KAl TO OKNVIKO TOU “Tipayuatikou”
neplBaAAAovTOg 0T Oe€ld 086VN -KATECTPAUMEVA
TUAMATA TNG TOANG TN VUXTA KAAUMUEVA UE YKPAPL-
Tl- TIOPATIEUMOUV O LA TIPOYEVEDTEPN OELPA PWTO-
YPAPLOV TOU KAAALTEXVN, TIq ToroAoyieq (2003),
OTIOU 1) TOAN AELTOUPYOUOE WG HETAPOPA YLa TO
ovelpo. Anwonuéva Turiuata g noéAng avimpoow-
reuav To acuveidnTto. Idwpeva peoa ano 1o T¢aL
€VOG KIVOULEVOU TPEVOU SlakpivovTav TUHUaTa g
TTIOANG TIOU LOG ATIOKPUTTOUV Ol TIOAE0SOUOL: YKPI-
Ceq Cwveg, pnyuHaTa, xaAaouata Kal YKETO.

H armokaAuyn autr) Tou KPUREVOU AElToupyouoe
WG HETAPOPIKO OXNUA YA TNV anwénon Tng KOWw-
VIKNG MVHUNG, TNV OTITIKA eEAAEYN TWV TIEPLOX WV
Twv e€abAlwpévay. Ta idla pépn anoteAeocav To
OKNVIKO yla to Sleepwalker. To pUOIKO CWUA TOU
urvoBatn evepyel OMwg £va autouatoy, Kvntorol-
oUMEVO OXL artd Tn ouveldnTr) BoUANCN TOU UTIOKEL-
pevou, aAAG armd T axaAivwTteq SUVANELG TOU AOU-
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veldnTou. ToUTo OXETICETAL UE VA TIPOYEVEDTEPO
TaPAdELYA TOU AVOIKELOU TIOU EiXE TIapabéael o
Ernst Jentch -to dokiulo Tou oroiou mepi Tou BENa-
TOG TIPONYNRBNKE eKeivou Tou POUVT- AVAPOPLKA e
™V aueBoAia Katé noco Eva EUPUXOo avTIKeievo
nTav 6viwg wvtavo Kal aviloTpopws, KaTa Moco
€va AYuyo avTike{pevo ftav oviwg avaiodnrto. O
unvoRATng epPavideTal cav autopaTov, oav
avOpeikeAo TIOU TO KIvel karola adpatn duvaun.
2TnV npayuatikotta, o Jentch avapépetal anepi-
(PPACcTa OTNV unvoBacia wg Wa KaTaotaon Lkavi
Va TIPOKAAEDEL TNV AioBNoN TOU avoikelou aTovV
nopaTNENTA YU'auTtov akplBwg To Adyo.

To evauopa yr'auto 1o €pY0 NTAV LA TIPOOWTILKN
eprelpia urvoBaciag Tou KaAALTEXvn (6rou, Orwg
0€ [la OKNVA TOU QIAW, KATEOTPEWE TIC ONUELWOELS
yla Jia epyacia Tou evoow urvoBartouoe Kat BERata
ayvoouoe TnV TpAgn Tou auTr PEXPL TTOU aVTIKPLoE
TO Mpwi TNV akartaotacia oTo ypageio Tou). Map’
OAa auTad, TO £€pYo Oev eival aulywg autoBloypadl-
KO, oUTe AelToupyel BepameuTika (e TNV €vvola TG
kdBapong. O Page xpnollomnoinoe v MPOCWTILKY
TOU gUMeELpia oav cUVALOBNUATIKA Unxavr) yla va
evioxUoel TNV €viaon Tou QIAL, AAAG Katomy dLo-
XETEUOE TNV eVEPYELQ QUTA OTn dlepelivnon Tou
patvopevou g urvoBaciag and GIAOCOPIKT, KOL-
VWVIKA KAl TTIOALTIKN okord. Me tnv naykooula ere-
KTQOT) TWV UMEPTEXVOAOYLWV -TWV TNAEUATIKOV
ekelvwv pebodoAoylmyv Tou unepBaivouv tnv ava-
YKaia AEITOUPYIKOTNTA TOU UNXAVIKOU OTOLXEIOU-
KOMTLOUTEP, KIVNTA TNAEPWVA, GPOPNTEG TTPOOWTTL-
KEG LOUOIKEG OUAANOYEG -XIALAOEG OUOLKA KOUMATIA
arnobnkeupéva oe MP3 Player-ouokeueg GPS
(MayKOoo oUCTNUA EVTIOTILONOU PE dOPUPOPOUQ)
K.ATL TIANOLACOUE OAOEVQA KAl TIEPLOOOTEPO OFE [ia
KATAOTAOTN OAOKANPWTIKIG AroppoOenong 0€ eVAA-
AQKTIKEG OlAOTAOELG, EVOANAKTIKEG O€ OXEON ME pia
KOWV(G ATTOJEKTT) MPAYHATIKOTNTA. H TexvoAoyia
urapyet 110n: 080VeQ 0TEPEOCKOTIKAG OPAONG TTOU
pooapudlovTal 0To KEPAAL, YAvTIa LeETAd00NG
OedOUEVWV (TTOU dNULOUPYOUV “elkoVIKA” KUBEpPVO-
XEPLO YA TO XPrOTN OTOV KUBEPVOXWPO), LEXPL Kal



E 31 Gallery

alodntpeq euaiobnToL OTNV TIEON, WOTE O TIANPWS
anoppoPnuévog “KuBepvovaltng” va vimbel ot
ayyilel 0T’ aAnBela avTikeipgeva mou dev UMapXouV
OTOV TIPAYMATIKO KOOHO -TIPAYA TIOU HaG EMITPETIEL
va eloéABoue og dlaoTACELG TIOU BETOUV UMO Au®L-
oBATNON TNV Kuplapxia Kag CUAAOYIKTG KAl KOWVMG
ATMOJEKTNAG MOVADIKAG TIPAYUATIKOTNTAG.

H opolétTa TwVv dlaoTAcEwV auT®V e ToV KOOUO
Tou oveipou dev eival kaBoAou Tuxaia.

MapaAAnAq, n eKBETIKA avArTTugn TG KAMTAALOTL-
KIG Mapaywyng Kal KaTavaAwong Kabwg Kat o ToA-
AQMAQCLAOPOG TNG OMATAANG, AMOKOLUICoUV ToV
MayKOOoULo MANBuoud -ap’ 6Aa autd ot padeq
Supouv yla dvelpa pia Kat oraving kowdrat ma
KAVEIG OKTM WPES TN VUXTA, 0 Kavovag sival PAA-
AOV TEOOEPLG LE TIEVTE WPEG. AVTAAAGOOOUE TOV
E0WTEPLKO OVELPIKO KOOUO TOU ACUVEIDNTOU UaAG e
TOV EEWTEPLKO OVELPIKO KOOUO TIPAYUATIKOTATWY
TIoU yevviouvTal arnd UTIOAOYIOTEG.

O1 dlatapayxeg unvou roAAarnAactaovtat. Amoko-
Boéuaote anod To acuveidnTo, aAAQG, MapadoEwg, N
MEAYUATIKOTNTA TToU Onuloupyouue apxicel va pold-
Cel e to aouveidnto. Evag tplodldotarog, 0Tepeo-
OKOTILKOG KOOWOG OTToU OL TILO AYPLEG PAVTACLDOELG
Mag anéxouv HOALG Eva KAIK TOU TTOVTIKIOU. To
TEPLEXOMEVO TOU ACUVELONTOU aG, KATA Ta Gavo-
peva, dev €xel MAEOV AQVAYKN va Bplokel TNV Ekppa-
o1 TOU 0€ €va Mavopaua HUBKwv CUpBOAwy. Kpu-
poi mobol kat Aavedvouoeg emibupieg prmopouv va
UMOdAUALOTOUV Kal va TPooouolwbouy, Ye tn Bon-
Bela BAUPAoTOV TPLOJLACTATWY YPAPIKWV OTN 0Pai-
pA TNG EKOVIKNG TIPAYMATIKOTNTAG, TO VEO YUnPLaKo
napAadeloo TOU KUBEPVOXWPOU...

Richard Dyer
O Richard Dyer eivat momTtg, apXIOUVTAKTNG TOU TIEPLODL-
kou Contemporary kat fonBdg apXlOUVTAKTN TOU TEPLODL-
kou Third Text.

Metappaon kelpévou: MNavog Toaxayéag
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[wpyog XaldorouAog, Ta okiaxTpa e 2avropivng
Yorgos Chaidopoulos, Santorini's Scarecrows Il

H Zavtopivn eival €évag torog Wlaitepog, neat-
OTELOYEVNAG, OTOU 0 AvBpwIIog, akpoBaTwVTAg
avAapeoa oTnV akWr Kal TNV Mapakun, dnuioupyn-
o€ JlayPOVIKA LoVadIKOUG EMAAANAOUG TIOALTL-
OpoUg pe BauPaoTh CUVOXH Kal TIANPOTNTA.

EEeldikeupgvn EKPAVON TOU AYPOTIKOU TIOALTIONOU
Tou 190U alwva eival To oKlaXTPo. ATIO AELTOUPY!L-
K] OKOTILA ATTOTEAEL ATOTPETTTIKY] KATAOKEUT) TIPO-
0Taolag TWV Kaprwy, Tautdéxpova Ouwg yivetal
QAQPOPUN EKPPAONG YAUTTTIKAG ONULOUPYLKOTNTAG.
ABiaoTa, pe pia eviunwolakr apuecdtnTa, o ToAU-
MAXavog YEWPYOGQ Xelpietal tn doun, Toug a&o-
VEG, TA UAIKA, TA XPWUATA, TA AVAKUKAWOLUA AVTL-
Keipeva, dnULoUPYLVTAG OUYXPOVEG ELKAOTIKEQ
EYKATAOTACELG OTO KAAALEQYNMEVO TOTTIO.
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21N Zavtopivn ol YEWAOYLKEG, KALLATOAOYLKEG,
MAPAYWYIKEG KAL XWPLKES BLAITEPOTNTEG dlarnep-
VOUV OAEQ TIG AvBpOTIVEG dPACTNPLOTNTEG EVI-
oxUoVTag TNV EKPPAOT] LOVASIK®OV TOTIKOV TTIOALTL-
OMIK@V XOPAKTNPELOTIKWV.

O MNnmwpyog XatdormouAlog anod 1o 1965 pwtoypadi-
(el ETUAEKTIKA OKIAXTPA TNG 2avTopivng e OTOXO
va dlacwbel éva, SuoTUXWG UIKPO, MEPOG TNG TOTIL-
KNG MOALTIOMIKNG eumnelpiag. Mpoorabei va anotu-
TWOEL TNV OVTOTNTA TWV EPYWV XWPIG TEXVOAOYL-
KEQ TapePPAcelg. Zuppaxet pe to Torio, Ye Tov
AALO, TOV Aveo, To XpOVo, Yla va arnodwoel auto
TO PBaPTO avOPWTILVO dNULOUPYNHA, TO OKIAXTPO,
TIOU VOMIOTEAEIAKA avayeVvVIETAL KAl POeipeTalL,
AKOAOUBWVTAG TOV ETNOLO KUKAO TNG PUONG.
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Anton, EvTYTIQoelc
Anton, ImPRESSions

Ot Tupvoi 10T *Avrcvn kai of Tupveg

oulrirnon kai deimvo orig 2.10.1998

Eivar dméyepa, p& ouvvedia kai Bpoyr, &ved Eavamdw otd arehiz Tod Anton, ékel dmévavrt otiv yépupa tol Tolbiac. *AveBaivw, ota
Ypriyopa, Ta mévte marwpara Kal yrumdw Ty mopra. Merd 1a kakwoopiopara, dvdpw éva moupdkt, kal ed6Ug, dpxilw va mepiepyd-
Copa, yia moMoari) dopd, 1a £pya Tou. Tautoypévwg kouPevridloupe. ‘O Anton eival é€aipeTikég oyoAaoTikdg, pe épurn edyévela,
povripng, éowatpedric —avoiyel Thv kapdid Tou, otyd—otyd, oav K6Kkivo Tptavrdpulo. “H culjmon pag frave mo yéviun érav
olwTToUoaye.

Tol Anton Tol dpéael va pwroypadiCel kal yupveg yuvdikeg. Mol E€nyel 6ti, 1) mayida adtdv Tév mpokarapkTik@dV dwroypadiiv
glvat 6 aviknrog £pwriopds. BAémw dplopéveg dwroypadieg pé maotika yuvaikela owpara. Zekivdpe pia oudimon yid 1o koppl
Tiig Tuvaikag. Aipvidiwg, 1} mdpra dvoiyel kai pmaiver Eva Omépoyo olwmmAo Kopitat, Tou dpyilet va Eeyupvwveral. Mpopavig,
givat 1o povréo ol Anton.

Mikdpe ENVIKG, yia va pn pdg katakaBaivel o Eamlwpévo yupvo KopiTot, o ¢aiveral kohakeupévo, Emeldr) pavrdleral mhg
oyoNialoupie TV dpopdtd Tg. “Qordoo, éueic dAa Aépe. “O Anton Erolpdlel Toug MPOPOAEIG kal oTrvel THv pwToypadikr Tou
pnxavr). Kai Aéet oty koméha va yelpel ToupAwpévn).

‘O Anton é€akohouBel va pwroypadilel. Zkuptog otd Tpaméll okailw kdrt makia oxédid Tou. O kpirikol Téyvng mpémet va eival
Tuphol. Kai, Bacikdg, dev dyamodv Toug {wypddoug. “Ev 1& pera&d, 1o yupvo kopitat dvadelet. Mapiotdvw TOv coPapd, Emeidn)
eipat Gvaotarwpévog.

"Apya ) viyra, Tyape kal pdyape oto omitt g Ndvriag. *Akolyovrag pouotkr, kofraya otov Toiyo, 6mou firave dvnpTnpévog
ékelvog 6 mivakag mou deiyvel Tov Nupvo pe TV makdun oto orfbog.

Téooepig Cwypddol, "HAia Merpdmoudou, *Exdooeig Nepéhn
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Médouoa AiBouoa TExvng
Medusa Art Gallery
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Mémm Aoulakdkn, Stage on Fire

H pouoikr| eival n éUrveucn Kat n oknvr) 0 Kap-
Bdag. To ocwpa Kat To TPOCWIO TOU JOUCLKOU TO
QAVTIKEIUEVO HoU. Me evdlapEPEL 1) OTLYUY, TIOU UE
TO XTUMNUA NG MPWTNG votag Eekiva n dpaocn Kalt
ToviCeTal n ékppaon.

To owg Tou MPOBOAEA TTapakoAOUBEL TNV Kivnon
Kal KAvel TO OWa va potadel pe yAurto. Kabwg n
P J Harvey avatpixldlel, Ta otpag arnod 10 popeua
avtavakAouv To yaAa&ia tou cwpatog mg. O
Karvog maipvel popen otav o Tonino Carotone
karviel pe noundbela. O BloAlotng Warren Ellis
METAUOPPWVETAL O HAEOTPO. H TANBwEIKOTNTA
Qg Marianne Faithfull kuplapxet akoua ki 6tav
onkwvel To ToTrpL va dpoototei. O Nick Cave pot-
el va kpaTlETal 6pBLOG arod TO PWS TOU TIPORo-
A&a KaBWG EAKeTAL Ao T AVOLXTA XEPLA TOU TIAT)-
Boug. Ta @idla amd 1o TaTtoudl oto 1odL TG Lydia
Lynch priepdeuovtal pe Ta KaAAWALA TNG OKNVAG.
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Miow ard 1o ekotaclaouEvo pdowro tou Gil-
Scott Heron EempoBAAAEL TO UTTACO TOU ATTOPPO-
Pnuévou unaciota tou. O Kraftwerk yivovtal éva
JE TNV OTTIKOAKOUOTIKI] TOUG dnutoupyia. To xEpL
TIOU OnNKWvel o Isaac Hayes evappuovicetal pe autd
Tou Beatn. O Screamin’ Jay Hawkins kat o Lee
“Scratch” Perry “avapouv” tn OIKr) TOUG GWTLA OTN
oKnvr.

ToTte, Jla vea oknvn Heoa otnv \on undpxouoa
onuloupyeital kat o Beatng ewTiCeTal Kat railel To
OlKO TOU POAO. Xopeuel, arnoAauBavel, EKOTAOLA-
Cetal. Ki eva BpiokeTal ekel yla va aroAauoel
OTLYMI) TOU KAAALTEXVN, EVTEAEL (el EVTOVOTEPA TIQ
TIPOOWTIKEG TOU OTLYMEG.

H oknvr €xel NAeKTPLOTEL KAl 1) KATAYPAPN OE
AOTIPO HAUPO €XEL EEKIVAOEL.

Mérn AoUAaKAKN



[aAAKO IvoTitouTto ABnvv




MeTpog 2o0Pkitng, Axavia
Petros Sofikitis, Achania

“Otav n arouocia yivetat aBactaytn, Ta rnaxvidla Tou puaiou apxiouv 1o dik6 Toug malXvidl...”. Eva
nayvidL oav éva TaidlL ou odnyel TV Yuxr) oe pa GAAn didotaon... Tn dldotaon Tng axaviag.

Mia didotaon orou n Yuxr aropovoveTal, Paxvel, avalntd... ETOTPEPEL OTO TIAPEABOV TNG, cuvavTta
Ta nMaAld g ‘sivar’.

Kottd prpoota... GAAoTe peAayxoAkd, AANOTE TIAAL Xapoupeva. AANOTE xopeuel KU AAAOTE KABeTaL.
KAeivel Ta pAtia TG Kal ovelpeUeTal PEoA OTO (BL0 TNG TO OVELPO Kal XOopeUEL Yla va eEQYVLIOTEL, apou-
YKpaZeTal TOUG 1)X0uUqg Tng dlag g TnG aupag.

2’ éva XWPO OTIoU eMKPATEL TO AMOAUTO AEUKO, N (dla eival Kupiapxog... ZUVTACOEL KAl AQVACUVTACOEL TO
Tortio... 2TNPLCOPEVN TTAVW OF A paupn YPauun, xapddel Tnv ropeia mng.

Mua ropeia mou dev teAewmvel ToTe... Mia mopeia nmou dev Koltd ToTe KATW... Mia iopeia orou 1 eEEAIEN
oev otapatd... Mwa nopeia 6rou ouvavta ta MaAld NG CUPMAEYHATA... TOUG YUPVAEL TNV TAATN Kal Ta
Eemepvael...!

‘Otav nAgov gurmvnoel, n aroucia navel va eival apactaytn... Mpérnet va naget va sivatr afactaxm...
AaAALG TO Ta&idL nTav patalo.

Métpog ZoPkiTng
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Hwg, Xwpog Texvng
Eos, Art Space
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EAEvn MaAwykoupa, Self-Portrait
Eleni Maligoura, Self-Portrait

T elval automopTPaiTo; ZeKvaw W' auTn TNV epw-
mon. Eivat n eikdva Tou eautou, 6Uwg yla rola
elKova WAGue; Autnh Tou BAETOUNE OTOV KaBpE-
@TN; TNV €lKOVA TIOU £€XOUV OL AAAOL YA ENAG;
AuTd nou BEAouE va Oeixvoupe 1 TIou vouifoupe
OTL €ipaoTe; TNV UALIKT TIPAYUATIKOTNTA TOU OWUA-
TOG Hag; Tig QUAEG OKEWELG LaG KAl TA CUvVaLoBT)-
pata; H elkova mou €XOUKE YA TO OWUaA Hag eival
QroOTIAoNATIKS. MopoUpe va mapatnerioouue
AUEDQA POVO EVa UIKPO EEWTEPIKO TOU TUNUA. To
MPOOWTIO Pag deV UMOPOUKE va To SOoUKE TIapd
MOVOo oToV KaBpEPTN aAAd kel n elkdva eival
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AKaurTn Kat aabng kat avreoTpappevn. H kivnon
pag pag dapeuyel. O OmTIKOg TPOTIOG TIOU EKPPA-
Coupe Ta ouvalolnuaTa pag pag dlageuyel erti-
ong. MNwg propouv va yivouv eikova 6Aa autd; O
PWTOYPAPOG £ival UTIOXPEWHUEVOS VA AVTIHETWTT-
o€l Ta EPWTNUATA AKOUA KAl 0TV TEPIMTWOoT TIoU
oev B€AeL va IAROEL Yla TNV €KOVA Tou aAAd va
urtodubei eva poAo. H Auon mou Ba dwoel gival
KaBapd TPOoWTTIKY| Kal eEapTatal anod 1o Babud
rou eival dlatebelpevog va ekTebel.

EA&vn MaAtykoupa



ArTower Agora - ArtNet Galleries
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NTtiva KouurouAn, Movoypapicc
Dina Koumbouli, Monographies

dwToypagilw, ue Anyelg contre plongée, kabnue-
plvoug avBpwrioug, Tou wvtag cuppLBacuevol
OTIQ OUYXPOVEQ KOIVWVIKEG OUVBNKEG, OeV €XOUV
navrote Tn duvatotnTa va eivat auto mou Ba ert-
Bupouoav o eauTodg TOUG.

H douAela toug, n lepapxia, n euBUYPAUULON e
OpLOpEVA TIPOTUTIA £ival CUVBAKEG TIOU VOUOTEAEL-
aK@ 0dnyouv og autr TNV aAAoTtpiwon. Avayka-
OMEVOL VA CUUTIEPLPEPOVTAL TIEPLOCOTEPO OUUPW-
Va [E TIG AVAYKEG TOU POAOU TIOU £XOUV Arode-
XB¢ei, Couv o OUVONKeG dLXaoUoU: AUTO TIOU TIPAY-
MaTIka sival, €pxetal avTILETWTO e auTd Tou Ba
néeAav va sivat. H aAnbvn TautdTnTa TWV avBpn-
MWV, oUxVQ, eival KAAQ KpUUEVT TIOW ard v
KaBnuepvoOTNTA TOUG, TN {Wwn TOUG, TOUG OTOXOUG
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TOUG, TIG OUMTIEPLPOPEG TOUG.

[MTou Bpioketal OUwG autn n BabLd KPUKUEVT, TIIOW
Qo TOUG KOWVWVIKOUG pOAOUG, TAUTOTNTA TOUG;
lowg oTIq “arnookeuég” Toug. Miow ard 1o Mpoow-
nelo Tou KOoWVwVIKOU pOAOU TOUG, BLOVOUV TN OTE-
pnon g eAeubepiag, TPOGIOKWVTAG TN OTLYMN
mou Ba To rneTd&ouv Kal Ba vtubouv Tnv mpayua-
TIKA “evdupaoia”, Tnv “evoupacia” ou Toug
eKPPACeL Kal TNV €xouv navta padi Toug.

Mwa oglpd WTOYPAPL®OV Yla TNV TAUTOTNTA TIOU
AavBavel miocw anoé Tov KaBnuepwvo pOAo Twv
avepwrwyv — EEvo pouxo.

NTiva KouurouAn



Aykdbt AiBouoa Téxvng
Agathi Art Gallery
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ABnva Xpovn, People (2tepeookortikn MooBoAn)
Athina Chroni, People (Stereoscopic Projection)

“Av fuouv aniwg Tepiepyn, Ba ftav oAU dUoko-
AO va Tw O€ KATOoLoV «BEAW va €pBw OTO OTITL
OO0U Kal va KaBioelg va ou PIANOELG Kal va [ou
Melg v oTopia TG wnGg oou». @EAW va Tw, oL
avBpwriol Ba aravtrioouv «Eioal TpeAr)». ETUMAE-
ov, Ba KAeloTOUV OTOV €aUTO Toug. H Kapepa
OMWE eival eva eidog adelag. Apketol avBpwriol
enbupouv va toug 6068l autn 1 Tpocoxn”.
Diane Arbus
Susan Sontag, lMepl dwtoypapiag

And oAU pikpr) 110N nAkia, ol “payilkég” Tplodld-
TAateg €IKOVEG ToU view master pe ouvapnalave
TOOO (HOTE VA TIPOOTIABW ETipova, aAAd patala
BéRata toTE, Vva avakaAUPw TO PMUCTIKO. AUTO TO
METUXA O¢ peyaAuTtepn nAkia.

Ol elkbveG Pou OKNvoBeTNUEVES e AITOTNTA,
KATaypAaeouv dlapopeTikoUg avBpwroug pEoca
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OTO XWPO TOUG 1 €W aro auTdy, LETWTIKA, TTavta
KATW ard ouvbnKeg PUOIKOU PWTIOMOU Kal CUxVA,
MEYAAWV XPOVWV ANYNG, LE TO XPWHA VA CUURAA-
A&l OTNV ArnoTUMNWOoN Kag AAANG TPAYHATIKOTN-
TOG.

H ermAoyr) gou va mapoucldow Ta rnopTpaita tng
OUYKEKPLUEVNG VOTNTAG E OTEPEOOKOTIIKY) TIPO-
BoAn poékuPe amod TO YEYOVOG OTL EUPLOKOUEVOG
0 BeaTrq 0g AMOAUTO OKOTAdL, HMOPEL va ATopo-
vwBel arod Tov TePIBAAAOVTA XWPEO Kal va elodU-
O€l KUPLOAEKTIKA HECA OTNV €lKOVA, £XOVTAG TNV
aioBnon Tou xwpou, Tou BABoug Kal Twv arnooTa-
OeWV YETAEU TWV OTOLXEIWV TIOU TNV anapTiCouv.
2TOX0G HOoU, TO duvaTOV TILO JLAKPLTIKO OTEPED-
OKOTIIKO ArOTEAECNA £TOL WOTE N €IKOVA VA PNV
MPooeAKUEL AOYw TIBavou eVTUTIWOLAOHOU aAAG
AOYW TIPOKAAOUNEVNG OUYKIVNONG.

ABnva Xpovn






[avvng Kwotapng, Idiwtikoi Xwpot | & 11
Yannis Kostaris, Private Spaces | & Il

Epxetal (eloBdAAeL;) kamolog OTo OTiTL 00U, OTO
dwuaTLd cou, OXL Yla A ouvnBlopEvn eriokedn,
QAAAQ e OKOTIO VA arooTidoel EIKOVEG TIG LOWWTL-
KNG ¢wng oou. Ta nmpwta Aertd eival SUOKOAQ.
ZagVIKa VIKBELS Ta XEPLa ooU, TO OWHA OoU. Towg
METAVIWVELG TIOU dEXTNKES. 'O00 Tepva 1 wpa
OMwG Byaivelg ard tn SUCKOAN KATACTAOT), AVOi-
YEOQL KAl apriveoal £kBeTog. dwToypddploa cuvn-
Blopévoug avBpmToug Tou dev eixav wToypapn-
Beil Eava. Mpoomndbnoa va eipatl anooTaclononue-
VOG Kal 000 Yivetal va punv unapyxw wg eutoypd-
(OgG, va apkoupal og O,TL HOU ETIETPETE O PWTO-
YPAPLLOUEVOG, BAETIOVTAG TOV OQV HEPOG TOU
XWPOou. H ouvtoun ocuvavinon &gV eMTPETIEL
neploodtepa. EEAANoU, dev eival Kal Aiya autd
TIOU UToPOUV va AroKaAupBouUv.

18-22 etwv EKTOG and toug PpoLtnTeg TG enap-
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xlag, ol meplocdTEPOL {OUV L€ TOUG YOVEIG TOUG TO
OwHATLO TOUG gival 0 IBIWTIKOG Toug Xwpog. EEw-
oTpeEPElg, BEAOUV va deixvouv ToV KOO0 TOUG.
‘OAa onuaivouv 1) Bupiouv KaTL. H pexpl Twpa
Cwr) Toug e BaupaoTikd. H aoTIKY opolopoppia
QAMEXEL HEPLIKA XPOVIA. ZUVEX(DG XTUTIAVE TA TNAE-
Pwva, KUpiwg yla va kavovioouv Tt 6a kdvouv To
Bpdadu.

30-35 etwv lowg yla apkeTouq ival n apxn Kag
MOKPAG opolOpop®Ng TEPLOdOU. ZOUV LOVOL TOUQ
N He Tov (TnVv) oUVTPOPS TOUG KAl Ol TIEPLOCOTEPOL
eV €Xouv akoun madld. Exouv dextel TNV AOTIKN
KAVOVIKOTNTA -Kavarneg, oAubpoveg, tparelapia,
TAebpaon- oTiiTL KABapo TIoU KPUREL TIEPLOCOTEPA
ano 60a aroKaAUmMTeL. Ta TNAEPwvVA XTUNAve
ouveEX®G O’ éva arnod autd eival n untépa Toug.

Yldvvng KwoTapng



Aleph
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Photo Booth: Self Portraits

Diana Gallery-Down Town

group exhibition self-portraits of 30 photographers plus...

TitAog: PhotoBooth, Self Portraits

MovTtéAa kal pwtoypagol: KaAAltexveg mou naip-
vouv HEPOG oTo 130 Alebvr) Mriva dwtoypapiag
Kal 6yl povov

2KnVvIk6: Evag uroAoylotng iMac

O¢ua: Ot pwTOYPAPOL AVTIUETWITOL [IE TNV KAUEPQ-
086vn evog NAEKTPOVIKOU UTTIOAOYLOTY) QUTOPWTO-
ypapifovtal Kal armokaAUmTovTal 0Toug Beatég wg
eKeivol vouigouv.

H pwtoypdplon £ylve 0Ta OTOUVTIO-YpaPEeia TOU
EAAnvikou Kévtpou dwtoypapiag.

H €kBeon «Photo Booth» daveiletal Tov TiTAO TNG
and TO OUWVUNO TPOYPAUMA NG eTalpeiag napa-
YWYNG NAEKTPOVIKWV UTtoAoyloTwv Macintosch, 1o
oTI0{0 KAl KATEYPAWE T AUTOTIOPTPAITA TIOU
napouatagovtal.

