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STUDIO
IN TIME

TEN WOMEN VISUAL ARTISTS

For centuries women's place in society was set,
and their choices limited. The field of visual art was no ex-
ception: “the transformation of the woman artist from a
producer in her own right into a subject for representation
forms a leitmotif in the history of art" (Chadwick 1993: 21). A
woman could be the muse but not the creator, could stand
behind but not next to a talented man, could practise some
form of artistic expression but not "high” art. Thus even
when the first great women did emerge, the stereotype
persisted that "unless a woman's work bears the traits of
her gender so as to be easily classifiable, then it is not Art"
(Igglessi 1993: 46). The women's movements of the 1960s
and 1970s strove to abolish such conventions and estab-
lished notions. Indeed, it is around that time that the need
anises for women to acquire their own history. if feminism
was to be taken seriously (Reckitt, Phelan 2001: 35).

After years of struggle and developments, we
can now claim to have entered an age when women
“become makers of meaning as opposed to being bear-
ers of man's meaning” (Frueh, 1994: 190). In other words,
women no longer act within a given structure but can influ-
ence It and shape its attributes.' Especially in the 1990s, a
time described as a post-feminist period, female creativ-
Ity ceases to be distinguished from that of men. In Greece,
art follows a similar course, with preoccupations around
the artists’ gender from 1980 onwards and a gradual quest
for a bibliography on the matter. It was around that time
that the women in this exhibition of the Frissiras Museum
embarked on their careers, building the foundations for

subsequent generations and setting an example for their
younger colleagues,

The ten participants have been regularly award-
ed for their work and hold key academic and institutional
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posts. Their creations are reference points for contempo-
rary Greek art, regardless of whether they carry elements
of their sex or not. They were not selected for being wom-
en. but for the continuity and consistency of their oeuvre
across time. Besides, “"the idea that women merit special
treatment is a covert confirmation of the patriarchal per-
ception of women as inferior” (Borneman 2001: 715)

These artists' work condenses contemporary
quests through various media. styles and materials. Their
creations converse constructively on many levels, forming
a multifaceted artistic outcome that reflects their relation-
ship with art as a tool of personal expression as well as
their long parallel courses in the field.

Antigoni Kavvatha has been preoccupied with
landscape and its relation to light throughout her career.
She starts from colour and descriptive images to arrive at
abstract black-and-white motifs. During her studies at the
ASFA in the late 1970s, influenced perhaps by painters like
Michalis Oikonomou, she presents some warm and humid
urban landscapes devoid of human presence and domi-
nated by absolute silence. She soon goes Into more aus-
tere compositions, reducing the city's images and focusing
more on rendering nature and details of the landscape

Returning from her US studies in the mid-1980s,
she experiments with new materials and unusual view-
points. She seems to be looking for hidden patterns and
compositions that a close scrutiny of the environment can
reveal. The effect of this approach becomes even clearer
from 2000 onwards, by which time nature reigns supreme
in her painting. She has come very close to the object of
her interest, ‘zooming in' on the tree foliage or the flowers
that fill the entire canvas from end to end (horror vacui). In
these early works colour still holds a primary role. while
later Kawvatha comes to realise that it is not necessary; she
can convey nature's beauty and power through light alone

1 See Dubisch, J, 1991, "Gender, kinship. and religion: ‘reconstructing” the
anthropology of Greece®, in P Loizos and E. Papataxiarchis (eds) Con
tested identities: gender and kinship in madern Greece, Princetart NJ
Princeton University Press, 29:46. Here the American anthropologist ex-
amines the social structures within which women are called upon to act

without the potential to influence them



Her painting becomes exclusively black-and-
white, its intense contrast reminding you of photos or col-
lages. She chooses different kinds of trees in order to draw
their little peculiarities, which invest the work with a feeling
of delicacy and clarity. The images appear two-dimension-
al, depthless, with an almost glassy transparency that turns
the objects into shadows. The elaborate compositions of
leaves, branches, trunks. animals and—more infrequent-
ly—human figures with intertwining lines form new tex-
tures and patterns. Yet nature appears rougher and more
sinister, still trying to escape the confines of the canvas. It
is this narrative pattern that linearly links the work, which
retains its overall balance and rhythm.

The highly personal works of Marigo Kassi exude
both a sweet aura and an inner tension. In the 1980s her pal-
ette is limited mainly around white hues, but also with some
forceful gestures that stand out, She gives us still-lifes with
Just the necessary lines, her figures emerging discreetly, al-
most shyly. By contrast, dark inner passages are revealed
later, when she starts taking the viewer into her own solitary,
Inaccessible space with only a minimum of light.

KAVVATHA ANTIGON! / KABBAGA ANTIFTONH
THE WINDOW / TO NAPABYPO
1993, mixed media / pucti texvikn, 180 x 180cm

After 1990 she focuses on nature and the human
figure. introducing everyday and natural materials in her
warks, from pine needles to tresses. This starts a gradual
move away from the strictly painterly, which evolves into
constructions with light reminiscent of a personal shadow-
theatre. The girl wha is running freely on the filrn may even
be unfolding a story from the artist's own childhood

Kassi's quests have recently gone back to (hand-
made) paper, but now the focus is on texture, collage or
even the material's sculptural aspect. She glues lightweight
materials and adds layers of colour in an effort to combine
a set of fragments and arrive at an almost expressionistic
outcome. Tension is built through contrasts such as those
from the forceful brush strokes in red hues that stand out
and highlight forms and groups.

Each work seems to reflect an inner guest, which
lasted