H 18€a g dnuioupyiag autng g EKBeoNG TIPOE-
Kue amo TIG avTOPAoELg TWV PWTOYPAPWY Kal
OXL LOVOV, TIOU OLOAOYOUNEVWG NTAV OPKETA
evolaPEPOUOER, OTAV, EPXOUEVOL OTA Ypapeia Tou
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E.K.®., TOug {ntrbnke va XPnOLLOTIOo0UV TO
MPOYPAUMA KAl VA auTo-gwToypapnbouv. AAAOL
kabloav avevooiaoTa amévavti ToU Kal «Enatgav»
ME TIQ dUVATOTNTEG TIOU TOUG MApEeixe TO TPo-
YPauua, GAAOL TO anoPAactoay YETA and AAAETIAA-
AnAeg dlampaypatevoelg kat dAAol, {ntwvTag Eva
live-show, k€pdloav xpdvo yla va UrnopEcouy va
e€olkelwbouv pe v WEa. MNpog 1o nMéEpag tng dla-
dlkaoiag, To OUVOAO TWV PWTOYPAPLOV TIapousia-
oe Vv €ENg opoloTNTA: Kapia eikéva dev Buue
TO KAQOIKO PWTOYPAPIKO TIOPTPAITO Kal KAVEIG
PWTOYPAPOG dev TIAPEKAUPE TNV TEXVOAOYIa.
AvTiBeTa, Tn Xpnotpornoinoav Kat karotot paAlota
€€avTANTIKd, aAAolwvovTag o€ PeYAAo TI0000TO,
QAVOAOYiEG, OXALATA, XOPAKTNPELOTIKA KAl AAAEG
AETITOUEPELEG.

Ol pwToYypaYpies auteg apouctalovtal otnv
€kBeon «PhotoBooth» kat ot pwtoypdpol exkTiBe-
vTal oTa BAEPPATA TV Beatwv OXL HECW TOU
€PYO TOUG AAAd pECW TNG ouvBeong NG idlag
TOUG TNG EIKOVAG.



MauAog duoakng
Tovia KaAAiavn
Morm AouAakakn
MéTpog ZoPIKiTng
MEANQ Atkovnudkn

lNdaykog ABavacorouAog
Morm Metoivn
Avavupog doTtoypdeog
AAeEAVOpPa ZialomoUAou
Ntiava Mriuooytéavvn

Kwotng Avtwviadng
ANeEAVOPa MooxoRn

2UABa AlapavtomnouAou
Mapiva Koplohdvo-Aukoupegou
MNwpyog KatodyyeAog




Chuck Close (USA)

Chuck Close

Robert Rauschenberg, 1996

Copyright Chuck Close

Courtesy Pace/MacGill Gallery, New York

Edw kal Téooeplg oxedodv dekaeTieq o Chuck Close
Jl€ TO OUVOAO TOU £PYOU TOU KAl XPNOLLOTIOIMVTAG
OO TO PAOHA TWV PECWV OUYXPOVNG TEXVNG, OeV
rnavel va enavarpoodlopidel TNV Evvola Tng MPoow-
noypagiag kat va dieupuvel Ta 6pla tg. Eite mpo-
KeLTal Yo wypaglkd TopTpaita, ite yia ¢wToypa-
Pleq kal XapakTikd, o Close e KABe €pyo ToU “XTi-
Cel” 0NV KUpLOAeEia pia povadikn OTTTIKA eurelpia
yla to Beatm.

Me péviuo 8€ua Tou To avBpwrvo MpoowTo, oTav
&V XPnOLUOTIOLEL TOV £QUTO TOU WG LOVTEAO, O
Close eruAgyel peTagu oilwy, ouyyevmy Kal ouva-
OeAPWV KAAALTEXVWYV, EKEIVOUG TIOU N OYn TOUg
onuoupyel wa urtoBANTIKA - KABNAWTIKA ekova. O
Robert Rauschenberg, o Jasper Johns, o Lucas
Samaras, 1 Cindy Sherman, n Kiki Smith, o Philip
Glass eival karola povo arno ta dldonua PovieAa
TOu.

2UVETIapUEVOG amnod KABE LoP®T OTTTIKAG avTIANYNG
KAl aKPOoBATWVTAG HETAEU MPAYUATIKOTNTAG KAl
Yeudaiobnong, o Close katakepuatifel cuveldnta
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Chuck Close

Lucas, 1996

Copyright Chuck Close

Courtesy Pace/MacGill Gallery, New York

KAl TAUTOXPOVA aVAOUVOETEL UMPOOTA OTa HATLA
Jag Ta €0WAQ TWV HOVTEAWV TOU WE TIPWTN UAN Jla
PWTOYPAPia TTOU TPARTXTNKE UE AUOTNPEEG TIPOdLA-
YPQPEQ (TA MOVTEAQ TIPETIEL VA KOLITALOUV EVTEAWDG
QAvEKPPAOTA TO PAKO, 0aV AYAAUATA, CUXVA E TO
OTOUA EAAPP®G AVOLXTO) Kal TNV TIPOCBTKN eVOQ
TUTIoU d1apavouqg XapTloU JAILETPE TIOU ATTAWVEL
navw NG, o Close “peTa®Epel” TIPOOEKTIKA TA
PWTOYPAPIKA dedopéva o KAPPRA 1 oe AAAN eTpa-
VELQ XPNOLUOTIOWVTAG AAPAPRNTIKEG KAl APOUNTIKEG
ouvteTaypéveg. O TEAIKOG TOVOG ETUTUYXAVETAL e
AUOTNPA PEAETNUEVEG ATIAVWTES OTPWOELS XPWUA-
TOG.

2NV MPWTN ATOWLKN Tou €kBeomn otnv Xippas Gallery
otnv ABrva, o Close Ba mapouclaoel XapaKINPELOTL-
KG delypata and TIQ TIO YVWOTES OEIPESC PWTOYPA-
PLOV KAl XAPOKTIK®OV OTNV KaplEpa tou. Av kal n
KATATUNON TWV elKOVWY oTa €pya Tou Close napa-
TIEUTIEL OTN XPNON NAEKTPOVIKOU UTIOAOYLOTY), TIPETIEL
va onuelwdel 6TL kapia anod TI§ pwToypadieq kal Ta
XAPAKTIKA TOu dev anoteAel Pn@Lakr) avaTumwon
QAAAd TIOPAPEVOUV aKPALPVAG “Xelporointa”.



xippas gallery







0>
Oceuatikec Opadikee EkBeoelg
Thematic Group Exhibitions



To PWTOYPAPIKO TIOPTPAITO: ArO TO iXvog OTNnVv aAAnyopia
The photographic portrait: from trace to allegory

2uvolopyavwon: Mpo&evikd Zmpa EANGDOG,

Mouoeio dwToypapiag @sooalovikng,

H avBpwrivn Hop®r|, KAAALTEXVIKO BEpa dlaxpovi-
KOU eVOLAPEPOVTOR VLA TIG EIKACTIKEG TEXVEG,
urmp&e €vag ano Toug BACIKOTEPOUG KLVNTAPLOUG
MoxA0UG NG pwToYypaAPiag 6Tav auTr| eppaviotn-
ke Tov 190 awwva. H dloykoUuuevn aoTikoroinon,
PoLoV pag paydaiag ekPLoPNnxXaviong mou pep-
VE TOUG AYPOTIKOUG TIANBUCHOUG OTNV TIOAN O€
avagntnon epyaciag kal KaAUTepng TUXNG, eixe
WG arnoTéAEOUa OAO Kal TIEEPLOCOTEPOL AvBpWTTOL
Va XPNOLUOTIOoUV TN pwToypapia wg ¢tnvd HECO
QAroTUTIWONG TNG TIPOCWTIKIG KAL KOWVWVIKTG TOUG
TaUTOTNTAG. ETOL, TIapAAAnAQ e ta «erionua»
PWTOYPAPIKA TTOPTEAITA TIOU PIAOTEXVOUVTAV ATIO
OLAKEKPLLEVOUG KAAALTEXVEG AVATTTUXONKE |Lla
TPAYUATIKY Blopnxavia mapaywyrng avarnapaoTta-
oWV TNG avBpWTIvng HOPPNG, N onuacia g
oroiag otn dApOPPWON TNG ATOULKNC Kal GUAAO-
YIKTIG OUVEIdNONG TWV avBpwnwv givat avurioAoyL-
otn.

Ao Vv enoxn Hadlkng mapaywyng Tou cabinet
portrait kat Tng carte-de-visite £€xouv Tiepacel
TOAAQG XpOVLa, TIUKVA O eEENIEELG, TEXVIKEG Kal
ALOBNTIKEG, YIA TO PWTOYPAPIKO UECO, TNV KAAAL-
TEXVIKA Tou kata&iwon, Tn Badutepn dleicduon
TOU OTNV KabnuepvotnTa péoa anod Tig EPpapuo-
OMEVEG TOU TTAEUPEG. H pwTOoYpapIkh avarapd-
oTaon g avepwrivng HoPPnS MOAAANAQCIACTN-
KE EKTOTE TIOOOTIKA, EVQ AMEKTNOE CUYXPOVWG
eupeia EKPPAOTIKA KAl XPNOTIKYA TOKIAGTNTA. H
npoowrioypapia MpocéAafe, eVAAAOKTIKA, Xapa-
KTNPA KOWVWVIKOU VTOKOUWEVTOU, TIEPINYNTIKOU
XPOVIKOU, TIPOCWTIKAG aprynong, avaugng tng
MOPPNAG HE TOV KEIUEVIKO AOYO, ETAPOPLKAG TIPO-
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O€YYLONG NG €vvolag Tou Xpodvou. MNfpe akoun
Hop®1) aAAnyopiag TIou OXETI(eTaAL e TNV Evvola
NG TAUTOTNTAG N TNG OKOYEVELAG, WG ePePaiw-
on 1 urnopvnon NG avpwrivng rapouciag. To
TOPTPAITO £YLVE AKOUN TIPOPACT), OKNVOBETNEVN
A auBépuNTN, YA TNV EIKAOTIKY dlepelvnon GAAwV
BepdTwV Kal TIPORANUATIOU®Y 1), AAAOTE, TIEdio
MEPAUATIKAG avalntnong péoa and UBPLOIKEG,
UNPLAKEG avanapaoTaoelg. H petaugpieon kat n
MApaAAQyn NG HOP®NQ £6e0E EPWTAMATA, N
arnoucia TG £ylve 0g KATIOLEG TIEPLTTTWOELG EUPA-
VTIKOG UMALVLYHOG e Uap&LaKn 1) TIOALTIKY aro-
XPWON. 2& OAEQ QUTEG TIG EKDOXEG, KAl AKOUN
MepLooOTEPEG TOU dev elval TPAKTIKA KAl ouola-
OTIKA dUVATOV va avagepBoUV 1) va eKTPOCWTN-
BoUv avaAuTIKd og A €KBEOT), TO PWTOYPAPIKO
MoPTPAITO deV OTANATNOE VA EUNVEEL KAl Va
eKMAN00€L. H ékBeon To pwTOYpaAPIKO MOPTPAiTO:
ano To {xvog oTnv aAAnyopia dev ouVIOTA WA
Mepdlapaon otnv LoTopia NG pwTtoypapiag mop-
TPAiTou, aKOUN Kal OTn oTeVOTEPN EAANVIKY TNG
ekdoxn. AroTeAel pla avBoAoyia Epywv ano
OUAANoYn Tou Moucoeiou dwtoypapiag Ocooalovi-
KNG TIOU AMOKAAUTITOUV IKPO PEPOG amo TIG eEEAL-
KTIKEG TAOELG TOU PeYAAOU Kal ONUAVTIKOU autou
BepatoypapIikou mediou, OTIOU TO LOTOPIKO KAl TO
oUyXpPOoVo, TO EMMIONUO KAl TO AVETIONO, TO TOTIL-
KO Kal TO JleBVEG, TO AloBNTIKS KAl TO KOWVWVLIKO,
OUVBETOUV LA agr)ynon Tou SLAAEYETAL DLAPKWG
Je TO Xvog TnG avBpmrivng HOPPNG KAl TNV OXE-
TIKA QUTOVOUN EIKAOTIKY €EEAIEN auToU TOU
ixvoug. H ékBeon erxelpel emiong va katadei&el
TO €UPOG TWV {NTNUATWV TIOU Avoiyel TO PWTO-
YPAPIKO TIOPTPAITO, HEOA ard &va TIPAYHATIKO
AOUTO TPOCEYYioEWV.

HpakAng Mamatwavvou



16pupa EkaoTtikwv Texvav dilrrou Toxpttdn
Fillipos Tsichritzis Foundation for Fine Arts

Xplotiva KaAumapn, Kndepovia. Ano m oelpd Mikpég lotopieg EykAelopou, 2002.




Méavvng Kwvotavtivou, Ano tn oelpd The model, 2000.
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Xpriotog KoukéAng, Mpoowreio (4). And Tn oelpa MNpoowrieia, 2002.1otopieq EykAeiopou, 2002.




Corbis Outline 25

3

/. B

2uvdlopyavwon: Apeiron Photo, Corbis Outline, “TexvémoAlg” Tou Arjuou ABnvaiwv

ca. 2003. Actress Keira Knightley © Kenneth Willardt/Corbis Outline/Apeiron Photos

‘EkBeon pwTtoypapiag mopTpaitou oUyXpovwy dle-
BVMV MPOCWTIKOTATWY YL TNV ETETELO TWV €KOOL
névte Xpovwv tou Corbis Outline, Tou erpaveéoTtepou
TpakTopeiou 0To €id0g AUTO Og MAYKOOWLO eTMEedO.
H ¢kBeon amoteAel pla avadpoun Twv CnuavTikoTe-
PWV PWTOYPAPIKOV TIOPTPAITWY TOU TIPAKTOPEIOU,
€PYQ ULOG TIAELADAS DLOKEKPLLEVWOV PWTOYPAPWY TTIOU
€0W Kal eikool TEvTe ¥povia napouactdlovTal oTa
HEYOAUTEPa EAANVIKA Kat dlebvr) évtuna. Ot pwTo-
Ypapieg G €kBeong arnelkovi(ouv MPOCWTIKOTNTES
and Toug XWPOUG TNG UTIOKPLTIKAG TEXVNG, TNG MOUGL-
KNG, TG MOAITIKAG AAAd Kat SLAONUOUG aKTIBLOTES
and Tov eupUTEPO XWPO TOU TIOALTIOMOU.

Eddie Adams, Ruven Afanador, Kwaku Alston, Guy
Aroch, Marc Baptiste, Edie Baskin, Gavin Bond, Julie
Dennis Brothers, Regan Cameron, E.J. Camp, Ludovic
Careme, Matthias Clamer, Danny Clinch, Joseph
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Cultice, Carlo Dalla Chiesa, Stephen Danelian, Roberto
D’Este, Sante D’Orazio, Claude Dhien, Marion
Ettlinger, Davis Factor, Daniela Federici, Deborah
Feingold, Roberto Frankenberg, Thibault Grabherr, Jill
Greenberg, Timothy Greenfield-Sanders, Mark
Hanauer, Gregory Heisler, Robin Holland, Troy House,
Sam Jones, Naomi Kaltman, Phil Knott, George Lange,
Henry Leutwyler, Danielle Levitt, Andrew Macpherson,
Anthony Mandler, Mary Ellen Matthews, Yariv Milchan,
Jack Mitchell, Michael Muller, Jason Nocito, Frank W.
Ockenfels 3, Michael O’'Neill, Jerome de Perlinghi,
Stephanie Pfriender, Richard Phibbs, Aaron Rapoport,
Matthew Rolston, Albert Sanchez, Rocky Schenck,
Bonnie Schiffman, Martin Schoeller, Peggy Sirota,
David Slijper, Brian Smith, Lance Staedler, Art Streiber,
Jean- Patrick Swirc, Alberto Tolot, Ben Watts, Stephen
Wayda, James White, Timothy White, Kenneth Willardt.



TexvomoAlg Anpou ABnvainv
Technopolis of the City of Athens

23 lan 2000. Lucy Liu © Julie Dennis Brothers/Corbis Outline/Apeiron Photos
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European Eyes on Japan /
Japan Today vol.8

Kavovtag pa emokénnon oto «European Eyes
on Japan | Japan Today ».
To pwToypadkod project «European Eyes on Japan

/ Japan Today» Egkivnoe To 1999 Kal £épepe

PWTOYPAPOUG aro dLAPopeg XWPeg TnG Eupwring
otV lanwvia pe evolagePoV yla tnv xwpa, WoTe
pEoa and ToO €pyo TOug va avakaAuyoupue Eava
TTAEUPEG TOU OUYXPOVOU TIEPLBAAAOVTOG TIOU BEw-
poucape dedouéveg R ayvoouoape. Ot SOUAELEQ
TOUG TapouctacTnkav oe ekBéoelg otnv Eupwrn
Kal oTIg enapxieg g lanwviag émnou Tpafnxtn-
Kav. 2Tnv Eupwrin d66nke £€T0L N eukalpia va
EemepaoToUV TA OTEPEDTUTIA KAL VA eKTEDEL OTOUQ
Beatéq n lanwvia Tou ofuepa. Méxpt onuepa 35
Eupwraiol pwtoypdpol €xouv EMOKEPTEL Kal
pwToYypaPioel e To KO TOUg TPOTIO 25 emapxieq
g lanwviag. To project mpoBAemneTaL va cuveyi-
o€l eTACLA Kal va KaAUWel OAeg TIq 47 emapxieq
g lanwviag.

Artistic Director
Mikiko Kikuta

KiL autr) T xpovid, 6mwg Kat TNV mponyouUuevn,
aveéBeoa To project o TEOOEPIG PWTOYPAPOUG. TO
va EMIAEYELG PWTOYPAPOUG Jotalel Alyo pe To va
AUvelg éva nadA. Ztnv apxn Oev NUoUV Kav olyou-
pn Yla ToVv TEAIKO Toug aplBud. Emelta oPpeilw va
AGBw Ut 6Yn HoU TO XAPAKTAPA TWV TOTIiWV ToU
B8a pwToypapnBouV Kal TI§ BeUATIKEG avnouxieq
Kal TIPOCAVATOAICHOUG TWV PWwToYpdpwv. Exo-
VTaGQ owpeUoeL TOU KOOUOU TIG TIANPOPOPIES Kal
MN Yvwpifovtag TEAKA TO €i00¢ TNG pwToypadiag
Tou Ba TpoKUYeL, KaBe Xpovo eEeTAlw UAIKSO 50
nepinou pwtoypagwv. Movo duo KplLthpla givatl
TPAYUATIKA aVEAAOTIKA. To €va eivatl OTL, OEdOUE-
Vou OTL peooAaBel povov evag xpodvog avapeoa
OTNn PWTOYPAPNON KAl TNV €KBEOT, Ol PLWTOYPAPOL
TPEMEL va eival EUMeELPOL 0TO va dNULIOUPYHOOUV
pla cuAAoyn arnod tn SOUAELA TOUG Kal va TNV
napoucloouv og pla €kBeor). Kat 1o AAAo gival
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OTL dev TIPEMEL va €xouv (noel otnv lanwvia. H
attia ya To deUTEPO KPLTNPLO eival OTL dev BEAW
va elval emnpeacpevol amnod ylanwveCIKa Taumou
KAl oUPBaTIKOTNTEG yia TO TL Bepata appolouv va
PwToypapnoouv. To 1o onuavTiko eivat, av Kat
dlaturniwvetal Povo apudpd, va erAeyouv pwTo-
Ypagol «mou Ba pag deiouv autod mou eleiq TIoTE
MEXPL orpepa dev eidape, auto Tou dev Ba avaka-
AUrttape ouTe eleiq oL idlol». O KOOUOG amoTeAE(-
TalL aro TEPLOCOTEPA TIPdYHATA art’ OTL eival yia
pag opatd. Av dev nTav €101, dev Ba eixaue Tnv
avAaykn TG ewtoypaeiag 1 NG EIKACTIKAG
TEXVNG. Exovtag autég TIq 10€eq OTO HUAAO [oU
€€eTACW TO UAKO TWV GWTOYPAPWYV KAl TOUG
EPWTW Yla TIG OIKEQ TOUG okEWeELS. M’ auTtd Aotrdv
ToV TPOTIO, av KAl apyd, OPLOPEVOL PWTOYPAPOL
€AKovTaL TIPOG TO project oav va Bpiokouv
OWOoTH Toug Béon o’ €va madA.

Enediw&a va cuumnepAdpw tov Pentti Sammallahti
oe auTod To project dtav Oe LA ATOUIKA TOU €KBe-
on oto Toklo 10 2003 n auoTtnpn PWTOYPAPIK)
TOU €K(PPAON OU ATIOKAAUYE TOV ECWTEPIKO TOU
KOopo. Emmpeaopévn iowg anod tnv npoéAeuon
TOU - YEVVABNKE Kal eyaAwoe oTo Bopelo KAipa
™mg divAavodiag — kat anod v duvartr) eviUnwon
TIOU HOU €kavav oL pwToypadieq mou TpaRnge
OTNnV aneAmoTIKY raywvid g Pwoiag, n douAela
TOU Jou RpBe aubopunTa O0TO HUAAS dTav aroga-
oloTtnke va TpapnxTolv puToypapieg otnv enap-
xia g Fukushima 10 @BLvOTIWPO KAl TO XELUWVA.
H EAévn MaAlyoupa dev poladel pe kavévav aAAo
PWTOYPAPO TIOU €Xw TIOTE ouvavtnoel. Exel pa
EKTIANKTIKTY) TIOWKIALQ Kal eUp0og. PwToypapilel pe
APLOTOTEXVIKO TPOTIO OKNVEG TOU OPOUOU, aro-
pelyovtag woTOO0 va napel BEoeL, KATEXEL ova-
OlKA TNV TéXVN va dlafadel Tnv Toroypadia Kat
EMMAEOV €ival QvOLXTr OTNnV MPOKANOT TOU TELPa-
MATIOMOU TIAVW OTO TIOPTPETO. AvakaAuya ayvw-
0TeQ dUVATOTNTEG OTNV TAON TNG vVa OToxeUEL
€UBEWQ OTIQ aTparoug mou n idta g n dnuoupyt-
KOTNTA TNV KATEUBUVEL.

H Karin Borghouts pe eviuniwoiaoe e eva povadt-



KO €EWPUAANO TIEPLOBIKOU. AMd TNV eTLPAVELD EVOG
KOOOU TIOU ArOKOAUTITETAL OKOUA KAl e TO va
OUOTIELPWVETAL, PAVEPWVEL EvVa EEXWPLOTO TAAE-
VTO VA QVAKAAUTITEL AMOOTIACUATIKOUG CUUBOAL-
OMOUG KAl TIPOOEKTIKA AVACUPEL OKNVEG TIOU EUEIQ
Ba eixape apapAePel. Eipal mepiepyn va dw TIQ
AETTOUEPELEG MO TNV TOTIOYPAGIA TNG OUYXPOVNG
lanwviag nou Ba avadubouv avayAupeg OTIG
PWTOYPAPiES TNG.

['voploa Tov Z1pdto KaAapatn arod Tn ¢uTtoypa-
QLK oUAAOYT «Journal 1998-2002». ZuviBwg
eljal ETIPUACKTIKY) arévavTl oTa TETPAywva Qop-
MAT 6X6 TIoU SlEUKOAUVOUV TNV Mapouasia Tou ypa-
PIKOU OTOLXEIOU XWPIG wOTOCO VA EMITPETIOUV TNV
Tautdxpovn avadelgn g npoowrikétnTag. H
OOUAELA TOU STPATOU OPWG €polale TIOAU dlago-
PETIKN. Me YONTEUOE N CUVBETIKY) IKAVOTNTA TIOU
KAAALEPYNOE PECQ AMO TNV eumneLpia Tou, n dLakpL-
TIKT) TOU AQOOCiWoT 0T ACHUAVTA KAl N EKTIANKTL-
K] TOou arddoon OTO va ToToBeTEl Ta BEUATA TOU
OTOV TETPAYWVO AUTO XWPO Kal va Ta PETAPOP-
PWVEL OE TIPWTAYWVIOTEG.

Enetta and v €AoY TwV uToypa®wyv n OAn
elkoOva Tapepelve BOAN Kal XPELAOTNKE TNV NAapo-
00 £VOG aKOUA XPOVOU. TO TEAKO ATTOTEAECUA
elval n mapouoa pwToypaPIkh cUANOYR. EAMICWw
WG £0TW Kal OplopEVOoL AvBpwriol Ba douv Tipdy-
pata rou dev eixav Eavadei, 6a avakaAuyouv
KATL eVIPUPQOVTAG HOVOL TOUG.

Shuji Kogi

Secretary General,

EU — Japan Fest Japan Committee

0O 6yd00¢g T6H0G TNG oelpaqg «European Eyes on
Japan / Japan Today» anoteAeital anoé €pya
PWTOYPAPWV TIOU ETILOKEPTNKAV TNV larnwvia anod
™ ®wAavdia otn Bopelo Eupwrn, 1o BEAylo otn
KEVTPLKA kal TNV EAAGSa otn voTio Eupnrm.
Mépaoav To PBIVOTWPEO Kat ToV Xelpuwva Tou 2005
oTI§ emnapyieq TG Fukushima kat g Saga, €0T1a-
ovtag TNV TIPOCOXNA TOUG OTNV aPTIacidwTn pou-

.EUml
‘ fest
Tiva g vIémag Kabnueplvotntag. Agv TO0UG
{nTtBnke va kataypayouv 6oa Euabav 0Toug
AYVWOTOUG auTtouq Toroug. AoUAedav meploooTe-
0O Yla VO GWTOYPAPICOUV CUVNBLOUEVEG OKNVEQ
NG KABNUEPLVNAG POUTIVAG arod A OKOTILA «TToU

E€XOUME AYyVONOEL», «TTOU HOAOVOTL 0paTr), dev
BAETOUNE ».

Kottdlovtag TIg pwToypapieg mou TpapnxTnkay,
EVIwoa WG 1 GuToYpaPia €Xel KATL KOWVO Je TNV
artayyeAia Tou haiku. Xpnotuorolwvtag dekaemnta
povaxa CUANQBEG, oL TIoiNTEG Tou haiku piAouv ya
TIQ EMOXEG TOU £TOUG KAl UPVOUV TNV OHOP®LA TNG
(UONG Kat To nabog g avepwrivng (wng péoa
ard owkeia, kabnuepva yeyovota. Kal o pwtoypa-
(POG XPNOLUOTIOIWVTAG TNV KAUEPQA KAl TIG AKTIVEQ
TOU QWTOG KATA TIAPOHOLO TPOTO, EKPPACEL dLAPO-
PEG «AANBELEG» TIOU UMTAPYOUV OTO TIEPLIBWPLO TWV
«YEYOVOTWV», TA OToia anoTteAOUV TUNUA TNG
KABNUEPLVAG Mag pouTivag. «Agv EEPOULE TIOLOG
QAvakAAUYe To vepd» APATH)PNOE 0 BEWPNTIKOG
g ernkowvwviag Marshall McLuhan, «&€poupe
WOTOOoO TWG dev ATav Ta Yapla». AUTH TNV €MOXN
TepvoUE TIOAAEG PEPEG TNG CWNQ HLAG ATTOOTIWE-
VoL artd TOV OYKO TWV TIANPOGOPLMOV. TO EpWTNHA
TIOU €PXETAL OTO TIPOCKAVLO €ival av auTéd mou
Bewpoupe KaBnUepvOTNTA Pag EXEL Yivel TOOO
apepalo kal eUBPaAUOTO OMWG €ival TO VEPO yia Ta
Yapta. H yatia evog putoypagpou Tou Koltasl ar’
€Ew TO OIKO pag evudpeio, Hag PokaAel va erma-
veEETAOOUE TL ONuaivel va ¢oupe. KL auto urmp-
£e 0 OKOMOG QUTOU TOU PWTOYPAPLKOU TIPOTLEKT.
O Kenji Miyazawa €ypage OTL «T€XVn elval n
MPA&N NG LETALOPPWONG TWV KABNUEPIVQV TIEPL-
oTacewy, iTe evOQ ATOUOU €iTe plag opadag, oe
KATL BaBUTEPO KAl TIIO wPaio». Ot PWTOYPAPOL
auToi pag €del&av peoa anod tnv TEXVN TOUG, WG
n Kabnueplvh pag poutiva eival katt fabla oucta-
OTIKO. MATwG n onuacia g t1exvng oev Bpioketal
Movaxa oe pakpva tortia ou Ta replBAAAEL Evag
pavduag YONTPOoU Kat Baupacuou, aAAd oAU
MepLoodTEPO OTNV Tapoucia Tng YEoa oTov Kabé-
Va ag, OTIG KABNUEPLVES LAG OUVNBELEG;
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2Tpatog Kahagpatng (EANGDQ), Saga 2005
Stratos Kalafatis (Greece), Saga 2005

To Ta&idL yla tnv Saga Eekivnoe ouolaoTika padi
[e TN Xapa NG MPOETOLACiag 0Tn ©e0oaAoViK.
2UAAOYT TIANPOPOPLOYV, XAPTEG artd TO (VTEPVET
Kal U0 PWTOYPAPIKEG UNXAVEG, OUO PWTOUETPA,
OUO0 MAATeGg, dUO GAQG, TIOAAG PIAU KAl TIOAAQ Ceu-
yapla KAAToEeG.

dtaocaue otn Saga padi pe T Mikiko. H Eevaynon
aré ™ Nopapxia Atav eEALpeTIKA Kal oUVTOUA
€uelva uovog yla va meplypadw oe eikool HEPES
QUTO TIOU artd PAakPLa mpooradouoda va GpaviaoTw.
Aropdotoa va doulePw oe dUO {wveg. =eKlvouoa
VPIQ TO Tpwi KAl oTapaTouoa YUPw OTIG TIEVTE,
OTaV L€ aroxXalpeTouoe TO KOKKIVO pwg. Eva
KaAO yeuua kal dUO-TPEIG WPEG AMOYEUMATLVOU
urvou, pou €dvav To dikaiwua yla éva deuTepo
YUPO pTOYPAPIONG, avalnt®vTtag TNV AAAn
MOAN, QUTAV ToU EETUALyeTaL TN VUXTA OTOUG OPO-
MOUG HE TA WIap, TO AAKOOA, TIG PWVEG TWV VEWV
Kal Ta avepeAa QIALA.

21 Saga 6Aa gival o Ta&n. Naotpika, cuppale-
MEVQ, “Opoppa”. ZTolxela Tou Tpoudlouv Eva
PWTOYPAPO TIoU €xel LABeL va OUAEUEL OTOUG
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puBuoUg Kat TN XaAapotnta Tng Meooyeiou. Ot
EIKOVEG €OV KPUMMEVEG KAl 0AV O€ TaLXVidl
ETPETE VA TIG avakaAUPw, OKaAilovtag ota
X6pTa 1) Yupifovtag emipgova To BAEUUQ HoU OTa
MIKPG Kat acrjpavra.

H peyaAn €KmAngn ftav n enaen Kat n yvwpluia
MOU HE TOuG avBpwroug. Autoug Tou yia Alya
AETITA N YA TIEPLOCOOTEPN WPA, TUXAIa 1) TIPO-
YPOAUUATIOMEVA, OTABNKAV UMPOCTA OTO PAKO OU
Je riepioolo oeBacuo, Baupaocuo Kat EKTiUnon.
Mépa arnéd Tiq elkdveg, TIOU TTAVTOTE £ival 1 apop-
MR va MANCLAoWw TOUG avBpmTious, UTIApXeL KATL
Mo Babu kat aAnBivo. Katl cav KpUUUEVO HUOCTIKO,
TOU ElELVE THOW [oU eKel 0Tn Saga, auto mou
€fnoa pe Toug Mr. Sadatomi, Ms. Sasaki, Mr. Fuijita,
Mr. Altug, Mr. Go, Ms. Hitomi, Mr. Kuga, Mr.
Nonaka, Ms. Mariko, Mr. Yoshiro, Ms. Minori & Ms.
Madoka. TéAog, o Norio kat n Tome, n ‘OlkoyEveld’
Mou eKel, elval pa apopun apkeTn yia va BEAw
navta va yupiow miow.

21patog Kahapdang



Kalfayan Galleries
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EAEvn MaAwykoupa (EAANGSQ), Japan Project — Readings Il
Eleni Maligoura (Greece), Japan Project - Readings Il

H lanwvia Atav ya péva pa xwpa pudkn. Ot
TMAALEG €IKOVEG TWV Zauoupdl, Ta TIAALd Tpayou-
Ola, Ta UTEPOXA KILOVO Kal T Upaocuata, oL TeAe-
Toupyieg, To auoTtnPd EBILOTUTIKO, N EUYEVELQ,
OAQ, EIKOVEG OTO HUAAD HOU, TIPOEPXOMEVEG ATIO
TOV KIVNUATOYPAPO KUupiwg, aAAd Kat artd
AoyoTtexvia, Tn (wypAPIKN Kal TN LOUCLKN. Htav
pla xwpa rou dev eixa eruoke@Bel aAAd mavta
nBeAa va yvwpiow.

‘Otav pou ¢Atnoav va mdw eKel Kat va pwtoypa-

®iow to voud g Fukushima, To mpwTto cuvaiodn-

Ja Tou évimoa HTav Xapd Kat auéows HeTa
®OB0G. HEepa KAAG WG N HUBIKT €lKOVA TOU Jua-
Aou pou Ba epxOTav oe CUYKPOUON LE TNV Tpay-
MaTIKOTNTA, AAAQ OeV 1)Eepa o€ ToLo BaBO.

MeTd dpxloav Ta epwTHUATA YA TO TIWG PWTO-
YPAPIZEIG KATIOLOV TIOAITIONO eVTEAWS JLAPOPETL-
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K6 arnd 1o OIk6 oou. O MpwTOog Kivduvog eival va
OTPAPEIG 0TN YPAPIKOTNTA, VA ApXIoELS va KUvN-
Y@G TO Mapa&evo, To dlAPOPETIKO, OUWG AUTO TIOU
eival dlapopeTikd yla oéva, eival cuvnblopévo
ekel. O 0eUTepOg Kivouvog eival va punv apnoelg
va erevepynoet To mepBaAlov navw oou, va
ouvexioelg e TIG OUVNBeleq KAl TIG EMMOVESG OOU
Kal To Ta&idL va un petapoppwbel oe eurmelpia.

Mg ¢pxeoal kovta oe évav Toro; Nwg Tov kaTa-
AaBaivelg; Mg prnopeig va katahdPelg Toug
avBpwrioug Tou av dev E€pelg Tn YAwooa; Aev
propeig, sioal EEvog, e SLAPOPETIK VOOTPOTIIA,
OLAPOPETIKA KOUATOUPA.

dtdvw Kal dev Bpiokopal LECA OTO OKNVIKO TWV
TAWVIOV 0AAG O€ TIOAELG TIPAYHATIKEG, AXAVEIG,
aeopPNTEG OTNV TIPWTN MaTld. Ta KaAwdla rviyouv
TOV oupavo, kavéeva onuadt ypapikétntag. Ot xlo-
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voBueAAeg SladéxovTal n pia v aAAn. Ot dvBpw-
TIOL POPAVE LATPIKEG HACKEG, Oev BAETIW TO TIPO-
owrod Toug. Eival yia to kpuo; Na ta WKpopLa;
Aev E€pw. Ma karowa pikpd dlaotrnuata pyaivel o
AALOG 1) aNMA®G oTapatdael va Xlovicel.

MeTd TO MPWTO COK, TNV TEnoidnon o1t dev Ba
MIOPECW VA GpWTOYPAPIoW Tinota, apxifw va
SouAelw. Mpwta e TO PUOLKS TOTTO, TO TILO PIAL-
KO , ard OAa auTO TIOU AVTIOTEKETAL ALlYOTEPO
oTnV gpunveia, Heta pe TIg rmoAetg. O AvBpwriot
ATAV TO OUCKOAOTEPO KOPUATL TNG SOUAELAG AAANA
KAl TO TTILO YONTEUTIKO. ‘OAa ATAV SLAPOPETIKA: N
YA®OOQ, Ol CUVHBELER, O TPOTIOG AVTLUETMOTIONG
TWV TIPAYHATWY, aKOUA Kal N YAWoOoa TOU OWua-
T0G. OL dvBpwriol Tou eneAe€a va puwtoypapiow
eival avBpwriol kabnueptvoi, cuvnBlouévol, avBpw-
TIOL TIOU OUVAVTAG OTO JPOO, OE XWPOUG DOUAEL-

AiBouoa Téxvng Aévaov
Aenaon Art Gallery

Agq 1) dlackédaong, n onuepLvn lanwvia. H emkol-
VVvia pag ftav avaykaoTika HECw TNG GwToypa-
PIKNG UNXAVAG, LOU ETIETPEMAV VA AMOTUMMOW
pia elkdva Tou €aUTOU TOUG Kat autd, 600 Kal av
elval ouvnBlopevn dladikaoia, dev mavel va eival
€va dWPO TPOG TO PWTOYPAPO.

H pubkn lanwvia mou eixa oto UaAO pou dev
UTTApXEL T, €XEL AVTIKATAOTABEL YE [la elkova
TLO TIPAYHATIKA, ME A Kalvoupyla eppnveia Tng.
Twpa dev eipal epwteupévn pe TNV lanwvia aAAa
€ TOUQ KATOIKOUG NG, YIaTi apd tnv EAAeldn
erKovwviag Le ekavav va aobavw oTL Bpioko-
paL oe evav TOTo PIAKO Kal GLAGEeVO.

EA&vn MaAltykoUpa
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Karin Borghouts (Belgium), Saga

2av Toug dAAouUg, avapwTiOouva KL ey TL Ba
owTtoypdplla otn Saga. Eixa, érwg Kt oL 1eploco-
TEPOL AVOPWTIOL UTTOBETW, KATIOLEG XAPAKTNPLOTL-
KEQ elkOvVeG TNG lanwviag oto puald pou, vaoug,
MVNUEiQ, YKELOEG, LOVTEPVA APXITEKTOVIKA KAl
TEXVOAOYIQ, YIAMWVECIKOUG KNMOUG, YLATTWVECIKA
okiToa Kat aAAa rapouola. Exoupe pa arno mpw
OLAUOPPWHEVT EIKOVA YIA QUTA TN XWPaA Kal Ta
TAEOIWTIKA évTura dev KAvouv Tirmota yla va
dlayeuoouv.

TL KotTéZouv ot AvBpwriol Kal TL dev BAEMOUY;
AUTO OU (pAVNKE HLa eVOLAPEPOUCA aPeTNpia Kal
aopnoa n dlaicbnon ou va pe odnyroeL oTo va
anogaciow mou Ba naw.

dwToypagifw TAvTa TOoTIa: TOoria KOVTA OTO OTI{TL
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MOU Kal YWVLIEG 0 Eupwmalkeg MOAELS, TUNUATA
OPOUWV Kal KTNPiwv, TeEXVNTA OKNVIKA oe (WOoAOYL-
KOUG KATOUG Kal KEVTPA Yuxaywyiag, eowTepl-
KOUG XWpPoug. AvacuUpw TO BEUA TNG PwTOYPAPIag
Mou €Ew amod TO MAAICLO TOU KL £TOL TO HETAUOP-
POVW, XWPIG wOoTOCO va KATaPeUyw 0 PWTOYPA-
OIKA TPUK. H elkdéva yivetal autévoun Kat dlatnpel
pla aiobnon puotnpiou. Aev aprvw TimoTa otnv
TUXN, ano®acifw akplP®g wg Ba puToypapiow
Kal Kadpdpw To Bepa pou. MpoTiu® Eva oudETEPO
PWG. 2ZNUAVTIKA gival eTiong kal 1 andoTaon ava-
Jeoa og PEva Kal To BEpa pou.

2tV €€oxn KATaAnyw og Toria rou BewpouvTal
«OYEUTIKA» Wla Kal €Xel TOTIoBeTNOEL eKel KATOLO
TAYKAKL i} €va TIapaTnenThpLo, éva napabupo ue



B€a oe KAroLo BLaITEPO PHEPOG. 2TIG TTIOAELG KOLTA-
Cw Ta aflobeata Onwg To PeOTIRAA punaAoviou
oTn Saga, To PeoTIRAA Tou Karatsu Kunchi, kat
TNV NapadoolaKr) KEPAWLKT) TEXVN OTO Imari Kat
Vv Arita.

To epmTnUa «TL Ba €mperte va avarapaydei;» tibe-
TalL anod kabe pwtoypapia, aAAG mapapevel ava-
navinto. OucLaoTIKA «T{moTa» eV AMOKAAUTITE-
TaL. Adeleg OKNVEG Kal oupavoguoTeg, oav Beatpa
Oixwg nBoroloug, KUKAOPOPLOKO XA0G, KALLATIOTL-
KA OWUATA, TA Uriepdepéva KaA®OLa TOU NAEKTPL-
KOU, Ta OTUTIA WE TIQ EEWTEPIKEG TIEVOUOCELG KAl
Ta nMapabupa and aAoupivio. 2Tn pwToypaia Ta
MAavTa dSIapoPPOVOVTAL OE LA OPYAVWUEVT EVOTN-
Ta oav auTr va nTav n npobeon & apxnq.

a.antonopoulou.art

To va Tagdevelg o pia xwpa orou dev KaTaAa-
Baivelg ouTte Wa AEn kat dev uropeiq va Eexwpi-
oelg oute éva ypdupa, 6rou Tpérel va BpeLg 1o
OpPOUO 00U PEAETWVTAG dUCAVAYVWOTOUG XAPTEG,
OTIOU 1 TIOALTIOTLKT) TIPOEAEUOT TWV KATOKWV KAl N
VOOTPOTIa TOUG dlapepel TOOO and tn JIKY oou,
TO va TagoeUelg Aolrdv e autd Tov TPOoro eival
pia wlaitepn eumelpia. Qotoco £T0L KatahaBaivelg
mv lanwvia. YIapxel KATL TO OLKOUPEVIKO OTOUG
avBpwToUG ToU TO VIWBELS eUKOAQ. MNapa Tig
MEYAAEG SLAPOPEG, AVTIKPUCOUUE TA TPAYUATA KAl
YEVIKA AOXOAOUNAOTE e TIG UTIOBEDELS g, TIEPI-
Tou JE Tov 010 TpoTo, 6nwg otnV Eupwrn €10l
kal otnVv larnwvia.

Karin Borghouts
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i(p+r)/n Changing Faces:
WORK

H ¢ékBeon «Changing Faces : WORK>» napouctadel
EMTA BE0ELG TNG OUYXPOVNG PWTOYPAPIag OTO
B¢ua «Epyaoia - Work», oL oroieg pwTtoypapnon-
KV 0€ JLOPOPETIKEG EUPWTIALKES XWPEG OTO TIAQ-
olo Tou International Photography Research
Network (IPRN). Méoa ané 1o mpdypayua
«Changing Faces», mou amnoteAei Tunpa tou Eupw-
natkou Mpoypduuatog Emxopnynoswyv «Culture
2000», To IPRN avabétel poTleKTq 0 PWTOYPA-
(Ooug, Ta OTioia eKTEAOUVTAL KATA TN JLAPKEID TNG
€MioKeWnQ Kat SLaPoVAG TWV GWTOYPAPWY OE [ia
Eevn xwpa oe dlaoTnUa PePK@V eROOUAdWV.

To dikTtuo auTtd SnuloupynBnke e MPWTOROUAia
Tou University of Sunderland (MeyaAn Bpetavia) To
2004. 10 MPOYPAUNA CUMUETEXOUV TO Museum
Folkwang, To Arts Council England, To Dom
Fotografie Liptovsky Mikulas (AoBakia), To
Paradox kat to University of Leiden (OAAavdia) kau
1o University of Jyvaskyla (dwvAavdia).

2komo6g Tou «Changing Faces» eival va evBappuvel
PWTOYPAPIKEG EPYAOCIEG TIOU Eival APLEPWUEVEG
OTIG KOWVWVIKEG AAAQYEG KAl TNV TIOAUTIOALTIOUIKO-
mTa o pia dleupupévn Eupnrm. Ztnv nepiodo
peta&u 2004 - 2008 €xouv MPOYPAUMATIOTEL
avTaAAayEG, avaueoa oe déka €EL DLAPOPETIKEG
XWPEG, OUVOALKA 18 pwToypapwyv. Kevipikd BEpa
OAWV TWV PWTOYPAPIKAOV EPWV gival n «gpyacia»
(WORK), éva B¢pa rou emavépyeTal KABe 1600
OTnV oTopia TG pwToypadiag, yeyovog nou kabi-
oTartal EMApKNg AOYog yia Tnv e§€taon g onua-
olag Tou kal ofjuepa. Kabmg unapxet pia BepeAlm-
ong aAAayn, €€ altiag Twv SOUIKOV AAAQY®V KAl
NG MAYKOOWLOTIONoNG OTOV TOUEA TNG EpYAOiag,
TO B€pa auto evdlapépel eE0OU OAEQ TIG XWPES
TIOU OUUUETEXOUV OTNV avTaAAQYn TwV puToypd-
Qwv. Ta etrola anoteAéopara, ard ta Tpia Xpovia
OUVOALKA TTou dlapkei To Tipoypappa «Changing
Faces», Ba rmapouotalovtal TOO0 HECW TNG EKDO-
ong KataAdyou 600 Kal HECWw TNG dlopydvwong
€kBeongq. Emiong, Ba opyavaveTal kal Eva €100
oupnoolo érou Ba ocudntouvTal oL dLAPOPES TITU-
X€¢ Tou Bépatoq «Epyacia».

H €kBeon «Changing Faces: WORK» mapoucialel
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TA MPOTLEKTG TIoU UAoToenkav to 2005, emta
PWTOYPAPWY, OL OTIOIOL ETIAEXTNKAV VLA TO TIPWTO
€70G Tou «Changing Faces» amo6 pa emTport) g
XWpPag Tou Toug GLAo&évnoe. Mpooeyyifovtag
PWTOYPAPia ard APKETA SLAPOPETIKES APETNPIES
eEeppaoav éva eupl pacua tng onuaciag g
AEENG «epyacia» onuepa. MNa napddetyua, o
OA\avd0g pwToypdpog Rob Hornstra cuvebeoe
katd TN dlapkela NG rnapapovng tou oto National
Museum of Iceland Reykjavik €va KpLTIKO TOPTPETO
™G LOAQVOIKAG KOWVWVIag, Klag Kovwviag avtiue-
TWMNG KE TNV augavouevn Blounxavorioinon Tou
KarnoTe Mapadoolakou europiou aAleiag. EWdikoTe-
pa, oto ¢€pyo tou «Roots of the Runter», ectiace
uéoa armod TIC PWTOYPAPiEg TOU, OTNV KATAOTAON
mg veoAaiag.

H pwToypdpog Renja Leino, rou @lAo&evnonke
oto J.E. Purkyne - University oto Usti nad Labem
™™g Anuokpartiag g Toexiag, mapatrpnoe
OUUTEPLPOPA TTALSLWY KAl VEWV UTTPOCTA OTOV UTIO-
AOYLOTH TOUG — €va WECO TIOU PETARAAAEL EK
BaBpwv ToV KOOWO TNG gpyaciag — yia Tn oelpd
mg « Absent Minds».

O Thomas Neumann, €vag ¢wToypapog anod 1o
Diisseldorf erikevipwBnke oToug enayyEARATIKOUG
OTOXOUG Kal Ta HEAANOVTIKA OVELPA TWV POLTNTOV
OTO V€O KpdTtog peAog TnG Eupwrnaikng Evwong,
™ ABouavia. Katd m didpkela g mapaovig Tou
oto Contemporary Art Information Centre oto
Vilnius ouvouiAnoe pe véoug arod t ABouavia.
Aroomtdopata arnod TI§ oudnTroelg AUTEG OUVODEU-
OUV TIG avarapaywyeq SLaPnULOTIKOV KATaxwper)-
OeWV TIoU OeiXVvouV TIC CUANOYIKEG TIPOTIUNOELG Kal
AroTEAOUV TUNUA TNG KATAOKEUNG TOU [e To dvoua
«Lithuanian Rocket».

O loAavdog pwtoypdpog Orri ta&idePe yla To mpo-
TCekT TOU 0To Dom Fotografie otnv 2Aofakia. 210
epyo tou «Without Work» dnuioupynoe HeTapopeq
Yla TNV KAtdoTaon Uag Xwpag mou KaTta tn OLKN
TOU OTTTIKNA TipooTiabel akéua va rnpoodlopioel Tn
B¢on g otnv Eupwrm.

To Ceuydpl Twv ToExwv pwToyYpAPwv Stepanka
Stein kat Salim Issa pwTtoypdploav Ta PKpa dla-



Steidl

Aelppata anod Tnv kabnuepvotnTa HEA®V NG Ppe-
TAVIKNG epYATIKAG TAENG oTo Newcastle upon Tyne
yla T oelpd Toug «Ordinary Living» kat ¢lAogevn-
Onkav oTo Locus+ agency.

TéNog 0 AlBouavog pwtoypdgog Arturas Valiauga
010 TPOTLeKT ToUu «Still Identity» ouykpivel T Cwn)
Twv AlBouavav otnv OAAavdia Je autnv Twv
OA\avdwv otn ABouavia. Eival n wn avBpmrwv
Tou COouV OTIG QVTIOTOLXEG XWPES €€ APOPUNG TNG
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epyaoiag toug. NpookekAnuévog tou University of
Leiden kat Paradox mapriyaye pla ortikh ornoudn
TIoU OeiX Vel e oaprvela Twg TEAKA oL dlapopE]
AAANAOCGKUp®VOVTAL.

Agnes Matthias

93



Rob Hornstra (The Netherlands), Roots of the Runtur [ Iceland

2€ QMOMAKPUOMEVA XWpLd, oL EPnBol Kapd popa
00NYOUV UE TIG WPESG YUPpw ard UKPOUG KUKAOUG,
Ol heyaAuTtepoug Twv 500 YETPWV: TO AeYOUEVO
«Runtur». O1 «PiCeq Tou Runtur» gival éva Kowvw-
VIKO VTOKOUUEVTO TIOU JeiXVEL TO TIPOOWTO NG
IoAavdiag mou aAAddel pEoa anod autod TO TUTIKO
yla v loAavdia gawvéyevo. Ta teAeutaia xpovia
n Mapadootakn Plopnxavia aiteiag g loAavdiag
exel petatpartei oe pagikn plounxavia. Ma va
OUMMANPWOEL TO epYaTIKO SUVAULKO TOU XAUNAO-
TEPA AUELBOPEVOU TIPOCWTIKOU, TIOAAOL peTaVA-
oteq fpbav otnv loAavdia. Ot aAAayEG QUTEG emm-
PEACOUV TN XWPA KAl TOUG KATOIKOUG TnG. Aev
elval a Aoyko yla Toug epnpoug va apxioouv
TV KaplEpa Toug anod Vv aAteia. Ol meploocdTEPOL
pooradouv va GUYOUV Kal va agrioouyV Tiow
TOUG Ta £pnua Yapoxwpta. Ot nAKIWUEVOL avario-
AoUvV TO TIAPEABOV [e VOOTAAYia Kal evoxAouvTal
ano TNV EAAELYN EVOLAPEPOVTOG TWV VEWV KAl
TWV LETAVAOTWV YLA TNV LOTOPIA TOU XWPLoU TOUG.
Rob Honstra
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Apepikavikd KoAAeylo EANGDOG - MoAwTioTikd Kévtpo
The American College of Greece - Cultural Center




Renja Leino (Finland), Absent Minds [ Czech Republic

2710 Eekivnua autng TG VEag Oelpasg pwToypa-
POV TA AOBNUATA Pou NTAV avApLKTa, ano T pa
AMOUV YONTEUUEVT, ard TNV AAAn aunxavn. Exw
napatnPARoEL avBpwoug va dOUAEUOUV OTOV UTIO-
AoyloTh Toug, va BAEmouv tnAedpaon, va naifouv
Play Station, yia peyaho xpoviko dlactnpua.

Eival oxeddv ravta 1o idlo ta mpéowrna mnaipvouv
pla mapa&evn Ekppaocn étav Bpiokovrtal péoa oTo
OIKO TOUG KOO0 TIpOowWMa o EEvo Tortio.

2UxVva eivat copapd KAroLeg PopPEG UMOPEIS va
QVLXVEUOELG OTA TPOOWIIA TOUG OlKEla cuvaloBn)-
pata. Ot dvBpwriol eival oiyoupa TApoOvTES UE TO
OWMA TOUG, 0 VOUG TOUG WOTOCO arouctadel.

H 1myn, T0 NAeKTPIKS KOUTL, TA £IKOVOOTOLXE(Q, TO
Maylkd ewg, KATL TIou potalel pe Camera Obscura
N Lucida armoppo®ouv MARPwS TNV TIPOCOXNA TOUG.
To pawvopevo gival OIKOUPEVIKO. Agv UTIAPXOUV
ouvopa OTav oePPAPELG KOVTA 1) HakpLd. Emoke-
MTE0Al PAVTAOTIKA TOTTA, ETKOVWVEIG aKOUA Kal
MPAYMATIKA e avBp®TIOUg art’ OAO ToV KOOHO.
‘OA\a autd ocupBaivouv oe deutepdAETTA.

H kawvoupyla pou douAeld eival pla rpootdbela
MEAETNC AUTOU TOU PALVOUEVOU TNG EMOXNG HAG.
Na péva dev eival kabBoAou EekABapOo TO TOU WaAg
00nyouv 6Aa autd Ta NAEKTPOVIKA OT)pata Kat ot
EKTIOUMEG TOU PWTOG. Ta Ynplakd pEoa yeuiCouv
TOUG X(WPOUG HaG KAl TO VOU HAG: TO EPWTNHA
elval pe 11;

MeEBod0g: XpnoloTolw eva Kivnto TNAEPwvo. M’
QUTY) TNV arAf unxavn ot AvBpwriot Mou PWTOoYPa-
¢iCw propouv Kat rapauévouv xahapoi. Kavevag
dev To Taipvel oTa coBapd. ZuvrBwg HAALOTA
Eexvouv Kal Tnv rapoucia pou egattiag g payt-
KNG dUvaung Tou e§ACKOUV AV TOUG TA HnxXavn-
pata pe Ta oroia SOUAEUOUV 1) TIAICOUV.

Renja Leino
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Thomas Neumann (Germany), The Lithuanian Rocket

[ Lithouania

Katt oupPaivel otn AiBouavia. Ta mpdayuata Bpi-
okovtal og kivnon. Ot TPOoTACELG AUTEG KAWBOYU-
plgav oTo MUAAO HOU Kal pou edwoav Tnv WoEa yla
1O «Lithuanian Rocket». HTav to ouvaiobnua rou
Mou Onuiloupyndnke 6Tav yvwploa OAoUG Toug
véoug tou Vilnius kat avakdAuga Tig SOUAELEG TTOU
ékavav. 21n Neppavia eivat acuvhnBloTo yla karot-
OV auTAG TG NAKIAG va givat dleubuvTng eKOTL-
KNG eTalpeiag 1) eTKEPAATIG EVOG KAAALTEXVIKOU
OUAAGYOU. Mwg dpaye emnpealel auth n atuo-
o(alpa Toug POoLTNTEG TIoU OTIoudAloUV CHUEPA
otn ABouavia; Moleg eival ot eAmideq Kal Ta opa-
pata autng g Yevidg; Mwg BAETOUV TO HEAAOV
Toug; OMwodNMOTE AUTOL TTIOU YevvrBnkav Tn
dekaeTia Tou oydovTa MEPAcav PeyaAuTepo
MEPOG NG Cwng Toug otnv avegaptntn ABouavia
art’ OTL oTnVv 20BLETIKA Evwon. H yevid auTr| ekmé-
MreL evepyela — owg eneldn dev eival emPBapupé-
VN € TO POPTIO TNG LOToPIag Kal €Xel BLOOEL Kal
OUMMETAOYXEL OUVELdONTA 0T dUCKOAN aAAd BETIKN
avolkodounon tng idlag g TS XWPag.

Mwg uropw va ta mpooAdBw 6Aa autd Kal Mwsg
propel n pwtoypapia va Bondroet; Me evolage-
peL 1 Aettoupyia Tng elkévag Kat 1 enidpact| Tng
0TO Kowo. 210 Vilnius emikevipwdnka oTn GwTo-
YPAPNOoN VEWV avBPOMWY 0TO XWPO TNG dLaPrL-
Ong ToU €poLade va eIKOVOYPAPEL Jia Kolvwvia.
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Ta keipeva Baoifovtal oe ocuvevTteUEelg Tou Tmpa
ano gottTteg ota MNaveruotua Twv Vilnius,
Kaunas kat Klaipeda. Toug pwtnoa nwg BAEMOUV
TIG LEANOVTIKEG TOUG KAPLEPEQG Kal TL Ba ermbupou-
oav.

The rocket: o mUpaulog eival HETAPOPIKO PETO.
[Ma péva «petapépel» Tov evbouotacud tou 60,
ME TIQ SLAPOPER TIPOOTIABEIEG TOU VA BEATIWOEL
TOV KOOWO. 2ToV YPuxpo MOAENO NTAV OTTAO Kal
TAUTOXPOVA €va «OXNUa» eAMIdAg Kal 0papaTwV
—TOTE. 2ZNUEPA dEV UMAPYXOUV TIAEOV TIUPAUAOL OTIQ
MABIKES XAPEQG Kal Ta matdld dev ovelpeUovTal mia
va yivouv KoopovauTeg 1) aoctpovauteq. O pubog
TOU TIUPAUAOU €XeL OAOKANPWOEL TN dladpour) Tou
KAl aropével HOVO TO KEAUPOG TOU CUNBOAOU.

Mnopel va polalel embeTikn PAEN N KATAOKEUN
plag pouketag otn Albouavia arod éva Mepuavo.
Qotoo0 10 «The Lithuanian Rocket» dev eival
QAMOTPEMTIKO PEOO. loyupiCoual OTL CUUTUKVOVEL
€va OUVOAO XAPAKTNPLOTIKWV: 1 YAUTTTIK) EVOWUQA-
TOVEL TN PWTOYPAPIa, N TEXVOAOYIa HETAPEPEL
ouvalolnuaTa, To VIOKOUUEVTO avapelyvUeTal Ue
TO PAVTAOTIKO, Ol EATIIOEC TOU ONEPA CUVAVTOUV
TOV evBouolaopod Tou XBeg, TO OVELPO TOU ATOLIKL-
OMOU eival KATA KATOLo TPOTIO AYKIOTPWUEVO OTA
QAMOUELVAPLA TOU KOAAEKTIBIOMOU.

Thomas Newmann
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Orri (Iceland), Without Work [ Slovakia
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Stepanka Stein & Salim Issa (Czech Republic), Ordinary Living

H oelpd Twv pwTtoypaplwv pe Titho «Ordinary
Living» amelkovilel OPIOPEVES XAPAKTNPLOTIKES
OYELG TNG TIEPLOXNG TIOU AMOPACICAE VA ETILOKE-
¢Touue otn MeydAn Bpetavia. H mpwtevouca g
BopeloavatoAlkng AyyAiag, To NIOUKAOTA, gival
IO TUTTKY) BLOUNXAVIKT] €pYATOUTIOAN. Ot eTIIAOYEG
polacouv mipopaveiq. Eite divelg éugpaon oto
ouvnBlopevo eite Paxvelg va PpeLg auto Tou
EexwpiCel kal apaAwTiCel To BAEUHa. QOTOCO Kal
TO OUVNBLOUEVO UTopel ard POVO TOU VA TIPOOEA-
KUOEeL TO BAEPHA. YTIAPXOUV KATAOTAOELG TIOU
elval MPayHaTkA KOWVEG HEXPL VA TIECEL TIAVW
TOUug TO BAEpa evog EEvou. To BAEUO EpxeTal
art’ €Ew, arnod aAAodaroug, EEvoug, Tou BAETOUV
TO HEPOG YL TIPWTN POopd Kal TIPooTiabouv va
¢noouv tn C{wn Hlag Kowvwviag orou dev Tapla-
Couv, ev BEAOUV va KaBpePTIoOUV Ta SIKA TOUG
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[ United Kingdom

ouvalotnuata Kat To dIkd Toug dpaua.

MoAovoTL n mOAN eival Blounxavikn, oL meplocoTe-
PEG arod TIG PWTOYPAPIEG MAG TPAPRAXTNKAV OE
MEPN TIOU CUVOPEUOUV e TN GUoN: oTo South
Shields kat To North Shields, oe kuvodpoyieg, o’
eva naptt oto Whitley Bay Sands yia pia €Bvikr)
yloptr) (Bank Holiday), vixteg otnv npokupaia. H
OOUAELA AMOTUTIWVEL TNV OMOPKLA Kal TO Mabog
ToU TPOMoU Cwng 0To MEPPBAAAOV NG Blounxavt-
KNG epYATIKNG TAENG, €0TIACOVTAG KUPIWG O€E Top-
TPETA, UE OTOXO VA TIAPAKOAOUBAROEL TO UPOG, TN
poda kat tn dlaokedaon. Emixelprioape va okou-
PAVOUUE TO POVTO, XPNOLLOTIOIWVTAG PAAG Yia va
OwoouE Eupaon otov avBpwrio. Ta xpwuata
€XOUV TIouoaploTel, £TOL WOTE N Kolvr Cwr) va
eueavidetal oav Katt To Wlaitepo. Mropouv oT’
aAnBela n olop®La, n LOda Kat N Yuxaywyia va
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aAAd&ouv ) Cwn) pag; Mapouotdlovtag €va Turl-
KO apAdELYa auUTnG TNG Kovwviag, EMOLWKOUNE
va SMWOOUE LA TTIapapUbEvIa TIEPLYPAdPT) TNG
CWNG, METATPEMOVTAG TO OUVNBLOUEVO OE OLOPPO
Kal ETILKAAUTITOVTAG HE PIa OTPWON OUOPPLAG TO
nAabog Hag EPYATIKAG TIOANG.

Stepanka Stein & Salim Issa
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Arturas Valiauga (Lithouania), Still Identity

[ The Netherlands

[evvnBnka kat peyaAwoa oto Vilnius Tng AlBoua-
viag. lNa meplocoTEPA Ao dEKA XpovIa yalva
0T OOUAELA LOU O€ £va PWTOYPAPIKO OTOUVTIO
kovtd otn Dutch Street (036 OAAavdiag), n
oroia &ekvouoe arnod €va oTaupodpoOL e aveol-
OMEVEG TOUAIMEG TNV AvolEn. MOAAES POpPEQ TiEP-
VQOVTAG aro To dpOUO auTo, €Kava OKEWELS YA TN
OX€0M TOU OPOHOU e TO GVOUA Tou Kal TN dLkA
pou oxéon W auTtd. Moot eivat ot OAavdoi on
ABouavia; Motot gival ot AilBouavoi atnv OAAav-
oia;

OL GvBpwTtoL pHeTavaoTEUOUV Yia SLAPOopouS Kol-
VWVIKOUG, OLKOVOULIKOUG, TIOALTIKOUG 1) TIPOCWTIL-
KOUG AOYOUQ Kal avanopeukta kouBaAouv padi
TOUG Kal TNV €BVIKOTNTA TOUG Kal SLAPOPPUVOUV
TO OLKO TOUG ATOLIKO TIEPIBAAAOV.

QoT600 N epyacia oe wa EEvn xwpa eivatl pa
ONUAvTkr atia aAAayng. O MPOoWTIKOG BLOTIKOG
XWPOG KAl Ta AVTIKE{eva TIoU UNdpxXouV Heca o’
auTov, MpooAaupBavovtal wg o TOMog Orou AauRa-
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VOUV XWPA Ol AAAQYEG TWV TOALTIOTIKQWV KAl KATA-
VOAWTIKQV apadocewy. Qg ek ToUTOU, OL AvBpw-
oL Tou Couv Kal epyagovTal o a EEvn xwpa
padi pe To mepBAAAOV TOUG Kal TNV €BVIKA TOUQ
TAUTOTNTA, TIOU PAVEPWVETAL KAl XAvETAL OTOUG
OLWTIKOUG XWPOUG, £ylvav avTIKEIUEVO NG TIapa-
THPENONG Hou.

Ao to Mato wg tov louvio Tou 2005 pwToYPAPL-
0a OKTW WOLWTIKOUG XWwpoug OANavdwv og dlapo-
peg meplox€G Qg ABouaviag. O1 dvBpwriol autol
ATAV dLaPOpWV NAKIOY, artd Tplavta YExpL eEnvia
XPoOvwv. Eixav £pBel otn ABouavia ylia douAela.
Oplopévol and autouqg NTav MavIPEUEVOL e
AlBouavég. Ano tov louvio wg Tov loUAlo pwTo-
ypdoploa otnv OAAavdia. Aekaggl atopa aro dla-
POPETIKEG TTOAELG TNG OAAaVSiag avtarnokpibnkav
OTnV NMPOCKANOoN Wou. Ta KivnTpa Twv avlpwrwy
TOUTWYV, NAIKIag amo Tplavta pexpL oydoévra xXpo-
VvV, TIou Couv kat gpyadovtal otnv OAAavdia
elval MolkiAa. YTIGpXouV MOAAEG TIEPUTTWOELG
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yuvakov ano tn Albouavia tou eival Tavipepe-
veg e OANavOOoUg Kal eiong VEWVY Tou TeAEiw-
oav TIq oroudég Toug otnv OAAavdia kat Euelvav
€dW yla va epyaoTtouV Kal va noouv. Karolot
aAAoL hpbav otnv OAAavdia yia Adyoug TOALTL-
koUg, AOYOUG OL OTTIO{0L OTOLXELWVOUV TNV LoTopia
U0 YEVEQV.
To arnotéAeopa unopei va oploTel cav €va navo-
paua WIWTIKWYV XOpwv OAAavdwv otn AtBouavia
kat AlBouavwv otnv OAAavdia, avBpwrwy Tou 1
OOUAEeLA TOUG TOUG £8woe TNV eukalpia va oTh-
OO0UV €va Kavoupylo OTUTIKO o ia EEvn xwpa. MU
auToUG TOUG avBPMTIOUG TO OLKLOKO TIEPBAAAOV
KAl T QVTIKEIUEVA TIOU UTIAPXOUV O’ aUTO €ylvav o
XapTng TG CWNnG TOUG TIOU PAVEPWVEL TNV EBVIKN
TOUG TAUTOTNTA, N oroia evw aAAAlel, Tnv dla
OTLYMI] QviKEL akOPa 0To TIapeABov. H idla n epya-
ola pével EEw armo TIG pwToypadpieq oav pia dlat-
o0NTIKN TIBavA atTia Twv aAAaywv.

Arturas Valiauga

Apepikavikd KoAAeylo EANGDOG - MoAwTioTikd Kévtpo
The American College of Greece - Cultural Center
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Takis, Hydromagnetic Fields

Takis - Hydromagnetic Fields, 2006, Chromogenic prints, 80 x 80 cm

O TaKIg MelpauaTioTNKE Pe Ta HayVNTIKA Tedia kat  popd 0e PWTOYPAPIKO XAPTL.
OnuIoUpynoe Ta MPWTa USPOMAYVNTIKA TOU Epya
Rnon aro 1o 1969.

[MoAU Aerttd, oxeddv adldpata, pviopata oldrpou
TomoBeTnuEVa PEOA o UYPO avTIdOpouV aueoca

21NV teAeutaia Tou SouAeld, pe TitAo oTnV Kivnon evog payvAtn Katw ard tnv erepa-
“Hydromagnetic fields”, n payeia g kivnong twv VELA TOU, ONUIOUPYWVTAG EVTUTIWOLAKOUG OXNUATL-
MayvnTIK®V TediwV armoTUn@VETaL yia TpwTn OMOoUG, OTTTIKEG eKPNEELG - OTPORIAOUG.
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xippas gallery

Takis - Hydromagnetic Fields, 2006, Chromogenic prints, 80 x 80 cm
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AnuooBévng Aypapuwtng, (a)kivnteg eENUELWOEIG
Demosthenes Agrafiotis, i-mobile domestications

1. KUKAOL TNG KATaoTpo®ng Kat Tng dnpoupyiag:
KABe GopA LA OIKOAOYLIKO-YEWAOYIKH avaKaTaTa-
&n 1 K BLOAOYIKN LETAAAQYT 1) A Kalvoupyla
KOLWVWVIKT)-TIOALTIOTIKN TIPOKTIKA A LA VEQ CUAAOYL-
KN TAEN 1) KA TEXVOAOYIKT) KALVOTOWIA...KaL | ACU-
VEXELQ ETIIKPATEL TNG AOUVEXELQG. 2’ QUTEG TIQ
KPIOLEG KAUTER OL avakataTtdgelg, T000 oTa
npaypata 600 Kal TIG AEEELG, OUUPBOAQ Kal ELKO-
veg, elval Kaipleg, ouoldeLg Kal o€ TIOAAATIAG eTti-
neda TNG ATOWMIKAG KAl CUAANOYIKAG (wNG TwV
avBpwrivev 6vTwy — YU auTtd Kal artokaAouvTal
PWYUEG 1) KAL «ETIAVACTACEIG>.

2. H kaAALEpYELD TWV dNUNTPLAKAY, 1) YEwpPYia,
odnynoe og pia dnNUOYPAPLKN avaTpor (LeTa&u
AAWV avakaTata&ewv) HeyaAng kAipakag. H
€£A0PAALON TPOPNG YIA OAO KAl TLO TIOAUTIANBEIQ
opadeg avBpwTiwy anoTéEAeoe TNV anapxn LeTa-
BoAwV 0g OAEG TIG TITUXEG TNG KOWVWVIKNG TOUQ
(wng. Idaitepa 0 XWPOG Kal 0 Xpovog Ba anokTnH-
o€l PUBLO KABWG N TApAYWYN TWV YEWPYLIKWV
MPOLOVTIWY Ba emTpEPEL TNV avarapaywyn Souwv
KAl TIPOKTIK®WYV e TAEN kal emavaAnmrikotnta. Ot
KOWVWV{eG B ATIOKTI)OOUV VEEG HOPPEG UVAUNG
KAl KUPIWG Ta «dNUNTPLaKA GuUTa» Ba AmoKTroouv
MVT)UN TIOU TOUG EMEPRAAE TO avBpwILVO €id0G.

3. To aA@apnTO akoAoubei Kat wg pia aro TIg
MEYIOTEG TIOAITIOTIKEG KAlVOTOWIES, emMnpealel
KABE KOLVWVIKTY) TIDAKTLIKN KAl KOWVWVIKO YVOova
TOU QTOMIKOU Kal Tou cUAAOYIKOU Biou. Idlaitepaq,
0T HOP®OTIONOoT TNG OUAAOYIKNG UVIAUNG 1) OUW-
BoAn tou eival kaBoploTikA. H ypaen Ba dnuloup-
YNOEL VEQ OUOXETION avapeoa oTIg AEEELG kal TNV
MPAYMATIKOTNTA 0 XWPOG KAl 0 XpOvog Ba aroKTn-
oouv ua Telbapyia, kabwg oe otabepousg oxnua-
TIOMOUG TIEPA Ao TIQ IKAVOTNTEG TWV ATOMHWY, Ba
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ouykpatouvTal kat Ba aroTurwvovTal oL petaBo-
AEQ Kal TO avTioToLo vOnud Toug.

4. H pwtoypaoia, 1) JAAAOV N pWTOYPAPIKN, ATIO-
TEAEOE TNV TPAKTIKY) Yla TNV €ENUEPWOT) TOU
PWTOG KAL €V TEAEL TNV Kuplapyxia 0’ auto To €idog
MG evepyelag. To EMITEUYUA TNG EUPWTIALKAG
TOALTIOTIKAG EUPWOTIAG ETITPETIEL TNV ATIOTUTIWON
NGg 0paTrq EKBOXNG TNG MPAYHATIKOTNTAS, XAPN
010 (OXedOV) OTAUATNUA TOU XPOVOU Kal TNV ava-
YWYN TOU TPLodIA0TATOU XWPou oe duodIAoTATO
Me TN Bondela TnG avayevvnolakng TPOOTTIKAG. H
pwToypapia 6a cUPBAAEL OTOV EUMAOUTIONO TNG
EIKOVIOTIKNG LVAUNG Kal Ba eTiutpEPel va dnpLoup-
ynBei n eviunwon OTL HUaoTav PAPTUPEG TWV
YEYOVOTWV — TIOAITIKQV, KOWVWVIKDV, YEWAOYIKOV
K.Q.

5. MNati 6uwg n eotiaon otn pvnun; OL cuyxpoveq
KOWVQViES TPILOSOTOUV TO HEAAOV KAl 000 TO UEA-
Aov Teivel va gival Tio KovTivo, dnuioupyeital pa
«UVAUN TOU HEAAOVTOG» OAO KAl TILO 0aPN§ Kal O€
Apog TG KAQOIKNG UVAKNG TOoU TIapeABOvVTOG. Av
autr n dlayvwon €xel va Babuod eykupodTNTag,
TOTE T0la Ba gival n TUXN TWV HEXPL TWPA «EENE-
pwoewv»; Mola arod TIq eMOPEVES «EENUEPWOEIG»
Ba eivat n 1o KPIoUN KOWVWVIKOTIOATIOTIKA; H
KIVNTIKOTNTA elval TOOO €VTOvn Kal oL TPwToRoU-
Aieg T160eg MOAAEG Tou orola TiPéRAeYN polalel
aduvatn. 2’ autr Tnv mepiodo Twv avakatatage-
wv, N TEXVN €XEL TNV guKalpia kal Tn duvatotnta
«mapépBaong»; H amAd evég oxoAlaopou; H tnv
TIOAUTEAELA TNG EOWOTPEPELAG (LE EVOXEG, Alyeq
€WQ TIOAAEQ);

AnupooBévng Aypaplwtng

06/06



Art Act
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[avvne 2tabdrocg, Aibol
John Stathatos, /ithoi

sky garden

stone garden
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ArTower Agora - ArtNet Galleries
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MNMavaywtng HAlag, AvBpwriiva 2nuadia
Panayiotis Elias, Human Scars

Ta «AvBporiiva onuadia» eivat PuWTOYPAPIKA VTOo-
KOUMEVTA EQTEPWY KATAOKEUWV OTNn PUON, TIETA-
MEVWV UAIKQV Kal EEXAOUEVWV AVTIKEILEVWY APKE-
TG anod Ta ornoia EVOWUAT®OVOVTAL e TO TIEEPAoUA
TOU XPOVOU 0TN YEWYPAPIA TOU XWPOU.

Arooriacpéva anod To apxlké Toug epBAAAoV Kat
AMOYUPVWUEVA ard Tn xeron Toug, n oroia mpo-
0€d1de 0’ auTd vOnua, Ta avTlkeieva OTIG PWTO-
YPAPIieq €XOUV TNV MPAYUATIKA TOUG TAUTOTNTA.
Ol KATAOKEUEG, WG UPNMATA TNG ArPOoodLopLoTNG
MPOBEONG TIOU TOUG £€DWOE TN CUYKEKPLUEVN
Mop®n, wBoUuV To BeaTr) 0TNV avamnAaon tng LoTo-
piag Qg MPOEAEUOT|G TOUG, KAAUTTOVTAG £TOL TO
Kevd NG OLWTING TIOU TA MEPLBAAAEL.

O TitAOQ TNQ EVOTNTAG HAG KATEUBUVEL va dlapa-
OOUE TA AVTIKE{EVA KAL TIG KATAOKEUEG OaV
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OuPraPadnA®oelg TNG avBpwIIvng Iapouciag
MEOQ og Mla Quon 1 oroia poldlel va £XeL EYKa-
TaAELPOEL EQPVIKA, KATIOLA OTLYUT OTO TIAPEABOV.
To OTL autd dlapadovtal oav «avepwrva onua-
ola» dev Ta KAvEL ALlYOTEPO AWVLYUATIKA, EOKA
otav neplBdAAovTal ano &va Torio KovOTOoTIO Kal
TauTOXPOVA AVOIKELD.

Me Tnv auecdTNTa TNG PWTOYPAPIKAG TIPOCEYYIL-
ONgG KAl TO UIVILOALOTIKO TOUG TEPLEXOUEVO, TA
«AvBpwritva onuddla» eMKOVWVOUV OTO BeaTr
ELKOVEG OTTTIKA EVOLAPEPOUOEG, TIG OTIOIEG CUXVA
JlATPEXOUV EVTAOT KAl avnouxia: MPOKeLTal akpl-
Bwg ya cuvalobruata ta oroia TIOAAEQ POPEQ
UTIOKLVOUVTAL Ao TO KOLVOTOTIO

Natacoa Mapkidou
ABrva louAlog 2005



MoAuxwpog ABnvaig
Polychoros Athinais,
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Eun Kapaylavvidn, En Face
Evi Karayiannidi, En Face

«Avaueoa otnv €vtaon Kat Tnv adlagopia, VTAG TO OIKO TOUG 0TABEPO TIAPOV.

yUpeua 0,TL dev 1BeAa va Eexdow. To Bevlivadiko 'ONWg AVAKATEUOVTAV TO £va He TO AANO, OXNHA-
otn Onpa, To MavTgoupt o dvotye otn BANAOOA,  1izqy kATl AKOWN KL £YG TIOU AMOPEUYW VA KOLTA-
n oTayova oTov Toixo, To KPeRATL TNQ ylayldg ta {ouaL OTOV KABPEPTN, avayvOPLOd TO MPOCWIMO
kahokaipta ato MnAwo, to Vollkswagen tou 70 HOU.»
NTav YrpooTa Jou. Kwotag Moudng
‘Epxovtav ano mnply, éva €va, emnineda, eTLaxvo-
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Aroyn, Kevtpo Mpappatwy kat Texvov
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Xprotog KoukéANg, Divine Light
Christos Koukelis, Divine Light

Christos Koukelis - Devine Light

AG OKEPTOUE QUTEG TIG PWTOYPAPIEG OAV UETA-
POPEG. AvapepovTal OTnV KATaoTpo®n, TNV epei-
nwarn, v epnuwon. EykataAeAepéva Kmpla,
KATEOTPAUMEVOG EEOTIALOMOG. AVTIKELUEVIKOTEPA Ba
Aéyapue woTdoO OTL £XEL VA KAVEL e TA EMAKOAOU-
60 NG KATAoTPOYPNC, APoU TILA 0 XPOVOQ EMETPEYE
ota npdyuata va katahaytdoouv. Ot dlacwBEVTES
METEPEPAV TOV PUEYAAUTEPO OYKO TNG MEPLOUCiag
TOUG, APRVoVTag Mow HOVO KATIOI AVTIKEiueEVa
mou dev Toug fTav anoAUTwg anapaitnTa. TEToou
eidoug emurAa, 6nwg kPeRATIA KAl KAPEKAEG, XPNOL-
poTIomBnkav Jetd arod Toug el0BOAEIS.

Av n kataoTtpo®n arnoteAei T Burpiva, TOTE N AAAN
Oyn Tou vopiopatog pag Bupidel TNV OIKOYEVELAKN
Cwn) e OAN TNV eMMAWON TOU OTITIOU, TPATECLA,
KAPEKAEG Kal TTapaBupa. H KAtaoTpodn Kat 1 OlKla-
K1) {wn CUUTTANPQOVOUV N Jia TNV AAAN. H oKiakn
Cwn eival ekeivo ToU Bewpoupe dEBOUEVO OE
ox€on Ue TNV Kabnpeplvh poutiva Kat TIg olkoye-
VEIOKESG BOAEG. Av auTd nTav 6Ao KL 6A0 TO vonua
TWV PWTOYPAPL®Y, Kal TIAAL Ba TAV APKETO YlA TO
Beatr) LA Kal mavTa sival Xxpnowun ua urteveuuon
NG NapnyopLag Tou TIPOCPEPEL N HOUXN KABNUEPL-
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votnTa. QOTO00 0 PWTOYPAPOG EXEL KAL LA TILO
METAPUOIKNA Jatia. 'OAa autd Ta mapabupa Kat ot
nopTeG yla rapddetypa propel va anoteAouv
TUAMA ag KaBnuepvotnTag, OUWG HECA OTOUG
OKLEPOUG AQUTOUG XWPEOUG ONULOUPYOUV Hla Aauym
Kat eivatl cuvaua cav va puTtoypagifouv 1 va
EKMPOOWTIOUV [ia AAAN didoTtaon. YToBAAAouv Tnv
10€a evOg AAAOU KOGHUOU AOUCHEVOU OTO WG, EVOQ
KOOWOU eVTEAWG SLAPOPETIKOU ATO TOV KATEOTPAW-
JEVO OTOV OTI0l0 BPLOKOUAOTE £ TOU TIAPOVTOG.

H mapouca {wn Tou meplypageTal 8w eival eTro-
vn. Eival éva nAaiolo oto oroio €xoupe avaykn
anoé avarauon Kat avalwoyovnorn, (eoTacld Kat
BaAmwpr), £T0L TOUAAXLOTOV (paiveTAL VA UMOJEIKVU-
€L 1) elkovoypapia. YapXouV LePIKEG (e0TEQ
€0TiEG TOU UMawviooovTal GIAKOTNTA KAl TNV ava-
YKN yla {eotaold. Karoleg amnod Tiq Kataotaoelg 6a
Mropoucae va TIG TIepLlYPAyOoUE oav TIEVOIUEG,
AKOUA KAl 0aV EPLAATIKEG [E TNV TIOAUTIAOKOTNTA
TWV AETITOUEPELDV TOUG. 2€ VA OKOTEWVO dWUATLO
€va Putepd doKApL eival OTNPLYUEVO OTOV TOiXO,
oav éva PeYAAo KOPpATL anod Tov Tiulo 2taupo.
ACPaA®G pag urevBupidel To Bapog TG UMapéng
Kal eival pla vUEN yla tn BpnoKeEUTIKA dlA0TAON TNG



OAngG douAeldg. Eival dSUokoAo va ¢avTtaoTeiq
PWTOYPAYPIa MAvw oe £va BPNOKEUTIKO BEUA KOBWG
dev dlavuoupe tTnv enoxn tng Miomg. Qotéoo o
Xpnotoq KOUKEANG XPNOLUOTIOLEL TO BPNOKEUTIKA
oTolxela pla Kat ol elkdveg apouclalouy Evav
KaBapd UAIKO KOOHO PnUayHEVO ard CUUPOPES Kal
oelvd. Mropel va ival pia meploxr) mou €xel An-
YEl, OpWG IavTta Kat ravtou {wvtavelel and onud-

ArTower Agora - ArtNet Galleries

dla urepPaTikd, anod eva Kabaptnplo Gwg Kat anod
YEWUETPLIKA TIPOTUTIA. ME ToV KalpO {0WG epunveu-
OOUE KAAUTEPA TOUG OTOXOUG TOU, EVIWMETAEU
OMWG OEV UMOPOUE TIAPA VA KAVOUE UTIOBECELQ
OTL Ol PWTOYPAPIES AUTER elval KATL TIOAU TIEPLOCO-
TEPO artd ArAEC OTIOUBEG APAVIOUEVWV TIEPLOXWV.

lan Jefrey
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Alnis Stakle (Latvia), Living Space - Daugavpils

Ta épya dnuoupynenkav oto Daugavpils, Tn deu-
Tepn HeyaAUuTepn TOAN NG Actoviag. EoTiaca tnv
TPOCOXT) JOU O€ YEPN Tou ouvnBwe dev TpaBouv
TNV MPooOoXT, OMwG AaXavoKnmoug, arnmoUaKPUOE-
VEG OIKIOTIKEG TIEPLOXEG, TIPWNV OTPATOMEDA T
nedia ekmaideuong Tou OOBLETIKOU OTpatou, Blo-
MNXavikeg {oveq. To peyaAUTeEPO HEPOG Ao TA
£pya Exouv wToypapnbei ueta T0 nAloBaciAepa
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Me tn ouvepyaoia tou
Mouoeiou dwtoypapiag O@eccalovikng
kal Tou Valsts Kulturkapitala Fonds

. 1 - R
& [

N VpPIg TO Tpwi, 6Tav T0 Pwg YeWilel autd TO
KOMMATL TNG NUEPAG Xwpig va TpocbETel uttepPRo-
AKO OTTTIKO (POPTIO OTN YAWOOQ TV EpYwV. Ta
Xpwuata ToTe CwvTaveuouy, apxi¢ouv va Couv, va
MIAGVE yla Aoyaplacud Toug Kat yivovTal To KUpLo
MEOOV MANPOPOPIag.

Alnis Stakle



Aroyn, Kevtpo Mpappatwy kat Texvov

The Literature and Art’s Center Apopsi
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HAiac Mrioupylwtng, Spectators
llias Bourgiotis, Spectators

H ekBeon pwTtoypagiag Tou HAia Mroupylwtn
€0TLACEL OTOUG ETILOKEMTEG KAl TOUG TAEIOLDTEG
mou éoreucav otnv ABriva ar’ 6Aa Ta pEpn Tou
KOouou Tov AuyouoTo tou 2004, yia va mapako-
Aoubrioouv toug OAupriakoug Ayawveg. Katw ard
TO duVATO EAANVIKO WG KAl TNV EMBANTIKA OKLA
rou dnuoupyel n 21éyn Tou KaAatpaBa -edika
OXeOLAOUEVN YIA VA KOAWOOPIoEL TOUG TIOAUGPLO-
poug eriokémnTeg- o HAlag Mroupylwtng anotunw-
0e TN Xapd, TNV Mpoodokia, Tn HuoTaywyia evog
oUYXPOVOU TIPOOKUVALATOG.

O Mmoupylwtng dev anabavaTios TO KOO TwV
AYOVWV OTIWG KATIOLOG TNAEOTTTIKOG KAUEPANAY
TIOU OUVABWG TIPOTPETIEL TOV KOCHO Va Taipvel
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OTnUéveg TOCEQ Kal XapdyeAa yla Alya Aertd
onuooléTTag. AvtiBeta aXUOADTIOE OTO PAKO
TOU TIG PUOLKEG EKPPACELS KAl TIG AuBOpUNTES
QAVTIOPACELS TWV AVOVULWYV ETIIOKETITOV TWV AY®-
vwv. OL BeaTég Twv OAUMTIOKOV AYOVWV dEV
€XOUV TIMmoTa Kowvod PeTA&U TOUG eKTOG Ao TNV
ouvunapér) Toug oTo BLlo PEPOG, Yla va TIApaKo-
AouBnoouv Toug OAuprakoug Aywveg tou 2004
otnv EANGSq, Tomo yévvnong TG OAUUTTIOKNAG
16¢ag. ‘'OAot o1 Beatég, aveEapthTtwg Bpnokeuua-
TOG ) KATAYWYNAG, popdlovtal To Hovadiko ouvai-
obnua, 6Tl BpiokovTal TPayuatika o’ évav Eexwpl-
OTO TOTIO.



EAAnvoapepikavikn Evoon
Hellenic American Union
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2TEA0C Kaoluatng, 2téAAa
Stelios Kasimatis, Stella

MapaAia Tou Ayiou Avdpéa KATL KpUEG PHEPEG TOU
1954. >1a péoa NoegpBpiou yivovtal Ta yupiopata
™G Tawviag Tou oknvoBETN MixaAn Kakoylavvn
“2TEANQ”. ZTNV TIApaAia TwV YUPLOUATWV Bpednke
Kal 0 PWTOYPAPOG 2TEALOG Kaoluatng yia va aty-
MaAWTIOEL e TO PAKO TOU TNV TIPOOTIABELD TWV
nborolwv va “€exdoouv” Tnv aioBnon g Kpuag
8dAaooag, va xahapwoouv Kat va {eotabouv ard
To TdB0G VG epwTEUNEVOU Ceuyaplou.

O Z1éAog Kaowuatng (1920-1992) oroudaoe unxa-
VIKOG KAl EPYAOTNKE OTO KPATIKO EPYOOTACLO
QAgPOTAQVWYV. 2ZUPUETEIXE OTNV €BVIKT avTioTaon
oav karetaviog tou EAM-EAAZ. Aoyw Twv aplote-
PWV TIOAITIK®OV TIEMOLBNOEWY TOU Ypryopa Bpebnke
o€ TOMoUg Kal otpatorneda e€opiag. .ETol Eekivael
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KAl N GWTOYPAPIKY) TOU dladpoun. ZTIG OUCKOAEG
AUTEG OUVBNKeG dlaBiwong KATaPEPVEL Kal GWTO-
YPa®ICel KpUPA KATAYPAPOVTAG

QVEMAVAANTITA VTOKOUUEVTA. META TIC KAKOUX(ES
avoiyel pwTtoypageio otnv ABRva  kat ouvepya-
CeTal 0av QWTOPEMOPTEP UE TN HMOVADIKY) aploTeEPN
€QPNUEPIdA TIOU ETUTPEMOTAV VA KUKAOPOPEL TNV
AYTH. Erox€g OUCKOAEG AAAG EKEIVOG KATAPEPVEL
va ekUeTAAAEUETAL TEAELA TO QWG. MNapaAAnAa
ouveyiCel TNV TIOALTIKY) TOU dpdor). H koupaon oe
ouvduaouo e TIG SLwEelg Tou upioTatal Tov
KAVOUV VA UNV UTOPECEL va QELOTION0EL TIARPWG
TO TOAEVTO TOU. MeTa amd T60a Xpovia oL MEPLOCO-
TEPOL AYVOOUV TO PWTOYPAPIKO TOU €PYO.

MavéAng Kaotudtng



AR dpaykakn Art & Design
Lily Fragaki Art & Design
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9>
Opadikee EkBEoeLC
Group Exhibitions



Neol EAAnveg dwtoypdgol, 2006
Young Greek Photographers, 2006

Bodwpng dpaykog

Eikool xpovia emtuxnueEVwV dlopyavwoewy KAE(-
VEL PETOG Kal 0 Beopdg Twv Newv EAN VLV
dwTOoYPAPWY, TIOU YEVVNBNKE KAl LEYAAWOE TIAAL
oto Alebviy Mrva dwtoypagiag. Ard 1o 1987 mou
EYLVE 1 TIPWTN OPAdIKA TTapouciacon VEwV EAAN-
VOV KAAATEXVQYV, HE Baolkr) eTidiwEn v avadel-
&N TOUug Kal TN yvVwpLuia Tou €pyou Toug UE TO
eupUTEPO KOLVO, MEYAAOG aPLBUOC PWTOYPAPWY,
TOU ONEPA €ival avVAYVWPLOUEVOL KAl KATAELWUE-
VOL OTO XWPO, MPWTOMAPOUCLACTNKAV OTOUG
Néoug EAAnveg dwtoypdpoug. To yeyovog autd
ard pévo Tou Katadelkvuel TOOO TNV agia Tou
Be0opOU 00O Kal TN onuacia Tou OTO XWPEO NG
eANVIKNG GwToYpadpiag.

H daroTwuévn MAEov avaykn va cupBei otn
XWPA Hag auTod TIoU 3w Kal Xpovia ouppaivel oe
AAAEQ XWPEG ToU eEwTePIKOU Kal dev eival AAAo
ano TNV avarTugn pag GuToYPAPLKNG Ttatdeiag
IKAVTNG va evioxuoel, va e&eAi&el ) Kal va avatpe-
PeL aKOMQ, TIG UTAPXoUoES avTIAAYELS Kal Bew-
pieqg mepl TEXVNG, KAOAALTEXVIKNG dnuLoupyiag Kat
ALOBNTIKNAG YEVIKOTEPQ, KABLOTA TO BECUO TWV
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‘EAeva Kapakitoou

Newv EAAVOV dwToypa®wy évav anod Toug
ONUAVTIKOTEPOUG OTNV EAAGDQ.

O&TovTag SLaPKWG VEOUG, UPNAOGTEPOUG OTOXOUG
Kal TIPOoTIaBWVTAG KABe XpOVO va CUrepIAauBa-
VOUUE OTO TIPOYPAKUA HaAG OAOEVA KAl TIEPLOOOTE-
PEC OUMMETOXER, OL PETIVEG EKONAWOELQ -[E TNV
urnooTAPEN ™G Mevikng MNpappateia Néag Meviag-
PLNOEEVOUV £va ONUAVTIKO aplBUo VEWV pwTOoYPa-
PWV, 0TNV MAELOVOTNTA TOUG ardPOoLTOL pWTOYPA-
POV OXOAWYV, TIOU EKBETOUV TIG OOUAELEG TOUG
0€ HATIA KOLVOU Kal EONUOVOV KAl LETPOUV TIQ
OUVAELG TOUG KAl TO TOAEVTO TOUG Yla TNV repat-
TEPW KAAALTEXVIKI KAl EMAYYEAUATIKA O0TAdOLOOP0-
Hia Toug O0TO XWPO TNG PWTOYPAPIOG.

Ol pwTOYPAPIKEG EPYAOiEC TTOU apoucLaovTal
oTn QeTIVA €KBeoN TIapouctalouyv OLAITEPO ElKa-
OTIKO KAl KAAALITEXVIKO evOlAPEPOV KABWS O TIAOU-
PAALOMOG TEXVIKDV KAl TEXVOTPOTILMV Kal 1) dpoota
NG «VEQG» OTITIKAG CUVOETOUV €va «EIKOVIKO»
Tortio, éva PuTOYPAPIKO TalA.

2Taupog Mwpeodroulog
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Auvo XIAladeg EEL, 29 >noudaoteg TNG A.Z.K.T.
Two Thousand Six, 29 Fine Art’s School Students

ErupeAela: MavoAng Mniaprnouong, Emik. KaBnyntg

Fo
i

BO6dwwpog XpUolkdg

Miva AAe&omoulou, Pedro Barbosa, 2opia Baol-
Aeladou, ZoUAa BidaAn, Xprnotog Zaxog, Sylvia
Langenbenk, AvtleAa Awwon, Taoog Kapaka-
Tol0g, Adauavtiog Kapetlng, Xapd KoAattn,
ANEEQVOPOG Kopurig, MNwpyog Koupaviong, Xen-
otog KuBepvitng, KaAiva MatortouAou, Petra
Mala, Epn Maupoylavvn, MNMapackeur) Mouotaka,
lMwpyog Marnag, Katepiva Manacnon, Mapia
MoAuCwidou, Maocepi Parn, MNwpyog =Uykog,
Beatrice Fuentes, Biku ®Ainmou, PeBéka Mouota-
Kn, Mapia TauAapiou, EAeva Toupaldatou, Nata-
Aia XplotodouAou, O6dwpog XpUolkog

H ouadikr) €ékBeon “2006”, Twv 29 KaAAlte-
XVov- orioudaotwyv g A.2.K.T., aroteAel
MEPOG TNG €KBEONG TOU KAT E€TLAOYT £pYAO0TN-
PLOKOU HaBAUATOC PWTOYPAPiag TOU akadn-
Matkou €Toug 2005-2006. Ot CUNPETEXOVTERQ

orouddfouv OTa epyacTtnpla (wypaPlkng, YAu-
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Katepiva Manadnon

TMTIKAG KAl XAPAKTLKNG TNG OXOANG.

‘OTav KAmoLog CUVBETEL e TN pwToypadia, “Bpi-
okel”, Paxvel, TpLyupva yupw tou, o' éva eupute-
PO UALKO KAl TIVEUMATIKO X(WPO: OUvdEETAL UE TNV
loTopia tng, TNV WEQq, To TUXaio, TNV ePeUPEDN,
Vv avakaAuyn kat to anpdopevo. MNMpoomabei va
arokaAUYEL, va KaTavornoel ToV aQuTO Tou, ToV
KOOUO YUPW TOU Kal TOV 0plopd Tng T€XVNG, ToU
Oivel n douAeld Tou.

Ol cUOXETIONOI TWV OLAPOPETIKWV TIPOCEYYIoEWV
EMBIWKOUV va avoiouv evav mepinato eAeube-
pilag avapeoa oe MOANAMAEG ETEPOKANTES ELKO-
VEG, WOTE va dnuoupynbouv yoviUeg urnobéoelq
Kal Hag KaAoUV va Yivoupe ol Beatég Tng umépPa-
ong Kat g avadelEng Twv eurnodiwv Tou meplL-
KAelovtal oe KaBe veo Eekivnua.

MavwAng Mnaurouong



Avatatn ZxoAr KaAov Texvov
Fine Art’s School of Athens

i
N
-

AdapdavTtiog Kapetlng
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[liotn, dwTtoypaPlkr} Ouada 18 Avw

Eva MaAitn

dwtoypapikr) Oudda 18 dvw
BaoiAng HAworouAog
lMNwpyog Moutapng
Avdpéag MALGToKag
Anprtpng Kopdahng
EuayyeAia lNatuAn
Mavvng XaviwTtakng
ErpeAntéq €kBeong
MauAog duodkng
Mavvng Baotapdng
Owudg MepacdMouAog

H évvola tng miotng, pe Vv eupltepn TG ONua-
ola, eival o Keviplkog Bepatikog agovag peoa ano
Tov otioio 1 PwToypadikr) Oudda tou 18 Avw
epeuvA 0AAG Kal ekPPAZETAL HEOW TNG PWTOYPA-
PIKNG TIPAENG TN onuaocia pag arod TG Bactkote-
PEG £VVOLEQ TIOU ATIAoXOANCAV TO avBpWTIVO
TveUa aro TNV apXatotnta PeXPL kKal onuepa.

T elval apaye miotn; Memoibnon; Mapadoxrn; Eur-
otoouvn; Eppovr) oe apxég 1 doyuata; Manwg
elval n veupatikr ekeivn Kivntnpla duvaun peoa
arod v ornoia o avBpwriog divel vonua otnv otnv
urap&n Tou;
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Avdpéag MALGToKAg



MoATioTiké Kévtpo MeAiva
Melina Cultural Center

MNawpyog Moutaeng




Leica Academy, Arotuntwuara 2006

A

Manuela Batas

OL oroudaoTéG TNG PWTOYPAPIKNG AKAdNUIAG
€XOUV OTOXO ME TNV OpadIkr) Toug €kBeon va
METAPEPOUY, HECW TWV PWTOYPAPLOV TOUG, OUYKL-
VNOELQ KAl LOEEG, EPUNVEUOVTAG PWTOYPAPIKA TNV
TMPAYUATIKOTNTA TIOU CUMBAiveL YUpW TOUG.

Me 6rAo TIG PWTOYPAPIKEG TOUG deELOTNTEG KAl
TNV KOWVWVIKI TOUg eualobnoia rpoorabouyv va
TTANGCLACOUV TNV CNUEPLVT) TIPAYUATIKOTNTA KPATW-
VTQG LA TiHa 0TAOT QVTIKEWMEVIKOTNTAG.
Kataypdgovtag tn dla@opeTkOTNTA Kat Waxvo-
VTaG TNV aARBela. ot OTIoudaO0TEG HAG KAAALEP-
YOUV LE TIG GWTOYPAPIEG TOUG TNV LKAVOTNTA
avTiAnyng yia ™ {wn Twv AAAWV avBpOTIwWV.
Xwpig TEXVIKA TPLK, AAAA e Ta patla TnG Yuxng
ToUug, LeTamAdBouV Tov QUOLKG KOO0 TnG mpay-
MATIKOTNTAG KAl LOPPOTIOOUV TIG OKEWELG Kal Ta
opAuaTa Toug EPa ard Ta Pavopeva.

21UPO0G ZKIASOTIOUAOG
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Katepiva ZouAdt

Mapyapita ®eCouAidn



Leica Academy







10>
Eng Translations



1>
WELCOME

On Faces, Athens International Airport
“Eleftherios Venizelos”
page 9

The 13th International Month of Photography
welcomes travelers into Athens with an exhibition
that will be presented at the Arrivals Hall of the
Athens International Airport “Eleftherios Venizelos”.

Thirty-four photographs from equal number of
exhibitions have been chosen to give to those
people coming and going to and from Athens a
taste of modern Greek and international
photography.

By opening its doors to the International Month of
Photography, the Athens International Airport
makes an important contribution towards promoting
photography. From its very beginning, the Month of
Photography in Athens has always aimed at
showing and promoting the work of Greek
photographers, both young and established, at
home and abroad, as well as to bring the work of
international photographers to Greece. This
collaboration certainly brings this into effect.

This group exhibition consists of photographs by
photographers who are taking part in the 13th
International Month of Photography. They are
chosen, printed in the same exact format, to then
be exhibited. In this manner a panorama of color
and black and white images and widely differing
photographs is created, giving travelers a taste of
what can be seen throughout the galleries,
museums and cultural centers of Athens.

3>
ETHICS

Voula Papaioannou, Homage
page 22

Voula Papaioannou is already a widely known,
established photographer. Images of hers have
been permanently imprinted in our visual memory,
confirming their photographic significance.
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Since 1976, when she offered her archive to the
Photographic Department of the Benaki Museum,
enriching its collections and our photographic
heritage with an invaluable treasure, select subjects
have appeared in albums and exhibits. However, it
has taken much longer in order to produce a
theoretical approach to the whole of her oeuvre and
to evaluate its position from a historical perspective;
it was necessary to document everything
meticulously, to be submerged into the archives of
the people and organizations she worked with and
the testimonies of people who had the good chance
to know her. Her absence left many unanswered
questions and haunting, unresolved dilemmas.
What was needed was to bring out the
photographic style of the creator without bypassing
the historical testament of her lens.

Voula Papaioannou was born in 1898 in Lamia and
was the fourth of five children to Theocharis
Papaioannou and Aphrodite Papakosta. When she
was around ten years old her family settled down in
Athens. Her intense interest in painting led her to
study at the School of Fine Art. Her wedding with
the writer loannis Zervos lasted for ten years.

As a photographer she was active for about three
decades between the mid-30s to the mid-60s. Her
first steps in photography were made under the
tutelage of Panos Yeralis and her subjects were
statues, archaeological finds and landscapes. She
was among the photographers who promoted the
official image of Greece mainly through the
brochures of the Ministry of Tourism of the Metaxa
regime, under the directions of the very active
Theologos Nikoloudis. Her first studies of
landscapes are among the best examples of her
time, following the prevailing fashions but giving no
hint of the powerful personal approach she would
develop in the next decade as she worked on
photographing social issues.

After Greece's entry into World War Il and during
the German occupation, she documented the daily
life of the civilian population in Athens, the tragic
winter of 1941-42 and the children and adults who
starved to death during this period. These
photographs circulated abroad through the
International and Swiss Red Cross and were
instrumental in the collection of aid and food. After



the end of the occupation, as a photographer for
the various foreign missions, she recorded the
wounded Greek rural regions, the difficult living
conditions of its inhabitants and the attempt to get
the country back on its feet, in the aftermath of the
civil war.

Her photographs from the critical decade of the 40s
constitute a historical document, even though they
do not record important events, personalities or
battles. What makes them unique is the particular
way in which she approaches her subjects. With
discretion, respect and a reserved emotional
participation, she turned her lens towards the
ordinary man, who silently and with great personal
strength carried on his shoulders the weight of all
these events. She managed to capture glances,
expressions and gestures that imply rather than
record, that trigger the senses rather than narrate.
Thanks to her photographic skills, the simple
frames and the removal of all descriptive detail, her
subjects often acquire a certain timelessness and
reflect the faith in human strength and the optimism
that arises out of adverse conditions. With this
post-mortem reevaluation of her work, Voula
Papaioannou acquires a leading position among the
humanist photographers of her country. She also
moves in parallel with Walker Evans, Dorothea
Lange, Eugene Smith, David Seymour and all the
famous photographers who turned to man,
believing that with their work they could make the
world a better place.

In the postwar period, in the spirit of optimism
which is prevalent after the end of the war, she
turned again to the greek landscape, with an
emphasis on Aegean islands that were quickly
becoming the focus of mass tourism. Her
photographs were used extensively in the EOT
tourist brochures and travel books. Two important
albums by the Swiss publishers Guilde du Livre,
Les Isles Grecques and La Grece a ciel ouvert,
promoted her work in foreign markets. Papaioannou
easily creates images that both correspond to a
tourism-oriented representation of the country and
manage to penetrate the particular character of the
Greek landscape through illustrative insinuations
and discreet formalistic innovations, hinting at their
spiritual and historical dimension. As Emilios

Hourmouzios wrote in an article about La Grece a
ciel ouvert (Kathimerini newspaper, August 27th
1958), “... she gives a good sense of the beautiful
continuation of the simple and harmonic
convergence of old and new, classic and modern,
dense tragedy and light romance, artfully contrived
and randomly picturesque.”

The retrospective exhibit of Voula Papaioannou
presented by the Benaki Museum during the
International Month of Photography and the parallel
publication of her monograph by the Benaki
Museum and Agra Publications cover a part of the
debt that we owe to her memory, to the memory of
this country and to the history of Greek
photography.

Fani Konstandinou

Archivo Fotografico Casasola (Mexico), From the
revolution and beyond (1900-1940)

page 26
Production: CANOPIA and Turner

Collaborating institutions: National Institute of
Anthropology and History (INAH), Pachuca National
Photography Library (Fototeca Nacional de
Pachuca, Mexico)

The Casasola archive

The collection of photographs that the Casasolas
put together and conserved for decades is kept
since 1976 in the temperature-controlled vaults of
the National Photography Library. Hundreds of
thousands of negatives are stored in this former
Franciscan monastery in the city of Pachuca.
Clearly, it is the most important of the photography
collections that can allow us to understand the
history and society of the convulsive first half of the
twentieth century in Mexico.

The exhibition

The exhibition and book Mexico. The Revolution
and Vision: Photographs by Casasola, 1900-1940
starts off with the last years of the nineteenth
century, at the peak of the Porfiriato (the period of
President Porfirio Diaz's governance), when
Agustin Victor Casasola's career began; it ends at
the time of his death or, if we wish to set a date
whose inherent drama shook the entire world, in
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August 1940, when Ramon Mercader killed Soviet
revolutionary leader Leon Trotsky in Coyoacan with
an ice pick. This exhibition attempts to establish
one more link in the long chain of events creating
our visual memory's rich fabric, while also
celebrating one of the twentieth century's most
powerful and original outlooks.

This archive's most singular feature is its decidedly
historical character; that is why we decided to begin
the exhibition with two sections referring to key
periods in recent history: the Porfiriato or Porfirio
D£az era-one of peace and stability, with its
positivist, Frenchified modernity imposed by force of
arms-and the Revolution, a fratricidal war that
shook the country for almost twenty years and that
was responsible for nearly a million deaths.

Rather than attempt an exact description of the
Porfiriato and the Revolution, we tried to create
atmospheres that allow viewers to approach the
epoch and consider history from the point of view of
its participants-based on their circumstances as
individuals, before they became official heroes and
came back to life as stone and bronze monuments.

However horrible the war years were, a romantic
vision of the Mexican Revolution has been created
over time, decorating cantinas and restaurants-
Adelitas (the archetype of the brave, beautiful
female revolutionary) embracing their lovers, or
picturesque revolutionaries posing with their rifles.
We also wanted to construct a rawer image where
the railway-as well as death itsel-serve as a
backdrop for a procession by the masses of
combatants who followed the great leaders: Zapata
in the south, Villa in the north and so many others;
the politicians who joined the war in order to fuel
the antagonism between factions everywhere, and
the civilians who filled out the casualty statistics
and whose suffering was greater than anyone
else's.

We decided to include certain photographs, like
those featuring famous personae, that are relevant
for historical reasons; however, we were more
interested in showing those that stand out because
of their quality as photographs and original outlook.

In the sections entitled “Modernity,” “Justice” and
“Night,” we can see the Casasolas' ability to
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document the new reality emerging out of the
revolutionary war: the violent expansion of
modernity as a formula for national development,
allegedly allowing the entire country to escape
backwardness and poverty. They not only
photographed the modern period's great concerns-
movement, machinery, construction, etc.-but also
applied a series of formal modernist strategies to
their picture-taking: very low-angle shots, bird's eye
views and an emphasis of perspective to recreate,
in still pictures, the city's movement and pulsating
rhythm.

It is said that one of the basic reasons for the
invention-or should we say discovery?-of
photography in the first half of the nineteenth
century was the social need for having portraits
made in a more expeditious and economical fashion
than that afforded by painting or drawing. Thus
photography emerged as the ideal portraiture
technique-a faithful rendering of how people were
and looked. At the outset, it applied the strategies
and codes that portrait painting had developed over
hundreds of years. However, by the end of the
nineteenth century, photography had managed to
construct its own aesthetic in terms of portraiture
thanks to great photographers like Nadar in France
and Julia Margaret Cameron in England, to name
but two of the most notable. By the time Agust£n
V£ctor Casasola had begun taking photographs,
the medium already had a history and tradition of
its own which the young photographer appropriated
and cultivated over time, lending them an
indisputably personal imprint.

Indeed, many of the archive's plates are portrait
shots, above all of groups-something at which
Casasola excelled. In the “Trades” section, we can
note a sensitive handling of spaces, poses,
relationships between individuals and the quality of
light that very clearly evince the powerful and
precise vision that the Casasolas had in terms of
portraiture. | would even venture to say that the
Casasolas' portraits are comparable in their quality,
originality and richness to the work that their
contemporary August Sander made in Germany
after WWII. Basically, these preeminent
photographers inform of the state of a nation
through portraiture.



The photographic legacy left behind by the
Casasola clan and other “slaves of the moment”-as
Agust£n VEctor Casasola used to call his
photographer colleagues-is priceless. Here and
now, it allows us to navigate the waters of the past
and recreate in elaborate detail the yesterdays that
make up our present time.

Pablo Ortiz Monasterio
Tlalpan, Mexico, 2002

George Georgiou, Between The Lines
page 30

| am working on a long term social documentary
project entitled 'Between the Lines”

A look at those caught between divided
communities or Ideologies.

The first part, which | worked on over a three-year
period, was based within the International defined
borders of Serbia, which includes Kosovo.

The next part of the project continued this work in
Cyprus, North and South.

At present | am working and living in Turkey, taking
the idea in a slightly different direction. A country
caught but also a bridge between Europe and the
Middle East.

In Serbia, the situation is one of a new division,
with no end in sight to a permanent solution. In
Cyprus the division is now over 30 years. Turkey, a
country with a long history

in both Europe and Asia Minor is in the process of
reforming and defining herself in its quest to join
the European Union.

As a photographer from a different country working
in Yugoslavia, Serbs, Albanians and Roma
welcomed me. Something they do not extend to
each other. In conflict, lines become drawn, on the
land, in history, religion and in the media, issues of
Ethnicity become dominant, defining people by
race, language or religion. This accentuates
difference above all else. My experience of the
people in Yugoslavia was how much they shared,
culturally, socially and economically.

With Cyprus, the division has been much longer; a

whole generation has grown up with no contact or
experience of the other. As a photographer and
someone who is ethnically Greek Cypriot, although
born in England, it allowed me an opportunity to
again move between two communities but with a
much more personal involvement. It is with contact
and personal experience that barriers are slowly
broken down.

The decision to continue the project in Turkey was
based on the idea, that since September 11th, and
the wars in Afghanistan and Iraq, the world is fast
polarising between the Western democracies and
the Muslim Middle East. Turkey, a candidate to join
the European Union, is seen as the country that
can bridge that gap, both Ideologically and
Culturally. My project looks at this dynamic, as
Turkey negotiates this difficult path.

George Georgiou

Yannis Behrakis, Swimmers
page 32

The “Swimmers” are a shooting by Yannis Behrakis
of the Para-Olympic Games of 2004 in Athens. It
was taken during the preparation of the Greek
para-olympic swimming team and the photographs
show the effort, the will and the agony that
overcomes each athlete before an important
competition.

The choice of black and white as a medium
removes every color detail from the image; this
makes the images clearer, less distracting. The
photographer chooses not to focus on the face but
on the action, emphasizing not the person that is
being photographed but the interior strength that is
being drawn upon in order to prepare for the great
moment. The use of a telephoto lens creates a
sense of immediacy between the viewer and the
event, as if the viewer was actually a witness to
that moment.

Yorgos Katsagelos, Silence
page 34

The faces | have selected are photographed in
order to underline their individuality and the
uniqueness of their existence. The photograph
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does not become an alibi in order to categorize
them and then forget them. The image is not
offered in order to reassure us but in order to aid in
the search for an internal similarity and relativity.
The form, borrowed from objects with a different
use and audience, is used in order to emphasize
the autonomy of each subject's personality. The
time and space is that of “silence”. In order to
anticipate everything that will be said and will
subvert the intent to be serious and the attempt for
life. The black and white image, incomplete and
motionless, tries to express personal journeys in its
attempt to describe our fellow human being.

Yorgos Katsagelos
Thessaloniki, 31-8-2006

Charis Kakarouchas, Cuban Diary
page 36

These pictures are taken in 'available light', and this
is important. Such pictures are trustworthy, and in
addition they show respect for the subject. Most
‘available light' pictures also show the subject as
living in darkness, and some of these photographs
make that point....two girls, for example, seated in
a shadowy interior in a village outside Manzanillo.
The sitter emerges from darkness, and is picked
out by light. We are forced to look into the darkness
to make out the figure, and light itself probes and
explores the darkness....there are a number of
instances amongst these Cuban portraits in which
pieces of light seem to touch the subject.
Phenomenology proposes that existence is not a
fixity, and no more are we, but that we are always
on the way coming or going in conditions which are
always changing. One thing worth remarking here
is that Haris Kakarouhas's are not street
photographs. In street photography the transaction
is quick and slight and the results are expressive
and sometimes caricatural. He suggests in his
pictures that the personal transactions have been
more considered, that they are deeper, and even
that he has put himself in a vulnerable position,
entering the houses and spaces of other people.
His pictures are relatively selfless, devoted almost
entirely to the sitter. Askesis might be an operative
term here, for it suggests self control and even self
denial.
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My argument with respect to postmodernism is that
it is a reductivist moment or movement. Haris
Kakarouhas fits in to this in so far as he takes
pictures in which he lets The Other emerge, and
that he is no more than an ennabling device, or the
provider of a space into which the picture/person
enters. His contemporaries apply their reductionism
to the categories of art, they take a portrait in which
the conventional or expected attributes of
personality and spirit do not enter. What Haris
Kakarouhas has done is to remove any idea of
himself as an imposing editor. It is as if he was
saying 'l will start again and allow the world to
speak for itself'.

His pictures are very site and personality-specific,
and they are characterised by saturated colour, in
the way that Jan Van Eyck's religious paintings
are... | would say that saturated colour points to
desire.... to 'the desire of the eyes'. The saturated
colours, of draperies in particular, in his pictures
supplement vision, for they place it with aroma and
taste. Desire, in terms of appetite, has not been a
feature of photography for some time, and it is
certainly worth remarking on. Saturated colour
inheres in its objects and gives then an added
presence. The portraits Haris Kakarouhas thinks of
more as presences than as representations.

He seems to try to intensify and to localise colour,
and to show it too 'emerging from darkness'. You
might say of it (his colour) that it enhances
particular figures in particular spaces, and that its
function is somehow to bring a halt to movement by
filling out the instant, by making it full...by
comparison to the emptiness or emptying out of self
| was talking about before.

In general his project is radical in its selflessness.
His long-term intention, is to bring the hidden inner
self to the surface as a manifestation of qualities
which are fundamentally human, bound neither by
locality nor time, because as he insists the more
deeply personal one becomes, the more he can
communicate across boundaries with the Other.

lan Jeffrey

Simon Norfolk (U.K.), Et in Arcadia Ego
page 38



These photographs form chapters in a larger
project attempting to understand how war and the
need to fight war, has formed our world: how so
many of the spaces we occupy; the technologies
we use; and the ways we understand ourselves,
are created by military conflict.

The battlefields of Afghanistan and Iraq are the
most obvious manifestations of this process.
However, just as much 'battlefields'- landscapes/
surfaces created by war- are the extraordinary
instant cities thrown up by refugees; the bizarre
environments created by electronic eavesdropping ;
the cordon thrown a US Presidential election
candidate: or the face of a young girl dying from
AIDS in a country where an already feeble health
system was smashed by years of civil war.

What these 'landscapes' have in common- their
fundamental basis in war- is always downplayed in
our society. | was astounded to discover that the
long, straight, bustling, commercial road that runs
through my neighbourhood of London follows an old
Roman road. In places the Roman stones are still
buried beneath the modern tarmac. Crucially, it
needs to be understood that the road system built
by the Romans was their highest military
technology, their equivalent of the stealth bomber
or the Apache helicopter- a technology that allowed
a huge empire to be maintained by a relatively
small army, that could move quickly and safely
along these paved, all- weather roads. It is
extraordinary that London, a city that ought to be
shaped by Tudor kings, the British Empire,
Victorian engineers and modern international
Finance, is a city fundamentally drawn, even to this
day, by abandoned Roman military hardware.

Anybody interested in the effects of war quickly
becomes an expert in ruins; and these images are
the result of long fascination on my part with ruins
and their portrayal in Art. Some of the earliest
photographers were Ruin Photographers and they
drew on the devastation and decay in the paintings
of Nicolas Poussin and Claude Lorrain; in the
garden designs of Capability Brown and the poetry
of the likes of Shelley and Byron. The ruins in these
artworks were/ are philosophical metaphors about
the foolishness of pride; about awe and the
Sublime; about the power of God; and, most

importantly to me, the vanity of Empire. The
photographs here were all taken since 9/11, a very
special time to be thinking about the making of a
new global empire; the brutality necessary for its
construction; and what these new ruins might mean
for all of us.

Simon Norfolk

4>
ALLEGORY

Pella Dikonimaki, Assumptions
page 42

| struggle against the darkness by photographing
means that | value vision, choosing it as an ally
against an enemy that remains shadowy.

The “Assumptions” are bathed in darkness. It plots
and conspires. That is why the surroundings are
not signified, but they are what intensifies.

In “Assumptions” there is a clash lurking in the
shadows...We follow the dispersal of the
fragments. Whatever is illuminated is an attempted
solution (?).

One or two shapes in every moment. They are
enough. And silence. Deafening silence, so that the
existence which has been excluded from the
gatherings can be heard. They have nothing to do
with it. They don't belong to it. The subject, the
person is an omen of a critical situation. Many
times even the dominant - on a first level - calm is
undermined by the unspoken but present elements
that hint at a crisis.

In couples or alone, as a silhouette or a column of
light, static or in flexible fragmentation, the signified
is always the subject of a critical curve. The bipolar
“dead end - solution” is that in which the majority of
the photographs suffocate: convention -
communication, death - love, isolation - aphasia,
loneliness - presumption, resignation - insanity,
superstition - knowledge. Most of them are signified
by a common symbol (memory, time, day-dreaming,
creation, faith, fate) that is sarcastically demolished
in order to claim that the way out - solution is
nothing other than the revelation of a new and
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more powerful - than before - trench, which
demands a new solution. The pores - exits which
are, in the end, lit up by the moments, were an
attempted solution which, however, created new
questions.

It remains doubtful whether the images comment
on human agony or on the attempt to explain it, in
other words on themselves.

“More light” seems to be the cry and the future of
every experience, whatever becomes light is turned
off at the same moment in a contradiction that
mocks itself. The agony is not to be found on
benches and stops. It constantly pushes the dark
away. Knowing. A darkness that remains however.
Insistent. Unmovable and dominant.

For a continuous destruction of symbols...

Apostolos Karapanagis

Sylvia Diamandopoulou, Under Pressure
page 44

These people have difficulty staying in their place or
even finding it. They are disfigured by an
undetermined pressure, which they accept stoically
as if it is a law of nature which they can't violate.
They learn not to react and to endure. They chose
to hide the pressure which is placed upon them,
maintaining an appearance of calm, rather than
confronting it openly. They accept their condition
with a masochistic temperance. They try to accept
the problem, hoping or believing that this stance
will transform into a certain deus ex machina,
something which never happens. They smile,
always suppressing what is going on beneath the
surface. They are trapped in a race where
participation is mandatory and where the winner is
always gravity.

Sylvia Diamandopoulou

Jens Liebchen, Politics & Art - Art & Politics
page 46

...When the new construction and renovation of
parliamentary buildings in Berlin was still in the

planning stage, the Art Council of the German
Bundestag invited contemporary artists to

144

contribute works to the new parliamentary
buildings. By producing art especially for these
locations, artists were to be given the chance to
create works that directly address the themes of
parliament and politics as well as the architecture,
use and history of the buildings themselves.

Although the art programme encompasses all of
the parliamentary buildings in Berlin, the Reichstag
Building with its rich architectural history and
exceptional significance for the history of
parliamentarianism in Germany was the main focus
of the artistic concept...

...More than 100 artists have created works for all
of these parliamentary buildings; the photographer
Jens Liebchen accompanied them during the
process of conceiving and realising these artworks,
documenting each stage up to and including the
artists' experience of seeing their work installed.

What Liebchen has created, however, goes far
beyond mere photographic documentation - it is
psychological study of politics and artists at work,
and of their encounter in the political realm. In his
photographs Jens Liebchen captures the emotional
moment when the artwork leaves its place of origin.
On being taken from the artist's studio into a new
domain, a work of art often develops a surprising
degree of autonomy. Unobtrusively yet inexorably,
it takes charge of the space in which it has been
installed, sometimes in a way not even the artist
had foreseen. Jens Liebchen records that poignant
moment when the artist and work take leave of one
another, when, despite the close dialogue that
continues between them, the work is already
beginning to develop a life of its own.

At the same time, the moment of separation
captured in these photographs contains within it an
encounter of unusual import - that of the artist with
the political realm. Never before has a parliament
opened its doors so wide to the world of art; never
before have so many renowned artists entered into
such an intense dialogue with the world of politics.

The rapprochement between such differing spheres
as art and politics naturally involves a certain
amount of tension. The artist who enters the
political sphere does so to conquer it, not simply to
serve it. The political agent, on the other hand, will



initially react with reserve to the uncompromising
creative drive of art. Such tensions must be dealt
with and tolerated. In Jens Liebchen's photographs
they are rendered visible, almost tangible...

...l am very happy that the artists whose portraits
and works are included in this publication have had
the courage to venture into the political sphere.
Jens Liebchen has succeeded in documenting and
interpreting this process in a manner that opens up
new and enlightening perspectives on these now
familiar works of art...

Wolfgang Thierse
President of the German Bundestag

Martin Kollar, Nothing Special
page 48

Ten Eastern Europeans countries join European
Union, in May 2004. The pace of development
towards western democracy was different in each
country as they struggle with relics of their
communist past. The old stereotypes were
superseded by new ones, quickly adopted by the
mains tream public in an attempt to acquire the life
style dictated by the media. Consequences of such
hasty and superficial transformation are most visible
within the lower middle class false aspirations in
contrast to the everyday drudgery and drabness.

| take pictures of people in their spare time, when
they don't work, when they're free to whatever they
feel like. They can make a free decision, without
the supervision of their bosses, without the usual
stress or a feeling of obligation or constrain.

The last few years I've been trying to capture the
change of behavoir of the people of Eastern
Europe. I've been focused on the newly established
middle-class. The people are trying to define their
place within the new socio-economic system. The
system of values is changing and so are the people
and their attitudes. The process of the post-
communist countries slowly approaching the life
standard of Western Europe brings along a variety
of activities before unknown or banned to our
society, as for instance beauty contests of all sorts,
various local contests and competitions, religious
activities and organised events. But, as they have
been adopted by a different culture, being a sort of

strange element in it, their form has been mutated.
This mutual east-west influence with its often
tragicomic consequences is another aspect that
fascinates me.

Martin Kollar

Clement Page, Sleepwalker
page 50

Sleep Paralysis, Somnambulism and the Uncanny

1. When we are in the REM stage of sleep, 1 that
stage associated with the most vivid and visually
oriented dreams, there is a complete loss of muscle
tone in the major muscle groups of the body. We
are effectively paralyzed. The accepted theory
behind this natural and universal phenomenon is
that a state of paralysis is induced in the body so
that we cannot act out the content of our dreams-
consequently exposing ourselves to danger and
damage. If this physiological mechanism did not
exist , everyone would sleepwalk every time they
dreamt. The mind, being fully involved in the
dreamworld, is not normally aware of the
phenomenon of nocturnal paralysis. However, in a
small percentage of individuals, perhaps ten to
fifteen percent, a disturbing psycho physical
syndrome occurs : Isolated Sleep Paralysis ( ISP),
2, commonly known as “Petit-Mal” in the West. In
this instance, the sleeper gains consciousness
while the body is still in a state of paralysis. Not
only is this terrifying because the subject believes
themselves to be truly paralysed, generally
engaging in desperate but usually futile attempts to
move, or “awaken”, but the brain is still partially
dreaming, such that dream imagery and
hallucinations, both visual and tactile, are
experienced as real. A common hallucination is of
a being crouching on the subjects chest, an
“incubus” or succubus”, or the subjects arms or legs
being pulled or touched by unseen hands, the room
filling with daemons and preternatural light. Jorg
Conessa has suggested that this terrifying
occurrence may be turned into a positive
experience by transforming it into a lucid dream -
that is, a dream where the dreamer is conscious
that they are dreaming and can exert a certain
degree of control over the content and progress of
the dream-however , this requires diligent training
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and may not work for all “sufferers” of the condition.
3 Clement Page's 16mm film, entitled Tiny Pain (
2005), 4, is a filmic evocation of this naturally
occurring “uncanny” psycho physical state. Based
on the reports of a real-life sufferer from Sleep
Paralysis, this short film intensely echoes the
claustrophobic atmosphere of cloying dread and
steadily increasing panic as the paralysis spreads
and the hallucinations intensify.

What are the elements of this phenomenon that
equate it with Freud's notion of the uncanny?
Freud saw the uncanny as a blurring of the
boundaries between reality and the imaginary. This
is exactly what occurs during Sleep Paralysis.
Dream content literally “leaks” from the unconscious
into reality, the hallucinations appear to be
projected into the three dimensional space of the
real, disrupting the stability of the subjects
perception of reality and thus causing an intense
sensation of the uncanny.

2. The “familiar”, the “homely” - “Heimlich” in
Freud's original discourse - in this case literally the
home of the dreamer, the bedroom, is rendered
“unfamiliar” and distinctly “unhomely”, “unheimlich”,
by its seemingly real and terrifying daemons and

assorted creatures from inner space.

In “Tiny Pain”, the hallucination is produced by the
use of animation - rather than the use of a
superimposed filmed images of a real object or
person- this aids in replicating the “other
worldliness” of the image, in this case an ever
increasing vortex of force which increases in size
as the subject's paralysis spreads, and seems to be
moving ever closer to her.

In Sleep Paralysis then, the suppressed contents of
the unconscious literally escape into reality and
become “manifest”, as it were, no longer
suppressed, but instead liberated and able to terrify
and threaten the subject, seemingly in the real
world. The concomitant to Sleep Paralysis is the
phenomenon that results due to an absence of
REM paralysis: somnambulism. Page has explored
this condition in two further works; Unknown
Disturbance , shown at the Trafalgar Hotel, 2004
and Sleepwalker, 2005. Unknown Disturbance,
shown at the Trafalgar Hotel, London, as a two-
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screen slide projection, reveals a sleepwalking
female child wondering the corridors of the very
same hotel.

In Sleepwalker, Page explores this state with a
greater depth and elaboration. The film is
conceived too be projected onto adjacent walls, in
the corner of a gallery. On the right - hand screen
of the film we see a man asleep, he gets out of the
bed and begins to sleepwalk, engaging in a set of
bizarre actions as he moves through the rooms of
his house and then out into the streets of the city.
By way of “explanation” the left-hand screen shows
the same man, but this time it depicts his dream
which is occurring in parallel with his sleepwalking
episode.

The settings for both the dream-a dilapidated and
abandoned building of vast dimensions- and the
“real” environment of the right-hand film-run-down,
graffitied parts of the city at night-refers back to an
earlier series of photo works, “Topologies”,(2003),
where the city acted as a metaphor for the dream.
Repressed parts of the city stood in for the
unconscious; viewed from the vantage point of a
passing train one could see parts of the city that
the town planner did not intend us to see; the grey
zones, gaps, wastelands, and ghettos.

This uncovering of the hidden functioned as a trope
for the repression of social memories, the visual
erasure of the environments of the poor. Those
same locations became the mise-en-scene for
Sleepwalker.

The physical body of the somnambulator acts in the
manner of an automaton, animated as it is not by
the conscious volition of the subject, but by the
unrestrained forces of the unconscious mind. This
relates to an early example of the uncanny as given
by Ernst Jentch-whose essay on the subject
preceded Freud's - that of the uncertainty as to
whether an animate object was really alive, and
conversely whether an inanimate object was truly
non-sentient.

3. The sleepwalker appears to be an automaton, a
puppet, animated by some unseen force. In fact,
Jentch explicitly refers to somnambulism as being a
state capable of invoking a sense of the uncanny in
the observer for this very reason.



The trigger for this piece was the artist's own
personal experience of sleepwalking ( where, as
in one scene in the film, he destroyed his own
study while in a somnambulistic state, and knew
nothing of his actions until he discovered the
disorder of the study in the morning.)

However, this does not make the work merely
autobiographical, or therapeutic in a cathartic
sense. Page has used his own personal
experience of this phenomenon as an emotional
engine to drive the intensity of the film, but he has
then channeled this energy to push the subject
forward into philosophical, social and political
territories of investigation and exploration. With the
global increase in hyper-technologies-those
telematic methodologies which go beyond the
necessary functionality of the mechanical-
computers, mobile phones, portable personal music
collections-thousands of tracks carried in a pocket-
size box- global positioning devices , etc, we are
moving closer to a state of complete immersion in
alternative dimensions, alternative that is to
consensus reality. There already exists the
technology- head -mounted stereoscopic displays,
data gloves ( producing a 'virtual' cyber hand of for
the user in cyber space), even pressure responsive
sensors, so that the fully immersed 'cybernaute’
feels as if they are actually touching objects which
do not exist in the real world-which enables us to
enter dimensions which challenge the dominance of
a collective and consensual singular reality.
Dimensions which bear more than a passing
resemblance to the dream world. At the same time
the exponential expansion of capitalist production,
consumption and waste proliferation is turning the
world population into a sleep - and therefore
dream-starved mass, hardly anyone sleeps eight
hours a night anymore, the norm is more like four
or five. We are exchanging the interior dream
world of our unconscious for the exterior dream
world of computer generated realities.

Sleep disorders proliferate. We are becoming
dislocated from the unconscious. But,
paradoxically, the reality we are creating begins to
resemble that very unconscious. A three-
dimensional, stereoscopic realm where our wildest
fantasies are only a mouse click away. Our

unconscious content seemingly no longer has a
need to find expression in a panoply of mythic
symbols. Secret wishes and hidden desires can be
instigated and simulated in glorious 3-D within the
realm of the virtual, the new, pixilated paradise of
cyberspace.

We are experiencing an epidemic of
somnambulism. Our natural body and brain
rhythms, thousands of years old, sleeping at dusk,
waking with the dawn- have been disrupted and
reconfigured by the onslaught of a techno-capitalist
interruption of 'standard reality’. We now move
between different levels of reality on an hour-to-
hour basis, thinking nothing of talking to someone
on the other side of the world, while viewing their
image on a screen, listening to music a century old,
while manipulating futuristic images in three
dimensions, creating new realities, downloading
possibilities, surfing the dark underbelly of the new
world the digital collective unconscious.

4. A man wakes to find his murdered wife in bed
next to him; she has been subjected to a violent
and frenziend knife attack during the night. But all
the windows and doors are secure, there has been
no break-in. The man has committed murder whilst
sleepwalking. The unconscious is leaking into the
real. With the aid of technology, hyper-capitalism
and the abolition of moral and social order, we are
creating a reality that is only a whisper away from
the tumultuous derangement and deregulated
desire of the unconscious mind. Freud's hidden
domain is now exposed for all to see.

Richard Dyer

Yorgos Chaidopoulos, Scarecrows Il
page 52

“Scarecrows - Bandierolia - Yannoulides”

Santorini is a special, volcanic place, where man
has managed, by balancing between high creation
and decadence, to create throughout the ages
unique alternate civilizations with admirable
cohesion and completeness.

The scarecrow is a specialized expression of the
agricultural civilizations of the 19th century. It works
practically as protection for crops as well as
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aesthetically as sculptural creation. The crafty
farmer utilizes everything at his disposal:
constructions, materials, colors, recycled objects.
With impressive immediacy he creates modern
visual installations in the fields.

In Santorini the geological, climatological,
productive and spatial particularities are to be found
in all human endeavors, strengthening the
expression of unique local cultural characteristics.

Since 1965 Y. Haidopoulos has been
photographing selected scarecrows from Santorini,
with the purpose of preserving a small part of the
local traditions. He tries to capture the essence of
the works without any technological interventions.
He allies himself with the landscape, the sun, the
wind and time in order to capture this delicate
human creation, the scarecrow, which invariably is
reborn and deteriorates, following the annual cycle
of nature.

5>
AMBIGUITY

Anton, InPRESSions
page 56

Four painters
llias Petropoulos
Nefeli Publishers
Andonis' Nudes

Conversation and dinner on October 2nd, 1998

It is a rainy and cloudy afternoon, and | am walking
to Anton's atelie, across the Tolbiac bridge. | rapidly
climb the five flights and knock on the door. After
the ritual greetings | light a cigarillo and
immediately start, again, to examine his paintings.
We talk at the same time. Anton is extremely
careful, polite, introvert; his heart opens slowly, like
a red rose. Our conversation was more fruitful when
we sat silent.

Anton likes to photograph nude women. He
explains to me that the trap of these foreplay
photographs is their irresistible eroticism. | look at
certain photographs where the female body looks
almost plastic. We start a conversation on the
Female body. Suddenly, the door opens and an
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exquisite, silent girl walks in and starts to undress.
Obviously this is Anton's model.

We speak Greek, so that the reclining nude girl
doesn't understand; she seems flattered, since she
imagines that we are commenting on her beauty.
But we are talking of other things. Anton prepares
the lights and sets up his camera. He tells the girl
to lean over.

Anton continues to photograph. Bent over his table,
| sort through some of his old sketches. The Art
critics muse be blind. And, basically, they don't love
painters. In the meantime, the nude girl rises. |
pretend to be serious, since | am aroused.

Late at night, we went to eat at Nadia's house.
Listening to music, | looked at the wall, where that
painting that depicted the Nude with her palm on
her breast was hanging.

Pepi Loulakaki, Stage on fire
page 58

Music is the inspiration and the stage is the canvas.
The body and the face of the musician are my
subjects. | am interested in the moment that the
first note is hit, when the action begins and
expression is emphasized.

The light of the projector follows the movements
and makes the body seem like a sculpture. As PJ
Harvey shudders, the glittering of the dress
reflects the galaxy of her body. As Tonino Carotone
exhales passionately, the smoke take concrete
form. Warren Ellis is transformed into a maestro.
Marianne Faithfull's exuberance floods the scene,
even when she is taking a sip of water. Nick Cave
seems to be supported by the spotlight as he is
pulled into the open arms of the crowd. The snakes
on Lydia Lynch's tattoo are entangled with the
wires on stage. From behind the ecstatic face of Gil
Scott Heron the bass player's instrument peeks out.
Kraftwerk blend into their visual-acoustic creation.
Isaac Hayes' hand is synchronized with that of the
audience member. Screamin Jay Hawkins and Lee
“Scratch” Perry light their own fire on stage.

Then a new stage is created, inside the existing
one; the audience member is lit up and assumes
his own role. He dances, he enjoys, he is in



ecstasy. And although he is there to enjoy the
artist's moment, he ends up living his own moments
more intensely.

The stage has been electrified and the recording in
black-and-white has begun.

Pepi Loulakaki

Petros Sofikitis, Achania
page 60

“When absence becomes unbearable, the games of
the mind begin their own games...” A game like a
journey that leads the soul to another dimension.
The dimension of vastness.

Another dimension where the soul isolates itself,
searches, questions... it returns to its past, it meets
its old “is”.

It looks ahead... sometimes in melancholy and
sometimes in joy. Sometimes it dances and
sometimes it is still.

It closes its eyes and dreams within its dream and
dances in order to be purified, it listens to the
sounds of its own aura.

In a space dominated by pure white, it is master of
all... It composes and recomposes the landscape...
Based on a black line, it determines its course.

A course that never ends... A course that never
looks down... A course where evolution does not
stop... A course where it meets its old complexes...
it turns its back on them and overcomes them...!

When it wakes up, absence is no longer
unbearable... It has to cease being unbearable...
otherwise the trip was in vain.

Eleni Maligoura, Self-portrait
page 62

What is a self-portrait? | begin with this question. It
is the image of oneself, but which image are we
talking about? The one we see in the mirror? The
image that others have of us? The one we want to
show or that we think we are? The physical reality
of our body? Our intangible thoughts and
emotions? The image that we have of our body is
fragmented, we can only observe a small exterior

fragment. We can only see our face in the mirror,
but that image is inflexible, reversed and without
depth. Our motion escapes us. The visual manner
in which we express our emotions also escapes us.
How can all of this be visualized? The photographer
is forced to face these questions, even if his
intention is not to talk about the image but to play a
role. The solution he will find is personal and it
depends on the degree to which he is ready to
expose himself.

Eleni Maligoura

Dina Koubouli, Monographs
page 64

Using contre plongee shots, | photograph everyday
people who have compromised with modern-day
social conditions, and aren't always able to be what
they would like: themselves.

Their job, their hierarchy, their absolute
identification with certain ideals are conditions
which inevitably lead to this alteration. Forced to act
according to the needs of the role which they have
accepted, they live a dichotomy: what they are
clashes with what they would like to be. The true
identity of these people is often well hidden behind
their everyday routines, their lives, their goals, their
behaviours.

But where can one find this deeply hidden identity,
since it is cloaked behind their social roles?
Perhaps in their “baggage”. Behind the facade of
their social roles, they are starved for freedom,
eagerly anticipating the moment when they will
throw off the fagade and wear their true clothes, the
disguise which defines them and which they always
carry with them.

A series of photographs about the identity which is
hidden behind people's everyday roles - someone
else's clothes.

Dina Koubouli

Athina Chroni, People (Stereoscopic Projection)
page 66

People
“If I was simply curious, it would be very difficult to
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tell someone “I want to enter your house and talk to
you and have you tell me the story of your life”. |
mean, people would respond “You're insane”. They
would close up. But the camera is a sort of license.
Many people desire that kind of attention”.
Diane Arbus
Susan Sontag, On Photography

From a very young age, the “magical” three-
dimensional images of the view master fascinated
me so much that | attempted, to no avalil, to
discover their secret. | only succeeded at an older
age.

My images, staged with simplicity, record various
people in their space or outside of it, face-on,
always in natural light conditions - and often with
long exposure times - and using color in order to
reflect an alternate reality.

My decision to present these specific portraits with
stereoscopic projection arose out of the fact that ,
since the viewer is in complete darkness, he can
isolate himself from his surroundings and literally
penetrate the image, having a sense of depth,
space and the distances between each element of
the photograph. My purpose was to give as discreet
a stereoscopic result as possible, so that the image
does not attract because it is impressive but
because it causes intense emotions.

Athina Chroni

Yannis Kostaris, Private spaces I, Il
page 68

Someone (an intruder?) is coming to your house,
to your room. Not for an ordinary visit. Someone is
coming to get images out of your private life. During
the first moments, you feel quite awkward. It is
hard, you start feeling every move of your hands,
of your body. You regret having accepted to do
such a thing. But as time goes by, it is getting
easier. You let yourself go, you open up. | made
photos of ordinary people, people that had never
been photographed again. | tried to keep distances,
to stop being a photographer, to see people as part
of the space. You can't do more during a short
meeting. But what it can be revealed is quite a lot.
Aged between 18 and 22 years Apart from the
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students coming from provincial towns, the majority
lives with their parents. Their room is their private
space. They are extroverts, they want to show their
world. Everything means something or reminds of
something. Their life so far deserves an
exclamation mark. The urban uniformity is still
years away.

Telephones are ringing all the time. They are
basically arranging what to do in the evening.

Aged between 30 and 35 years For many of them,
it is probably the beginning of a long unvarying era.
They live on their own or with their companion.
Most of them have no children yet. They have
accepted the urban normality -a couch, armchairs, a
dining room, a television set-, they live in a clean
house hiding things rather that revealing them.
Telephones are ringing all the time. One of the
phone call is by their mum.

yannis kostaris

Photo Booth, Self-portraits
page 70

Models and photographers: Artists who are taking
part in the 13th International Month of Photography
and not only.

Scene: An iMac computer

Subject: The photographers, face-to-face with the
camera/screen of a computer, photograph
themselves and are revealed to the viewer as they
want to be.

The shootings took place at the studio/offices of the
Hellenic Center for Photography

The exhibit “Photo Booth” borrows its title from the
similarly titled Macintosh program, which was used
to capture these portraits.

The idea for the creation of this exhibit arose out of
the reactions of the photographers (which were
admittedly quite interesting) when, as they entered
the HCP offices, they were asked to use the
program and photograph themselves. Others sat
casually in front of the computer and “played” with
the abilities of the program, others decided after
lengthy negotiations, while still others asked for a
live demonstration in order to gain some time and



familiarize themselves with the idea. Towards the
end of the process, the majority of the photographs
had the following in common: none of them looked
like the classic photographic portrait and none of
the photographers bypassed the technology.
Instead, they used it, sometimes exhaustively, in
order to distort ratios, shapes, characteristics and
other details.

These photographs are being presented in the
exhibit “Photo Booth” and the photographers are
exposed to the viewers not through their work but
through the composition of their own image.

Chuck Close (USA)
page 72

More than just a painter, photographer and
printmaker, Close is a builder who, in his own
words, builds "painting experiences for the viewer"
through a system of visual metaphors; his
paintings, photographs and prints mark an
intersection between representation and abstraction
that is simultaneously of the moment and timeless.

Close's unique subject is the human face -
relatives, fellow artists as well as self- portraits. He
chooses his models as much for his regard for their
work as for their appearance; "l try to pick people
who matter to me but who also project compelling
images"

Reflecting the artist's fascination with reality,
illusion, and forms of visual perception, these
"heads" - as Close calls them - are typically
conceived as a series of gridded abstractions that,
when assembled in the eye of the viewer, coalesce
into a representational whole, a portrait.

Starting with a source photograph, almost all of
Close's work is based on the use of a grid as an
underlying basis for the representation of an image.
This simple but surprisingly versatile structure
provides the means for "a creative process that
could be interrupted repeatedly without damaging
the final product, in which the segmented structure
was never intended to be disguised". Close builds
his images thought a rigorous process of creating
and editing a series of abstract marks by applying
one careful stroke after another in multi colors or

grayscale.

Highly renowned as a painter, Close is also a
master printmaker, who has, over the course of
more than 30 years, pushed the boundaries of
traditional printmaking in remarkable ways. If Close
paintings are labor intensive and time consuming,
his prints are more so; while a painting can occupy
him for many months, it is not unusual for one print
to take upward of two years to complete. Technical
processes and collaboration with master printers
are both essential to the creation of his prints.
Close insists on a decidedly interactive and "hands-
on" approach to their creation; he carves linoleum
blocks, draws on and applies acid to his etching
plates, and personally directs all the intricate
handwork involved in pulp-paper multiples.

Far from serving as a mechanical means to
replicate his painted work, his prints - lithographs,
silk-screen prints, linoleum cuts, woodcuts, etchings
etc - have been an important proving ground for his
artistic activity as a whole. As Close has asserted,
"Virtually everything that has happened in my
unique work can be traced back to the prints".

For his first solo exhibition at Xippas Gallery in
Athens, Chuck Close is presenting characteristic
samples of the most well-known series of
photographs and prints throughout his career. It is
important to note that none of Close's images is
created digitally. While it is tempting to read his
gridded details as digital integers, all his work is
made the old-fashioned way - by hand.

6>
THEMATIC GROUP EXHIBITIONS

The Photographic Portrait: from Trace to
Allegory

page 76

Works from the collection of the Thessaloniki
Museum of Photography.

The human figure, a subject of enduring interest for
the fine arts, was one of the main stimuli for the
development of photography when it appeared in
the 19th century. Increasing urbanisation, the
product of precipitate industrialisation that brought
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rural populations to the city in search of work and a
better life, resulted in more and more people using
photography as a cheap method of registering their
personal and social identity. Thus, alongside
“official” photographic portraits that were taken by
distinguished artists, there developed a true
industry producing images of the human figure
whose significance in forming an individual and
collective consciousness was incalculable.

Since the days when cabinet portraits and carte-de-
visite were mass produced, many years have
passed full of developments both in techniques and
aesthetics in order for photography to become a
respected art form and for it to penetrate into
everyday life through its applications. The
photographic portrait has since multiplied in
quantity, and has also become very diverse in
terms of its expressiveness and uses. At times,
portraiture has taken on the qualities of a social
document, of a travel chronicle, personal narrative,
a fusion of figures with text, or a metaphorical
approach to the concept of time. It also took on the
form of an allegory related to the concept of
personal identity or family, as a confirmation or
reminder of human presence. Whether posed or
spontaneous, the rendering of the human form also
became a pretext for artistically exploring other
subjects or concerns, or at other times, a field for
experimentation through hybrid, digital
representations. Disguising and camouflaging
human figures raised questions; in some cases
their absence became an emphatic suggestion with
existential or political hues. In all these cases, and
in others that practically and substantively cannot
be mentioned or represented in detail within the
confines of an exhibition, the photographic portrait
has not ceased to inspire and surprise. The
Photographic Portrait: From Trace and Allegory,
does not constitute a ramble through the genre of
photographic portraiture, even in a narrow Greek
context. It is an anthology of works from the
collection of the Thessaloniki Museum of
Photography that reveals a fraction of the
developments of this large and important field, in
which the historical and contemporary, the official
and unofficial, the local and the international, the
aesthetic and the social, compose a story that
constantly plays with the trace of the human figure
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and the relatively independent artistic development
of that trace. The exhibition also attempts to
highlight the range of issues that the photographic
portrait raises through a true multitude of
approaches.

Hercules Papaioannou

Corbis Outline 25
page 80

Apeiron Photos, Corbis Outline and "Technopolis"
of the City of Athens co-organise a portraiture
photography exhibition of distinguished
personalities from all over the world, on the
occasion of the 25th anniversary of Corbis Outline,
a leading portraiture photography collection
worldwide.

This anniversary retrospective exhibition shows
some of the most iconic images of this
distinguished collection, highlighting the work of
diverse photographers for the most important
international publications. Personalities from the
arts, politics and society as well as famous activists
are portrayed in this exhibit.

Participating photographers:

Eddie Adams, Ruven Afanador, Kwaku Alston, Guy
Aroch, Marc Baptiste, Edie Baskin, Gavin Bond,
Julie Dennis Brothers, Regan Cameron, E.J. Camp,
Ludovic Careme, Matthias Clamer, Danny Clinch,
Joseph Cultice, Carlo Dalla Chiesa, Stephen
Danelian, Roberto D'Este, Sante D'Orazio, Claude
Dhien, Marion Ettlinger, Davis Factor, Daniela
Federici, Deborah Feingold, Roberto Frankenberg,
Thibault Grabherr, Jill Greenberg, Timothy
Greenfield-Sanders, Mark Hanauer, Gregory
Heisler, Robin Holland, Troy House, Sam Jones,
Naomi Kaltman, Phil Knott, George Lange, Henry
Leutwyler, Danielle Levitt, Andrew Macpherson,
Anthony Mandler, Mary Ellen Matthews, Yariv
Milchan, Jack Mitchell, Michael Muller, Jason
Nocito, Frank W. Ockenfels 3, Michael O'Neill,
Jerome de Perlinghi, Stephanie Pfriender, Richard
Phibbs, Aaron Rapoport, Matthew Rolston, Albert
Sanchez, Rocky Schenck, Bonnie Schiffman, Martin
Schoeller, Peggy Sirota, David Slijper, Brian Smith,
Lance Staedler, Art Streiber, Jean- Patrick Swirc,
Alberto Tolot, Ben Watts, Stephen Wayda, James



White, Timothy White, Kenneth Willardt

7>
THE PROJECTS

European Eyes on Japan /Japan Today vol.8

This year, as last year, | sent four photographers
into the field. Selecting photographers is not unlike
solving a jigsaw puzzle. To begin with, even their
number is uncertain. Then | have to consider the
character of the locales being photographed, and
the thematic concerns and orientation of the
photographers. With all sorts of information tangled
up together and not knowing what sort of picture
will eventually emerge, each year | look through the
documentation for 50 or so photographers. There
are really only two criteria set in stone. One is that,
given a time limit of around one year from shooting
to exhibition, the photographers need to have some
experience with producing collections of their work
and showing in exhibitions. And the other is that
they mustn't have lived in Japan. The reason for
the second is that | don't want them bound by
Japanese taboos and conventions about what
constitute fit subjects for photography. Most
important of all, though vaguely stated, is to select
photographers “who will show us what we have
never seen before, what we would not ourselves
discover”. The world is made up more than is
visible to us. Were this not so, we would have not
need of photography or pictorial art. With these
ideas in mind, | review their documentation and ask
the photographers what they think. And so, albeit
slowly, a number of photographers gravitate
towards the project, like pieces of a puzzle falling
into place.

Pentti Sammallahti | have worked to include in this
project since seeing his personal world unfold
through a firm photographic expression in a solo
exhibition in Tokyo in 2003. Perhaps influenced by
his backround born and raised in the northern
climes of Finland and the strong image made by his
work shot in desperately cold Russia, his work
naturally came to mind when the decision was
taken to photograph Fukushima prefecture in
autumn and winter.

Eleni Maligoura is like no other photographer | have
ever come across. The diversity of her work is
overwhelming. Achieving virtuosity in street
snapshots, she nevertheless repudiates expression,
practices a unique concept in reading scenery and,
further, takes up the challenge of experimental
portraiture. | detected unknown possibilities in her
attitude of striking forthrightly in the directions that
her own rich creativity takes her.

Karin Borghouts made a strong impression on me
with a single photography magazine cover. From
the surface of a world that unfolds even as it joins
together, she draws on an uncommon talent to
discover symbolic fragments and carefully retrieves
scenes that we might casually overlook. | have
grown intrigued with what fragments she might
carve out from the landscape of contemporary
Japan.

Stratos Kalafatis | learned of from the photography
collection “Journal 1998-2002”. I've somehow been
suspicious of the square 6x6 format that often
lends itself to the pictorial, but hardly to expression
of personality. But Stratos' work seemed entirely
different. | was charmed by the compositional ability
he has cultivated through experience, by his subtle
engagement with the trivial and by the superb
rendering with which he places his subjects in that
square space and makes protagonists of them.

Photographer selection done, the full picture
remained unclear. This would take another year. Its
final form is this collection of photography. My hope
is that even a few more people will find here things
they have never seen before, discover here
something on their own.

Many people and offices provided a wide range of
support for this project. Our heartfelt thanks go to
everyone at the Planning and Coordination
Department of the Fukushima Prefectural
Government, the Fukushima Prefectural Museum of
Art, the Private School & Cultural Affairs Division of
the Saga prefecture Lifestyle & Environment Head
Office, and the Saga Prefectural Art Museum.

Thank you also to everyone who agreed to pose for
photographs and cooperated with shootings. For
their tremendous help with the selection process,

| would like to express my gratitude to curator
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Hercules Papaioannou of the Thessaloniki Museum
of photography, senior curator Inge Henneman of
the Photo Museum in Antwerp and senior curator
Frits Gierstberg of the Nederlands Fotomuseum.

Mikiko Kikuta
Artistic Director

Looking Back on “European Eyes on Japan / Japan
Today”

Launched in 1999, the European Eyes on Japan /
Japan Today photography project brought engaging
photographers from the various countries of Europe
to Japan to rediscover in their work aspects of our
contemporary environment that we have taken for
granted and overlooked. Their work was shown in
exhibitions in Europe and in the Japanese
prefectures where they worked. In Europe, this was
an opportunity to reach beyond stereotypes and
expose viewers to the Japan of today. To date, 35
such European photographers have visited to
capture the 25 prefectures of Japan in their own
ways. The project is scheduled to continue every
year and to cover all 47 Japanese prefectures.

Shuji Kogi

Stratos Kalafatis, Saga 2005
page 86

My journey to Saga started during my preparation
in Thessaloniki, as | was collecting tourist
information, downloading maps and preparing my
luggage with 2 cameras, 2 light meters, 2
flashlights, many rolls of film and many pairs of
socks. | arrived in Saga with Mikiko. The Prefecture
guided tour was short and excellent. Very soon |
was on my own, having to express what | could
only imagine while still in Thessaloniki.

| made the decision to work in two, so to say,
zones. | would start photographing in the morning,
only to stop at about 5pm, when the sun was down.
A good meal and almost 3 hours of nap, would give
me the 'right' for another round of shooting,
searching for the other Saga, that one that rolls out
at night, with bars, alcohol, teenagers' voices and
careless kisses.

In Saga everything is orderly, clean and 'beautiful'.
Such order is frightening for a photographer who is
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used to work in the Mediterranean anarchic
rhythms. The images seemed to hide; and as if in a
hide-and-seek game, | had to discover them,
searching through the grass or turning my gaze all
around for hours. This method was already known
to me from my previous projects. | photograph
people, the space and insignificant details, creating
a puzzle that once is put together, it allows a story
to unfold, a personal journal with images instead of
words.

My biggest surprise was the contact | had with the
people. With those, who for a few minutes or
longer, accidentally or planned, stood before my
camera with respect, admiration and sincerity. Way
beyond the images, which always have been the
tangible result and the excuse to get closer, there is
something deeper and real. A precious gift | left
behind in Saga. It was the times | shared with Mr.
Sadatomi, Ms. Sasaki, Mr. Fujita, Mr. Altug, Mr. Go,
Ms. Hitomi, Mr. Kuga, Mr. Nonaka, Ms. Mariko, Mr.
Yoshiro, Ms. Minori & Ms. Madoka. Last but not
least, Norio and Tome, 'my family' in Saga, the
reason | will always want to go back.

Stratos Kalafatis

Eleni Maligoura, Japan project / Readings Il
page 88

For me, Japan has always been a land of legend. |
used to carry in my mind images of samurai,
traditional songs, splendid kimonos and fabrics,
severe rituals and formal courtesies. These derived
mainly from films, but also from works of literature,
painting and music. It was a country | had never
visited, but always wished to.

When | was asked to photograph the Fukushima
region, | was first very pleased, then very
frightened. | was aware the images | had in mind
would clash with reality, but not the degree to
which they would do so. Later, | was preoccupied
with the difficulties inherent in portraying a culture
different from my own. The principal danger lies in
searching for the picturesque, the bizarre or the
peculiar, keeping in mind that what is strange to
one person may be commonplace to another.
Another danger consists in remaining trapped
within one's own habits and preoccupations to the



extent of not interacting with a new environment,
not allowing the journey to become an experience.

How does one approach and comprehend a specific
place? How can one become acquainted with its
people without knowing the language? It is
effectively impossible: one remains a stranger in a
strange land, a stranger with a different mentality,
from a different culture.

On arrival | find myself immersed not in stage
scenery, but in real cities, immense and at first
unbearable. Wires choke the sky, nothing conforms
to notions of the picturesque. Endless snowstorms.
People wearing masks, so that | cannot make out
their face. Is it because of the cold? Because of
germs? | don't know. There are brief intervals of
sunshine; at other times, it simply stops snowing.

After the first shock - the certainty that | will be
unable to take a single photograph - | begin work.
At first | turn to the more welcoming natural
landscape, so much less resistant to interpretation;
landscape is timeless, everywhere the same,
indifferent to the civilisations it spawns. Then,
tentatively, | approach cities and people.

The cities are inhospitable, vast, seemingly without
focus; ancient and modern are jumbled together
indiscriminately. So different from their inhabitants. |
decide to photograph the contemporary high-rise
buildings scattered between the low, traditional
Japanese houses. There are two reasons for this.
The first is that my romantic vision of old wooden
houses cannot survive this collision with reality. The
second is that these contemporary buildings are
closer to my own culture and hence in some way
more approachable; they are also more
representative of modern Japan, in the same way
that teenagers in jeans are more representative
than old men in kimonos.

Confronting people was the hardest part of my
work, but also the most appealing. For me,
everything was different: speech, habits,
expressions, body language. | chose to portray
ordinary, everyday people, in the street, at their
workplace or at leisure: contemporary Japan,
unadorned. Of necessity, communication took place
through the medium of the camera: they allowed
me to record their image, something which,

however commonplace, remains a gift to the
photographer.

The mythical Japan | envisioned has vanished,
replaced by another vision, one much closer to
reality. Because, despite the insurmountable
difficulties of communication, | was never made to
feel other than in a friendly and hospitable country,
my affection now extends not merely to Japan, but
above all to its people.

Eleni Maligoura

Karin Borghouts (Belgium), Saga
page 90

I, too, wondered what | would be taking
photographs of in Saga. Like most people, |
imagine, | had a few standard images, | had a few
standard images of Japan floating around in my
head - temples and shrines, geishas, modern
architecture and technology, Japanese gardens,
Japanese prints and the like. We have a
preconceived idea of the country and the travel
brochures do nothing to negate it.

What do people look at and what don’t they see?
This seemed to me an interesting starting-point and
| allowed myself to be guided by my intuition in
deciding where to go.

| always photograph places: places close to home
and corners of European cities, bits of streets and
buildings, artificial scenery in zoos and amusement
parks, interiors. | lift the subject of my photograph
out of its context, whereupon it undergoes a
transformation, yet without my resorting to trick
photography. The image becomes autonomous and
preserves a sense of mystery. | don’t leave
anything to chance, but decide exactly how | will
photograph and ‘frame’ the subject. | prefer a
neutral light. The distance between me and my
subject is important.

In the countryside | find myself in places that are
perceived as ‘beautiful’ because a bench has been
placed there, or a look-out point, a window on a
special place. In the cities | see pictures of
attractions like the balloon festival in Saga , the
Karatsu Kunchi Festival and the ceramics tradition
in Imari and Arita.
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The question "What should be reproduced?” is
asked by every photograph, but it goes
unanswered. ‘Nothing’ is actually shown. Empty
stages and cityscapes like sets without actors,
urban chaos, the air-conditioning tanks, the intricate
webs of electricity cables, the panel-clad houses
with their aluminium window-frames. In the
photograph everything becomes an organized
entity, as if that is what was intended.

Travelling in a country where you don’t understand
a word of the language and cannot decipher the
letters, where you have to find your way around
using illegible city maps, where people’s cultural
background and outlook on life are so different from
our own - travelling in that way is an extraordinary
experience. Yet you understand Japan. There is
something universal about the people that is readily
understood. Despite the great differences, you look
at things and generally go about your business in
very much the same way in Japan as you do in
Europe.

Karin Borghouts
Translated by Alison Mouthaan-Gwillim

WORK, i(p+r)/n Changing Faces

The exhibition “Changing Faces: WORK” presents
seven positions of contemporary photography on
the theme of work, taken in various European
countries, within the framework of the International
Photography Research Network (IPRN). Through
its “Changing Faces” programme, which is part of
the EU grant programme “Culture 2000, the IPRN
contracts projects with photographers which they
carry out during a residence of some weeks in a
host country.

This network was initiated by the University of
Sunderland (Great Britain) in 2004. Apart from the
Museum Folkwang, the Arts Council England, Dom
Fotografie in Liptovsky Mikulas (Slovakia), Paradox
and the University of Leiden (Netherlands) and the
University of Jyvaskyla (Finland) are participating in
the programme.

The aim of “Changing Faces” is to encourage
photographic works which are dedicated to social
change and multiculturalism in an expanding
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Europe. In the period 2004 - 2007 exchanges
between 16 different countries, with altogether 18
photographers, are scheduled. The central theme of
all the photo projects is WORK, a subject which has
often been taken up throughout the history of
photography; a reason therefore to examine its
current relevance. Subject to fundamental
transformation due to structural change and
globalisation, work is a theme which touches
equally all the countries participating in the
exchange of photographers.

During each of the three years of the “Changing
Faces” programme, the results will be presented in
a publication and exhibition. There will also be an
annual symposium where the various aspects of
the theme of work will be discussed

The exhibition “Changing Faces: WORK” is showing
the projects carried out in 2005 by the seven
photographers who were selected for the first year
of the “Changing Faces” programme by a jury in
their respective host countries. With quite different
photographic starting points, they sounded out the
wide spectrum of what work can mean today. Thus,
for example, the Dutch photographer Rob Hornstra
put together a critical portrait of the Icelandic
society during his stay at the National Museum of
Iceland in Reykjavik, a society confronted by the
increasing industrialisation of the once traditional
fishing trade. In particular he focuses on the
situation of youths in his photographs on the “Roots
of the Re€nter”.

The Finnish photographer Renja Leino, who was
the guest of the J.E. Purkyne-University in Usti nad
Labem in the Czech Republic, observed the
behaviour of children and young adults in front of
their computers - a medium which is fundamentally
restructuring the world of work - for her series
“Absent Minds”.

Thomas Neumann, a photographer from
Dusseldorf, concentrated on the professional goals
and wishes for the future of students in the new EU
country of Lithuania. During his time at the
Contemporary Art Information Centre in Vilnius he
spoke with young Lithuanians. Excerpts from these
conversations, juxtaposed with reproductions from
advertising as expressions of collective desires,



were used as part of his installation “The Lithuanian
Rocket”.

The project sent the Icelandic photographer Orri to
Dom Fotografie in Slovakia. In “Without Work” he
developed metaphors for the situation of a country
which in his view is still trying to define its position
in Europe.

The short breaks from daily routine by members of
the British working class in Newcastle upon Tyne
were traced by the pair of Czech photographers,
Stepanka Stein and Salim Issa, who were hosted
by the Locus+ agency, for their series “Ordinary
Living”.

Lastly, in his project “Still Identity”, the Lithuanian
photographer Arturas Valiauga compares the life of
Lithuanians in Holland with that of the Dutch in
Lithuania; that is the life of people living in these
countries because of work. As the guest of the
University of Leiden and Paradox he produced a
visual study which makes clear that in the end the
differences cancel each other out.

Agnes Matthias

Rob Hornstra (The Netherlands), Roots of the
Runtur

page 94

In remote villages, teenagers sometimes drive
around for hours in small circles, no larger than 500
m: the Runtur. “Roots of the R€ntur” is a social
documentary that shows the changing face of
Iceland, through this typical Icelandic phenomenon.
In recent years, the traditional Icelandic fishing
industry has turned into a mass industry. In order to
supplement the workforce for the lower paid
positions, many immigrants came to Iceland.
Theses changes take their toll on the country and
its people. For teenagers it is no longer logical to
start their career in the fishing industry. They
mainly seem to try and leave the desolate fishing
villages behind them. Older people look back on the
past wistfully and are annoyed by the lack of
interest of the youngsters and immigrants for the
history of their village.

Rob Hornstra

Renja Leino (Finland), Absent Minds
page 96

Fascination and frustration are some words to
describe my feelings as a starting point to this new
series of photographs. For quite a long time | have
been looking at people working at their computers,
watching TV, playing PlayStation games.

It is almost always the same; a strange expression
on their face when they are inside a world of their
own; faces in foreign landscape.

They are often serious; sometimes some familiar
feelings can be visible on their faces. People are for
sure physically present, but somehow their mind is
absent.

The source, the box with electricity, pixels, magical
light, some kind of Camera Obscura or Lucida, is
absorbing their full concentration.

The phenomenon is global. No national borders
exist when surfing abroad and around. Imaginary
landscapes are visited, even real human contacts
are made throughout the world. All this happens
within seconds.

My new work is an attempt to study this
phenomenon of our time. For me it is not clear at all
where all these electronic signals and impulses of
light are leading us. Digital media is filling our
rooms and our minds: The question is, with what.

Method: | use a mobile phone. People who | want
to photograph can just relax because of this simple
camera. No one takes it seriously. Usually they
even forget my presence because of the strange
power of these machines they are working or
playing with.

Renja Leino

Thomas Neumann (Germany), The Lithuanian
Rocket

page 98

Something's happening in Lithuania. Things are on
the move. These sentences were buzzing in my ear
and gave me the idea for “The Lithuanian Rocket”.
It was the feeling | had when | saw all the young
people in Vilnius and discovered the jobs they had.
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In Germany it is unusual for someone of that age to
be the director of a printing company or the head of
an art association. How does this mood affect those
currently at university in Lithuania? What are the
hopes and visions of this generation? How do they
see their future? Certainly, those born in the 80's
have spent more of their life in an independent
Lithuania than in the Soviet Union. This generation
radiates with energy - perhaps because they are
not burdened by history and have consciously
experienced and participated in the difficult but
positive reconstruction of their own country.

What can | make of all this and how can
photography help? | am interested in the use of
images and their effect on the public. In Vilnius |
concentrated on photos of young people in
advertising, which seemed to illustrate a society.
The texts are based on interviews | made with
students at the universities of Vilnius, Kaunas and
Klaipeda. | asked them how they saw their future
careers and what they wished for.

The rocket: a rocket is a means of transport. For
me it 'transports' the enthusiasm of the 60's with its
various attempts at improving the world. It was a
weapon in the cold war and at the same time a
'vehicle' of hope and visions - at the time. Today
there are no longer any rockets in the playgrounds
and children no longer dream of becoming
cosmonauts or astronauts. The myth of the rocket
has run its course and only the shell of the symbol
remains.

When a German puts up a rocket in Lithuania, this
can seem aggressive. “The Lithuanian Rocket” is
not, however, a means of deterrence. | argue for its
integrative character: sculpture integrates
photography, technology carries emotions,
documentary is mixed with the fictional, the hopes
of today meet the enthusiasm of yesterday, the
dream of individualism is, so to speak, stuck on the
remains of a collectivism.

Thomas Neumann
Stepanka Stein & Salim Issa (Czech Republic),

Ordinary Living
page 102
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The “Ordinary Living” series of pictures shows a
few distinct views of the area we chose to come to
in Great Britain. The capital of northeast England,
Newcastle is a typical working class industrial city.
The choices seem obvious. Either you accentuate
the ordinary or you search out the visually stunning.
But the ordinary can be visually stunning enough
on its own. There are situations which are truly
ordinary until they are seen by a stranger. The view
is from the outside, foreigners, strangers, seeing
this place for the first time, trying to live the life of a
society where you do not fit in while wanting to
reflect your own feelings and vision.

Although the city is industrial, most of our pictures
were taken in places bordering on nature: South
Shields and North Shields, the dog races, a party
on Whitley Bay Sands for a national Bank Holiday,
evenings on the quayside. The work shows the
beauty and pathos of the lifestyle in industrial
working class surroundings, focusing mainly on
portraits as a way of following style, fashion and
entertainment. Using a flash to emphasize the
human subject, we tried to obscure the background.
The colors were pushed in a way so that normal life
would be shown as something special. Do beauty,
fashion and entertainment really change our lives?
Taking a typical example of this society, we are
trying to give a fairytale report about life, making
the ordinary beautiful and overlaying the beautiful
on the pathos of a working class town.

Stepanka Stein & Salim Issa

Arturas Valiauga (Lithouania), Still Identity
page 104

| was born and grew up in Vilnius (Lithuania). For
more than ten years | have driven to work at a
photo studio by Dutch Street, which starts at a
crossroad with blooming tulips in spring. Many
times while driving by this street, | thought of the
relation between the street, its name and myself.
Who are the Dutch in Lithuania? Who are
Lithuanians in the Netherlands?

People migrate due to various social, economical,
political or personal reasons, and they inevitably
bring their nationality with them and form their own
individual environment. However, work in a foreign



country is an important reason for a change. A
private living space and things found in it are
observed as a place where the changes of cultural
and consumerist traditions occur. Therefore, people
who live and work in a foreign country, as well as
their environment and their national identity
emerging from and disappearing into private spaces
became the object of my observation.

From May to June 2005 | photographed eight
private spaces of Dutch people in various places in
Lithuania. These people were of various ages (30
to 60 years old); they came to Lithuania because of
work. Some of them were married to Lithuanian
women. From June to July 2005 | took pictures in
the Netherlands. Sixteen people from different
cities of the Netherlands answered my call. The
motifs of those people (30 to 80 years old) living
and working in the Netherlands are very different.
In many cases, these are Lithuanian women who
are married to Dutch men and also people from the
younger generation who have finished their studies
in the Netherlands and stayed here to work and
live. Some people have political reasons for living in
the Netherlands, ones which span the history of
two generations.

The result could be defined as a panorama of
private spaces of the Dutch in Lithuania and
Lithuanians in the Netherlands - people whose
work created the opportunity for them to establish a
new home in a foreign country. For these people
their living environment and things found in it
became the map of their world which shows the
changing national identity, but one which belongs to
the past at the same time. The work itself is left out
of the picture as an intuitive possible reason for the
changes.

Arturas Valiauga

8>
CARTE BLANCHE

Takis, Hydromagnetic Fields
page 108

Takis experimented with magnetic fields and
created the first hydromagnetic fields in 1969.

In his last work, titled “Hydromagnetic fields”, the
magic of the motion of magnetic fields is recorded
for the first time on photographic paper.

Very thin, almost invisible shavings of iron are
placed in a fluid and react to the movement of a
magnet underneath the fluid's surface, creating
impressive formations, visual explosions and
whirlwinds.

Demosthenes Agrafiotis Demosthenes, i-mobile
Domestications

page 110

1. Cycles of destruction and creation: an ecological
-geological change or a new socio-cultural practice
or a technological innovation or a new collective
order of signs , lead to “eternal» game of continuity
and discontinuity. The above mentioned turning
points have a strong impact on individual and
collective life, not only on material level, but also on
symbolic level, that's why we call them very often
“transmutations” or “revolutions”.

2. The invention of the agriculture (the production
of cereal-grains) has been a major factor for large
scale demographic changes. The access to food for
big masses of humans is the reason for changes in
many aspects of social life. Especially time and
space will be also “domesticated” and societies
from the 8th millennium B.C., cultivated a new
order and, of course, a new form of repetitiveness.
In this perspective, societies have elaborated new
forms of collective memory, and in parallel have
imposed a new “memory” (by domestication) to
plants and animals, an artificial memory on a pure
biological one.

3. The alphabet has followed the agricultural
revolution and it can be considered as equally
fundamental sociocultural innovation. Especially its
influence on the elaboration of collective memory
was (and is) crucial. The writing has created a new
relationship between the order of words ant the
order of the things. Space and time has been
conceived in such a way that new patterns of
disciplines, new skills, new meanings and new
dynamics have appeared in the human horizon, in
comparison with societies in witch the oral tradition
is the only one.
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4. The invention of photography could be seen as a
domestication of the light, a proof of the human
domination upon the energy. The same invention
could be viewed as an achievement of the
European culture's potentialities, witch permits the
imprinting of the visual version of reality, by the aid
of the camera, capable to stop (almost) the time
and to transform the three dimensions to two, by
use the lessons of renaissance's conception of
perspective. Photography has contributed to the
enrichment of visual memory and creates the
feeling in the human beings to be present, to give
evidence to events -political, social, geological,
etc.).

5. Why the above mentioned themes focus on
memory? Modern societies put more emphasis on
future and as future becomes dominant, it seems
that it comes nearer and nearer. In this spirit, a
'memory of the future” become more and more
concrete and it challenges the classical one. If this
diagnosis is pertinent, then witch is the destiny of
the “domestications”? Witch will be the sociocultural
impact of new transformations? The fluidity and the
rapidity of changes, the number of initiatives are so
numerous, that any forecasting or foresight looks as
impossible. In this present period of major disorders
what could it be the status of the art? What are the
limits of the art? What is the role of the art? Art:
action, intervention, comment, luxury of the
introversion (with a lot or few feelings of guilt)
finally, an “domesticated art”, but by whom and for
whom?

Panayiotis Elias, Human Signs
page 114

“Human signs” are photographic documents of
temporary constructions in nature, made of
materials that have been cast away and forgotten,
and through the passage of time have been
incorporated into the local geography.

Isolated from their original environment and
stripped of their use, which gave them meaning,
these objects have their true identity. The
constructions, as finds of the indeterminate intent
that gave them their specific form, force the viewer
to reconstruct the story of their origins, in this
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manner covering the silence that surrounds them.

The title encourages us to view the objects and the
constructions as parallel to human presence in an
environment that seems to have been abruptly
abandoned at some point in the past. The fact that
these are viewed as "human signs” does not make
them less enigmatic, especially when surrounded
by a landscape that is common and at the same
time unfamiliar.

With the immediacy of the photographic approach,
and their minimalist content, the “Human signs”
communicate to the viewer images which are
visually interesting and which are often permeated
by tension and unease; these are exactly the sort
of emotions that are often excited by the ordinary.

Natasha Markidou
Athens, July 2005

Evi Karayiannidi, En Face
page 116

my photographs are my face
| stand face to face with the world
and photograph myself

“Between tension and indifference, | was searching
for whatever | didn't want to forget. The gas station
in Thebes, the shutter that opened onto the sea,
the drop in the wall, grandma's bed in Pilio in the
summer, the 70s Vollkswagen were all in front of
me.

They arrived, one by one, layers, creating their own
steady present.

As they intertwined with one another, they formed
something. Even | who avoid looking at myself in
the mirror recognized my own face.”

Kostas Goudis

Christos Koukelis, Divine Light
page 118

Think of these pictures as metaphors. They refer to
catastrophe, to ruination and to dereliction.
Buildings have been abandoned, and their fittings
smashed. More objectively, though, you might say
that they deal with the aftermath of catastrophe,



when things have had time to settle down.
Survivors have removed the bulk of their goods,
leaving only a few items for which there was no
immediate need. These items, such as beds and
chairs, have then been used by incomers.

If catastrophe constitutes an obverse then the other
side of the coin reminds us of domesticity with all
its apparatus of tables, chairs and windows.
Catastrophe and domesticity complement each
other. Domesticity is what we take for granted in
terms of routines and of borne comforts. If that
were all the pictures were about it would be quite
enough for one viewing, and we always need to be
reminded of the solaces of everyday living. But the
photographer has a more metaphysical side. All
those windows and doors, for example, may be part
of normality, but within these shaded spaces they
provide illumination and they also look like pictures
or bright representations of another dimension.
They suggest another world imbued with light, quite
distinct from the damaged here and now in which
we presently exist.

The present described here is laborious. It is a
context in which we need rest and refreshment,
warmth and comfort - or so the iconography seems
to indicate. There are some fine hearths, which are
a pointer to conviviality and to the need for warmth.
You could also describe some of the situations as
sepulchral and even nightmarish with their intricacy
of detail. In one darkened chamber a sharpened
beam stands propped against a wall, like a large
fragment from the True Cross. Certainly it is a
reminder of the weight of being and a pointer to the
religious dimension in this whole body of work.
Photography on a religious theme is difficult to
imagine, for this isn't exactly an Age of Belief. Yet
Christos Koukelis deploys the elements of religion
for the pictures are set in a distinctly material world
ravaged by hardship and by exigency. It may be an
afflicted domain but it is always and everywhere
enlivened by signs of transcendence, by a purifying
light and by examples of geometry. You might, in
time, work out his agenda, but in the meantime all
we have are possibilities which are far more likely
than that these are simply studies of stressed
environments.

lan Jeffrey

Alnis Stakle, Living Space- Daugavpils
page 120

Works are created in the second largest city of
Latvia- Daugavpils. | focused my attention to places
that usually are not emphasized, for example,
cabbage- patches, retired residential areas, former
location and training territories of soviet army,
industrial territories. Major part of works is
photographed after sunset or early in morning ,
when light fills this part of the day and it doesn't put
surplus visual load to work language. Colours then
become alive and begin to live and speak for
themselves, becoming the main medium of
information.

Supported by: Valsts Kulturkapitala Fonds

llias Bourgiotis, Spectators
page 122

The exhibition of photographs by llias Bourgiotis
focuses on the visitors and travelers who arrived in
Athens from all over the world in August of 2004 to
attend the Olympic Games. Under the brilliant
Greek light and the impressive shadow cast by
Calatrava's roof - especially designed in order to
welcome the Games' myriad guests - Bourgiotis
recorded the joy, anticipation and mystery of a
modern-day pilgrimage.

Bourgiotis did not photograph the crowds as a
television cameraman might asking them to pose
and smile for a few minutes of fame. Instead he
captured with his lens the natural expressions and
the spontaneous reactions of the anonymous
visitors to the games. The visitors to the Olympic
Games in Bourgiotis' photographs have nothing in
common aside from the space they share, to view
the Olympic Games of 2004 in Greece, the place
where the Olympic idea was born. All the
spectators, regardless of their religion or nationality,
share a unique feeling: that they are truly in a
special place.

llias Bourgiotis was born in Athens in 1956. In 1990
he won the first prize in the national contest that
the Greek Tourism Board (EOT) organized in
collaboration with the European Union. His work
has been presented in personal and group exhibits

161



in Greece and abroad (USA, ltaly, France, Belgium,
Finland, Switzerland, Denmark, etc.). He has
published the following photographic albums:
Spectators (2006) - his first to be published in the
USA -, Evropaikos Notos (2004), Neorion -
Nafpigeia Syrou (1997) and Atheati Ellada (1996)
and has participated in numerous other albums.

Stelios Kasimatis, Stella
page 124

The beach of Agios Andreas during the cold days
of 1954.

In the middle of November the director Mihalis
Kakoyannis was filming “Stella”.

The photographer Stelios Kasimatis was on the
beach during these shots, capturing with his lens
the attempts of the actors to “forget” the sensation
of the cold sea, to relax and to warm themselves
with the passion of a couple in love.

Manolis Kasimatis

9>
GROUP EXHIBITIONS

Young Greek Photographers, 2006
page 128

The Young Greek Photographers, created and
nurtured during the International Month of
Photography, celebrates twenty years of successful
events. Since 1987, when the very first group
presentation of young Greek artists took place, with
the intent of presenting their work to a wider
audience, a large number of photographers who are
now known and established in the art world have
first been exhibited at the Young Greek
Photographers exhibition. This fact alone shows the
value of this event, as well as its importance in the
area of Greek photography. There is a need for the
creation of a photographic education that will
enforce, evolve or even overturn the existing views
and theories about art, artistic creation and
aesthetics in general, and this need is what makes
the Young Greek Photographers institution one of
the most important in Greece.
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Every year we set new, higher standards and we
try to include more and more artists in our program;
this year is no exception, with many participants,
most of them graduates of photography schools,
presenting their works to a wide audience of
amateurs and experts and measuring their
strengths and talents in order to prepare for their
next artistic and professional steps in photography.

The works that are presented in this year's
exhibition are of particular visual and artistic
interest since the pluralism of techniques and
methods and the freshness of a “new” viewpoint
create a “virtual” landscape, a photographic puzzle.

Fine Art’s School of Athens, Two Thousand Six
page 130

Curator: Manolis Baboussis, Assistant Professor

Mina Alexopoulou, Pedro Barbosa, Sofia Vasiliadou,
Soula Vidali, Christos Zachos, Sylvia Langenbenk,
Angela Liosi, Tasos Karatatsios, Adamantios
Kafetzis, Chara Kolaiti, Alexandros Korbis, Yorgos
Koumanidis, Christos Kyvernitis, Kalina
Mayopoulou, Petra Mala, Efi Mavroyanni, Paraskevi
Moustaka, Yorgos Pappas, Katerina Papazisi, Maria
Polyzoidou, Yasemi Rapti, Yorgos Xygos, Beatrice
Fuentes, Vicky Filippou, Reveka Moustaki, Maria
Tavlariou, Elena Toumazatou, Natalia
Christodoulou, Thodoros Chrysikos

The group exhibit “2006” of the 29 student-artists of
the ASFA is part of the photography workshop for
the year 2005-2006. The participants, study at the
painting, sculpture and engraving workshops of the
School.

When someone composes with photography, they
discover, they search, they wander around in a
wider spiritual and material space: they connect
with its own history, an idea, a chance occurrence,
an invention, a discovery and the unexpected. They
try to reveal, to understand themselves, the world
around them and the definition of art that their work
provides.

The correlation between various approaches
attempts to open a path between the various
heterogeneous images, so that fertile suppositions
can be made. The correlation invites us to view the



transgression as well as observe the obstacles that
are implicit in every new beginning.

18 Ano Photography Group, Faith
page 136

Vasilis lliopoulos
Yorgos Moutafis
Andreas Pliatsikas
Dimitris Kordalis
Evangelia Yiatili
Yannis Haniotakis

The concept of faith, in its widest sense, is the
central theme of this exhibit. The Over 18
Photography Group examines and expresses itself,
through the photographic act; it takes a look at one
of the most basic concepts that have concerned
man from ancient times until today.

What is faith? Conviction? Trust? Submittance? A
steadfast support for principles and dogmas?
Perhaps it is the spiritual driving force through
which man gives meaning to his existence?

Leica Academy, Imprints 2006
page 134

The students at the Academy of Photography
intend to use this group exhibit in order to transfer
through their images emotions and ideas,
interpreting the reality around them
photographically.

Using their photographic skills and their social
sensitivities, they try to approach today's reality by
keeping an honest, objective stance.

Recording differences and searching for truth, our
students cultivate through their photographs an
ability to understand the lives of other people.
Without any technical tricks, but with the eyes of
their souls, they transform the natural world of
reality, they shape their thoughts and visions
beyond what is visible.

Spyros Skiadopoulos
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XpovoAoylo tou E.K.O.
Chronology of the H.C.P.



To EAANVIKO KEvTpo dwToypapiag idpUbnke e
npwTtoBouAia Tou 2Taupou MwpeadrouAou Tov OKT®-
Bplo Tou 1986, e KUpLoug OTOXOUG TNV AVATTTUEN TNG
GWTOYPAPIKNAG TEXVNG OTNV EAAGSA Kal TV rpowenon
TOU EAANVIKOU £pYOU OTO EEWTEPIKO.

210 Xpodvia mou akohouBnoav to E.K.®. éxelkataypd-
PeLOTO EVEPYNTIKO TOU LA OELPA Ao EVEPYELES, OLON-
MAVTIKOTEPEG TWV OTIOIWV AVAPEPOVTAL TILO KATW:

1987 10g Alebvng Mivag dwtoypapiag otnv Abrva,
Mauog, pe tnv unooTtpLEn Tou YToupyeiou MoAL-
TIOMOU.
1n ExBeon Neot EAANveg dwToypagol, INiou Mé-
AaBpov, Malog, ABrva, e Tnv urnooTtnpEn Ing e-
VIKNG MNpappateiag Neag Mevidg.

‘EkBeon: Eikova kat MepiBaiAov, ota mAaiola Tou
Eupwrnaikou Etoug MepiBaiAovtog, Zammeo Me-
YQpo, K TNV UMooThpLEN TG EBVIKNAG Emttpormg
yla to Eupwraiko Etog MNepiaiiovtog, Malog.
KabiEpwon e 1o Yroupyeio MoAttiopou Tou Bpa-
Beiou Makedova Kwota. H mpmtn oelpd Bpafei-
wv arovépetat aroé Tn MeAiva Mepkoupn oToug
21Upo MeAetCr) kat EAAN Zepatddpn(Nelly’s) kat
otoug EABetoug Daniel Schwartz kat Charles
Weber, Mdlog.

1988 Acttoupyia AaveloTikoUu EkBeotakoU mpoypa-
ATOG TPOG WO TIKOUG Kat dNoOCLous POopEig.
2TOV MPWTO HOVO XpOVvo NG Aettoupyiag Tou,
TPOCEPEPE dWPEAV TIPOYPAUUATA KAL UAIKOTE-
XVIKT) UTTOO0T| O€ TIEPLOCOTEPOUG artd 42 dnuo-
OloUG Kal IOLWTIKOUG (popEeig 0 0AOKANPN TNV
EAAGSQ.

1989 20q Alebvnig Mivag dwrtoypagpiag otnv Abrva,
Mautog, pe tnv urooTtrptEn tou Yroupyeiou MoAl-
TIOMOU.

10 AleBveqg Zupmnooto yla ) dwtoypagpia, Zar-
nelov Méyapov, Matog, ABrva, pe Tnv urooTneL-
&n Tou Yroupyeiou MoAlTiopou.

2n ExkBeon Néwv EAN VvV dwTtoypdowy, KTiplo
Kwotn MaAaud, Matog, ABrva, | Tnv urooTrpL-
&n g Mevikng MNoappateiag Neag Meviag.
Arnovoun Twv BpaBeiwv Makeddva Khota otoug
Kwvotavtivo MrnaAaga kat BouAa MNanatwav-
vou, otnv Aueptkavida Marylin Bridges kat Tov
eAMnvoapepikavo Constantine Manos, Maiog,
ABrva.

MpwToBouAia yia tnv idpuon otnv ABrva, g
Alebvoug Evwong dwtoypadikmv Biennale pe
OUVIOPUTIKA LEAN TOUG 0PYAVWTIKOUG (POPEIG TOU
MnAva dwtoypapiag oto MNapiol, Paris
Audiovisuel Tou Afpou Maptoiwy, Tng Primavera
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The Hellenic Centre for Photography was founded on
the initiative of Stavros Moresopoulos in October 1986,
with the central objectives of developing photography in
Greece and promoting Greek photography in that
sphere in other countries.

Over the years followed, H.C.P. realized a number of
activities, the most important of which are listed below.

1987 1st International Month of Photography (Athens,
May), with the support of the Ministry of Culture.
1st Exhibition of Young Greek Photographers
(Schliemann House, Athens, May), with the
support of the General Secretariat for Youth.
Exhibition entitled «<Images and the Environment»,
as part of the European Environment Year
(Zappeio Conference Centre, May), with the
support of the National Committee for European
Environment, May.

Establishment, with the Ministry of Culture, of the
Kostas Makedonas Prize (May). The first year’s
prizes were awarded by Melina Mercouri to Spyros
Meletzis and Elli Seraidari (Nelly’s) and to the
Swiss photographers Daniel Schwartz and
Charles Weber.

1988 Operation of a Lending Exhibition programme for
private and public cultural organizations. In the first
year of the programme alone, projects and
material/technical infrastructure were supplied,
free of charge, to at least 42 public and private
cultural organizations throughout Greece.

1989 2nd International Month of Photography (Athens,
May), with the support of the Ministry of Culture.
1st International Symposium on Photography
(Zappeio Conference Centre, Athens, May), with
the support of the Ministry of Culture.
2nd Exhibition of Young Greek Photographers
(Kostis Palamas Building, Athens, May), with the
support of the General Secretariat for Youth.
Award of the Kostas Makedonas Prizes to
Konstantinos Balafas and Voula Papaioannou, the
American photographer Marilyn Bridges and the
Greek-American photographer Constantine Manos
(Athens, May).

Initiative for the foundation, in Athens, of the
Association of the Photography Biennales, with
the organising bodies of the Month of Photography
in Paris, Paris Audiovisuel (Municipality of Paris)
and Primavera Fotografica (Generalitat Catalonia,
Spain) as co-founders.

The Centre was responsible for the publication of a
special issue on Greek photography by the



Fotografica tng Generalitat tTng KataAwviag,
lonavia.

leveoloupyog attia ya T dnpuoupyia aplepw-
MEVOU TeUxoug 0TnV EAANVIKY dwTtoypadia Tou
dleBvoug meplodikou Camera International, Mapi-
ol, Malog.

Opyavworn eEAANVIKNG CUPIETOXNG, KATOTILV
TIPOOKANOEWG TWV 0PYAVWTW®Y, TNV IopanAtvn
Biennale dwtoypapiag, Zemtepupplog, Ein Harrod.
2uppetoxn ota Anuntpia KA’ 1989 pe tnv €kBe-
on Camera Focus on Greece, OKtmBpLog, Oeo-
OaAovikn.

Opydavwon eAANVIKNG CUUKHETOXNG, KATOTILY
TIPOOKANIOEWS TWV 0PYAVWT®Y, 0TO Torino
Fotografia, Oktwpplog, Torino

Opyavwon eAANVIKIG OUUHETOXNG, KATOTILV
TIPOOKAT|OEWG TWV 0pYAVWTWY, 0TV Biennale
dwrtoypagiag Nice Audiovisuel, otn Nikaia tng
FaAAiag.

‘Ekdoon diyhwooou rieplodikou Hellenic
Photography Selections.

‘Ekdoon kataAdyou 0TnV ayyAKn YAWooa TnG
¢kBeong A Post Classical Landscape.

1990 MeTakAnon g dleBvoug onuavTiKOTNTAG EKBEONG

World Press Photo 1990, Amsterdam, jie Tn xopnyt-
K1) ouppeToxn ™G MpeoReiag g OAavdiag kat
mgKLM.

Opyavwon NG EAANVIKNG CUUUETOXNG O€ MAveU-
PWTIALKT) PWTOYPAPIKN EkBeOT 0N MAACK®PN e
v eukapia g avaAnyng g IpAavdikng Mpoe-
Opiag otnv Eupwrnaikn Evwon.

1991 30q Alebvng Mrjvag dwtoypagiag otnv Abrva,

OKTWPPLOG, pe TNV urnootnpLEn TG Eupwnaikng
‘Evwong ota mAaiola Tou mpoypappatog MoALtt-
OoTIKN Apaon 1991.

20 Algbveg 2uvedplo dwTtoypapiag, Zammelo Me-
yapo, Mdtog, ABrva, pe tnv urooTrpEn Tng Eu-
pwralkng Evwong ota nmAaiola Tou rpoypay-
patog MoAttioTtikn Apdon 1991

3n'EkBeon Neéwv EANAVV DwToypapwV, MaAAL-
KO lvoTitouTo Melpaid, Méiog, Melpalag.
Arovoun Twv Bpapeinv Makedova Kwota oToug
Mavvn Kuptakidn kat ©e6dwpo NikoAEpn, oTnv
Apepikavida Reenie Schmerl kat tnv EABeTida
Lilian de Toledo, Matog, ABrjva.

1992 Nominator ICI Photography Awards 1992/93,

National Museum of Photography Film &
Television, AyyAia.

periodical Camera International (Paris, May).

At the invitation of the organisers, organisation of
the Greek participation in the Israeli Biennale of
Photography (Ein Harrod, September).
Participation in the XXIV Demetria Festival with an
exhibition entitled «Camera Focus on Greece»
(Thessaloniki, October).

At the invitation of the organisers, organisation of
the Greek participation in the Nice Audiovisuel
Biennale of Photograhy (Nice, France).
Publication of the Hellenic Photography
Selections, a bilingual magazine devoted
exclusively on Greek Photography.

Publication, in English, of an exhibition catalogue
entitled «A Post-Classical Landscape».

1990 Presentation in Athens, with the participation of

the Netherlands Embassy and KLM as sponsors,
of the highly important exhibition entitled «World
Press Photo’ 1990, Amsterdam.

Organisation of the Greek participation in a
European photography exhibition in Dublin to mark
the beginning of the Irish Presidency of the
European Union.

1991 3rd International Month of Photography (Athens,

October), with the support of the European Union
as part of the 1991 Cultural Action Plan.

2nd International Symposium of Photography
(Zappeion Conference Centre, Athens, May), with
the support of the European Union as part of the
1991 Cultural Action Plan.

3rd Exhibition of Young Greek Photographers,
French Institute, Pireaus (Piraeus, May).

Award of the Kostas Makedonas Prizes to Yiannis
Kyriakidis and Theodoros Nikoleris, the American
photographer Renee Schmerl, and the Swiss
photographer Lilian de Toledo (Athens, May).

1992 Nominator for the ICI Photography Awards

1992/93, National Museum of Photography, Film &
Television, UK.

1993 Nominator for the Mother Jones Awards, Brazil.
1994 Exhibition of Greek photographic publications,

Northern Greece Cultural Centre, Thessaloniki, as
part of Photosyncyria (February).

Publication in a book form, and distribution free of
charge, of the Proceedings of the Meeting on Art
Photography organised by the Ministry of Culture.
Participation in the Ministry’s of Culture working
partly to prepare a national policy on photographic

1993 Nominator Mother Jones Awards, BpadiAia. art.

1994 EkBeon EAANVIKEQ PwTOYPAPIKEG EKBOOEL, 1995 Photography Week, Peace and Friendship
MoAttioTiké Kévtpo Bopeiou EAAGS0G, Oeo- Stadium (Palaio Faliro, February).
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oaAovikn, otamiaiola g PuToYPAPIKTG ZUYKU-
piag, deBpoudplog.

‘Ekdoon o€ BIBAI0 TwV MPaKTIk@V Tng Huepidag
yia v KaAAttexvikn dwtoypagia rmou opyavw-
oe 10 Y1.[o. Kat dwpeav dlavopr) Tou.

JuppeToxn otnv Opada Epyaciag tou Ym.Mo. yia
™ Xapa&n EBvikNG MoALTIKNAG yia TV KaAAtexvi-
KN dwtoypapia.

1995 ERdoudda dwtoypadiag, Ztadlo Eiprvng kat d1-

Aiag, ®eBpoudplog, M. daAnpo.

4n 'EkBeon Néwv EAA VOV dwToypapwy, ZTAdl0
Elprivng kat diAiag, deBpouaplog, M. daAnpo.
Nominator Images 95, Grand Prix de la Ville de
Vevey, Vevey, EABetia

1996 5n EkBeon Néwv EAANvVv dwtoypapwy,

dwToypadikn Zuykupia, MuAog, deppoudplog,
Oeooalovikn

1997 6n ExkBeon Newv EAAVwvV dwTtoypdpwy, ExBe-

olako Kevtpo ABnvav, deBpoudplog, ABriva

6n ExkBeon Newv EANAVwV dwToypdpwy, MNepi-
ntepo |, AE® otamAaiotla g MoALToTikng MNpw-
Tevouoagq g Eupwring, MapTtiog-ArpiAlog, Oso-
OOAOViK..

Evapén Aettoupyiag g aiboucag ekBECEWVY TOU
EK®, MepimAoug, Zemteppplog, ABrva.

40¢ Alebvig Mnvag dwtoypagiog otnv Abnva,
2entepBplog e Tn ouvepyaoia tou MEAT kal v
urooTnpLEn tou Ymoupyeiou MoAttiopou.
Avadpopikn €kBeon:10 Xpovia Néol EAAnveQ
dwTtoypagol, ZentePPplog-OkTwRplog, Abrva.
Metovopaoia Twv Bpapeinv Makedova Koota
o¢ Bpapeia BouAag MNanatwavvou mpog TP g
peyaAng EAAnvidag pwtoypdpou.

Arovoun Twv Mpwtwy Bpafeiwv ota rmAaiota Tou
MnAva dwtoypapiag, otoug Anunten Xaploladn,
Mouoeio Mrevakn, Bernard Plossu kat Eric
Azoux (Zemtéppplog, ABnva).

2uppetoxn otnv Art Athina’97, oto EkBeolakd
Kévtpo ABnvav, OktwpRplog Abrva.

1998 7n EkBeon Néwv EAANvVv dwtoypapwy,

dwToypaIkn Zuykupia, deBpoudplog, Oeo-
oaAovikn1997

50q Alebvng Mivag dwtoypapiag otnv ABrva,
2entepBplog pe Tn ouvepyaoia tou MNEAT katl tTnv
urooTpLEN Tou YroupyeioulloAlTiopoU.
7n'ExBeon Newv EAARvov dwToypdpwy, Ale-
Bvng MAvag dwtoypagiag, Zemteppplog, Abrva

1999 Ekdo0n Tou MpmTou BewpnTIKOU EPLOSIKOU Yia

™ pwToypapia « Tetpddia g PwToypadiag>.
60¢ Alebvng Mnvag dwtoypapiag otnv Abnva,
Semtéupplog pe Tn ouvepyaoia Tou MZAT kat v

4th Exhibition of Young Greek Photographers,
Peace and Friendship Stadium (Palaio Faliro,
February).

Nominator for Images 95, Grand Prix de la Ville de
Vevey (Vevey, Switzerland).

1996 5th Exhibition of Young Greek Photographers,

Photographic Coincidence, Mylos, Thessaloniki
(February).

6th Exhibition of Young Greek Photographers,
Athens Exhibition Centre (Athens, February).
6th Exhibition of Young Greek Photographers,
Pavilion |, Thessaloniki International Trade Fair, as
part of the events to mark Thessaloniki’s year as
Cultural Capital of Europe (Thessaloniki, March-
April).
Opening of the Hellenic’s Centre of Photography
exhibition gallery, Periplous (Athens, September).
4th International Month of Photography (Athens,
September), with the collaboration of the Hellenic
Art Galleries Association and the support of the
Ministry of Culture.
Retrospective exhibition: 10 Years of Young Greek
Photographers (Athens, September-October).
Renaming of the Kostas Makedonas Award as
Voula Papaioannou Award, in honour of the great
Greek photographer. Award of the first prizes to
Dimitris Harissiadis, Benaki Museum, and Bernard
Plossu and Eric Azoux (France) during the 4th
International Month of Photography (Athens,
September).
Participation in the Art Athina ’97, at the Athens
Exhibition Centre (Athens, October).

1998 7th Exhibition of Young Greek Photographers,

Photosynkyria (Thessaloniki, February).

5th International Month of Photography (Athens,
September), with the collaboration of the Hellenic
Art Galleries Association and the support of the
Ministry of Culture.

7th Exhibition of Young Greek Photographers,
International Month of Photography (Athens,
September ).

1999 Publication of the first periodical edition on

photographic theory «Photography Notebooks»
6th Month of Photography (Athens, October), with
the collaboration of the Hellenic Art Galleries
Association and the support of the Ministry of
Culture.

8th Exhibition of Young Greek Photographers,
International Month of Photography (Athens,
October).

2000 Nominator. GoEurope. The kaleidoscopic eye.



urnooTnPLEN Tou YroupyeioulMoALTIoNoU.
8n EkBeon Néwv EANVwV dwTtoypdowy, Ale-
Bvng Mrivag dwtoypapiag, OktwppLog, ABRva
2000 Nominator. GoEurope. The kaleidoscopic eye.
70G AleBvng Mivag dwtoypagiag otnv Abrva,
OKTWPPLOG e Tn ouvepyaoia Tou MZAT kal v
urooTpLEN Tou YroupyeioulloALTIopoU.
9n EkBeon Newv EAMAVLV doToypdpwy, Ale-
Bvng Mrivag dwrtoypagiag, OktwpRplog, ABrva
Ekdoon g «EAANVIKAG BIBAoYpapiag yia
dwtoypagia (1893-1996)» Tng Mewpyiag AeiBa-
vé kat EAévng MNavvitolou, ABriva
2001 8og Atebvng Mrjvag dwtoypagiag otnv Abrva,
OKTwPpPLo e TN ouvepyaoia Tou MZAT kat Tnv
urnooTnPLEN Tou YroupyeioulMoALTIopoU.
10n EkBeon Néwv EANA Vv dwToypadwy, Ale-
Bvng Mrivag dwtoypapiag, OktwppLog, ABRva
2002 90g Atebvng Mrjvag dwtoypagiag otnv Abrva,
OkKTwPpPLo e TN ouvepyaoia Tou MZAT kat Tnv
umooTnpLEN Tou YroupyeioulloALTIoNoU.
11n EkBeon NEwv EAAvVv dwToypapwy, Ale-
Bvng Mivag dwrtoypagiag, Oktmwpplog, ABrva
AleBveic dwToypadikéG Zuvavtnoelg otnyv Ma-
Tpa pe T ouvepyaoia Tng Axaikng Etapeiag
[MoAtTiopou, Aekéupplog, Matpa
2003 100g Alebvng Mrivag dwtoypapiag otnv Abrva,
OKTWRpPLOG, Le Tn cuvepyaoia tou MZAT kat v
urtooTtpLEn Tou Ytoupyeiou MNoAttiopou.
12n EkBeon Neéwv EAARvVv dwtoypapwy, Ale-
Bvnrg Mivag dwrtoypagiag, Oktwpplog, ABrva
2004 110g Alebvng Mrivag dwtoypapiag otnv Abrva,
OKTWRpPLOG, e Tn cuvepyaoia tou MZAT kat tnv
unooTtnpLEN Tou Ymoupyeiou MoALtiopou.
13n EkBeon Newv EANA v dwToypagwy, Ale-
Bvng Mrivag dwtoypapiag, OktwppLog, ABRva
2005 120¢ Alebvng Mrvag dwtoypapiag otnv ABrva,
2EMTEUMUPRPLOG - OKTWPRPLOG, UE TN oUvEPYAoia
Tou Mouoeiou Mrievakn Kat tTnv urnooTtrpLEn Tou
Ymoupyeiou MNoAttiopou.
14n'EkBeon Newv EAMvwv dwTtoypapwy, Ale-
Bvng MiRvag dwtoypapiag, OKTwRPLog, ABriva
2005 - 2006 Anutoupyia povadag Ynelonoinong Kat
TeKUNpiwong kat avamntugn BepaTikou dIKTUAKOU
kOuBou photographynetwork.gr, 0To mAaiolo Tou
Ertxelpnotaxou Mpoypdappatog «Kowvwvia g
[MAnpogopiag» tou M K.IM.2.

7th International Month of Photography (Athens,
October), with the collaboration of the Hellenic Art
Galleries Association and the support of the
Ministry of Culture.

9th Exhibition of Young Greek Photographers,
Month of Photography (Athens, October).
Publication of the «Hellenic Bibliography for the
photography (1893-1996)» by Georgia Livana and
Eleni Giannitsiou, Athens.

2001 8th International Month of Photography (Athens,
October), with the collaboration of the Hellenic Art
Galleries Association and the support of the
Ministry of Culture.
10th Exhibition of Young Greek Photographers,
Month of Photography (Athens, October).

2002 9th International Month of Photography (Athens,
October), with the collaboration of the Hellenic Art
Galleries Association and the support of the
Ministry of Culture.
11th Exhibition of Young Greek Photographers,
International Month of Photography (Athens,
October).

International Photography Encounters in Patras,
with the cooperation of Achaiki Politismou, (Patras
December)

2003 10th International Month of Photography (Athens,
October), with the collaboration of the Hellenic Art
Galleries Association and the support of the
Ministry of Culture.
12th Exhibition of Young Greek Photographers,
International Month of Photography (Athens,
October).

2004 11th International Month of Photography (Athens,
October), with the collaboration of the Hellenic Art
Galleries Association and the support of the
Ministry of Culture.
13th Exhibition of Young Greek Photographers,
International Month of Photography (Athens,
October).

2005 12th International Month of Photography (Athens,
October), with the collaboration of Benaki Museum,
and the support of the Ministry of Culture.
14th Exhibition of Young Greek Photographers,
International Month of Photography (Athens,
October).

2005 - 2006 Creation of digitalization and
documentation unit and development of
www.photographynetwork.gr, on line platform, in
the frame of Operational Programme for the Info
Society of the 3rd CSF.
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To EAANVIKO Kévtpo dwTtoypapiag embupel va euxapt-
OTNoel Bepud yia TN GUUBOAR TOUG OTNV UAOTMOINO™ TOU
13ou Alebvr) Miva dwtoypagiag otnv Abrva, Toug:

Yroupyeio MNoAttiopou
levikn Mpappateia Néag Meviag

MpeoBeia Tou Me€kou otnv EANGSa
MpeoBeia Tng Anpokpartiag TG ZAoBakiag otnv Abriva

British Council, ABrjva

Institut Francais d’Athenes
Hellenic American Union, ABrva
Goethe-Institut Athen

Aueplkavikd KoAAéylo EANGSOG, ABrva

Avwtatn 2xoAr Kahwv Texvav, ABrva

Apeiron Photos, ABriva

Cultureguide, ABrjva

Alebvng AepoAlevag ABnvav “EAeuBéplog Bevigehog”
EAANVIKO AoyoTexviko & lotopikd Apxeio (E.A.LA.),
Abrva

I16pupa Ewkaotikwv Texvav dilrmou Totxputdn, Abriva
Mouoeio Mrevékn

Mouoeio Mnevakn- dwtoypapikd Apxeio

Mouoeio dwtoypapiag Oeooalovikng

Mpo&evikd Zamua EANGSOG, ABrva

dwToypapikd Kevipo ©ecoalovikng

Corbis Outline, H.IN.A.

Dom Fotografie in Liptovsk Mikul, ZAoBakia
EU-Japan Fest Japan Committee (NGO), lanwvia
Fototeca Nacional de Pachuca, Me€iko

International Photography Research Network- i(p+r)/n,
MeydAn Bpetavia

Museum Folkwang, Ecocev, eppavia

National Institute of Anthropology and History (INAH),
Me&ko

Paradox, OA\avdia

Propad, >AoBakia

The Arts Council EvyAavd, MeydaAn Bpetavia
University of Jyvaskyla, dwvAavdia

University of Leiden, OA\avdia

University of Sunderland, MeydAn Bpetavia

Valsts Kulturkapitala Fonds, Aetovia

Kat @uolka To OUVOAO TWV CUVEPYATWY, TWV CUUUETEXO-
VIOV QWTOYPAPWY KAl KAAALTEXVQV, KELLEVOYPAPWV, ETIL-
HeANT@WY, dNUOCLOYPAPWY, HECWV HAIKAG EVNUEPWONG Kal
6A0UG auToug Tou Tapeixav kat Ba Mapéxouv UrnootnpEn
Yl TNV UAOTIOMNOT) Kal TPOROAN TwV EKOINADOEWV.

The Hellenic Centre for Photography likes to express its
special thanks for their contribution to the realization of the
13th International Month of Photography in Athens due to:

Hellenic Ministry of Culture
General Secretariat of Youth

Democratic Slovakian Embassy in Athens
Embassy of Mexico in Greece

British Council, Athens

Goethe - Institut Athen

Hellenic American Union, Athens
Institut Francais d'Athenes

American College of Greece, Athens

Apeiron Photos, Athens

Athens International Airport “Eleftherios Venizelos”
Benaki Museum

Benaki Museum - Photogragpy Archive

Consular Corps in Greece, Athens

Cultureguide, Athens

Fillipos Tsichritzis Foundation for Fine Arts, Athens
Foundation of Hellenic World, Athens

Hellenic Literary and Historical Archives (E.L.I.A.), Athens
Photography Center of Thessaloniki

Superior School of Fine Arts, Athens

Thessaloniki Museum of Photography, Thessaloniki

Corbis Outline, U.S.A.

Dom Fotografie in Liptovsk Mikul, Slovakia

EU-Japan Fest Japan Committee (NGO), Japan
Fototeca Nacional de Pachuca, Mexico

International Photography Research Network- i(p+r)/n,
United Kingdom

Museum Folkwang, Essen, Germany

National Institute of Anthropology and History (INAH),
Mexico

Propad, Slovakia

Paradox, The Netherlands

The Arts Council, England

University of Jyvaskyla, Filand

University of Leiden, The Netherlands

University of Sunderland, United Kingdom

Valsts Kulturkapitala Fonds, Latvia

And, of course, all the collaborators, photographers,
artists, writers and curators who are involved in the
events, as well journalists together with all those have
already provided support to realize and publicise the
events and will be providing again in the future.
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130¢ Alebvnc Mnvag dwtoypapiag
Abnva, Autumn, 2006

Ue v urtootnplén Tou
Yroupyeiou MNoALTIopOU

Alopyavwon
EAANVIKO KévTpo dwTtoypapiag

e TN ouvepyaoia Tou
Mouceiou Mrievakn

KaAAitexvikog Aeubuvtig
2Taupog MwpeodmouAog

Opyavwrikn Ertporm

MEAQ AlKOVNUAKN

Mapiva KoploAavo-Aukoupelou
MavoAng MwpeooouAog
Avita ZuplorouAou

pauuaretakn urootnpién
Mapidvva Bayeva

Oudda Yrootnpiéng

Momn Metoivn (ouvtoviouog)
Mwpyog AyyeAdMOUAOG
AAeEQvdpa ZialorouAou
Tovia KaAhavn
KwvotavTtivog AEpog
Maptetta dapeAn

EA&vn Xoupou

EAAHNIKO KENTPO ®QTOIPAGIAS
& OMNTIKON MEZQN EMIKOINQNIAZ
Todun Kapatédoou 15, 117 42 ABriva
T 210 9210545
F 210 9210546
E desk@hcp.gr

www.photographynetwork.gr, www.hcp.gr

13th International Month of Photography
Athens, Autumn, 2006

with the support of the
Hellenic Ministry of Culture

Organized by
Hellenic Centre for photography

with the collaboration of
Benaki Museum

Artistic Director
Stavros Moresopoulos

Organization Committee
Pella Dikonimaki

Marina Koriolano-Lykourezou
Manolis Moresopoulos

Anita Syriopoulou

Secretariat
Marianna Vagena

Support Team

Popi Petsini (co-ordinator)
Yorgos Agelopoulos
Marietta Fameli

Eleni Houmou

Tonia Kalliani
Konstantinos Lieros
Alexandra Zaziopoulou

HELLENIC CENTRE FOR PHOTOGRAPHY
& VISUAL COMMUNICATION MEDIA
Tsami Karatasou 15, GR-117 42 Athens

T +30 210 9210545

F +30 210 9210546

E desk@hcp.gr

www.photographynetwork.gr, www.hcp.gr
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H ékdoon autn mpaypatornoinénke otn oelpd

art|catalogues e Tnv eukatpia Tou 13ou AleBvoug
Mrva dwtoypapiag mou opyavawbnke arnod 1o EAAN-
VIKS Kevtpo dwtoypapiag to ®Bvémnwpo tou 2006.

ErupeAela: MHAEN OIO Aeka

2xedlaouog: MavoAng Mwpeoomoulog
Erupérela kelpevav: NMEANa Alkovnudkn
Metappaon Kelpévwy: laowv Arjuou
Texvikn empéAela: BaoiAng Aaumpidong
ExTUnwon, BiRAodeoia: Taxutumo, MNatpa

© yla v €kdoon:

EAANViKO KévTpo dwtoypapiag, 2006

© yla TI PWTOYPAPIES:

Ol (POPEIG, Ol CUAAEKTEG Kal oL pwToypagol, 2006
© yla Ta Keigeva: ol cuyypageig, 2006

dwrtoypapia eEwPUANOU
Biktwp Koév, anod t cuAAoyn tou Mouoeiou
dwrtoypaviag O@cooaiovikng

Abrva, 2006

ISBN 960-88399-8-X
ISBN 960-7095-33-2

This book in the series art|catalogues was

published on the occasion of 13th International
Month of Photography, organized by the Hellenic
Centre for Photograpy in Autumn 2006.

Editing: ZEro OIO TeN

Design: Manolis Moresopoulos

Text editing: Pella Dikonimaki
Translations: lason Demos

Technical supervision: Vassilis Labridis
Printing, binding: Tachytypo, Patras

© for the edition:

Hellenic Centre for Photography, 2006

© for the photographs:

Institutions, collectors, photographers, 2006
© for the texts: the writers, 2006

Cover photograph

Victor Koen, from the collection of Thessaloniki
Museum Of Photography

Athens, 2006
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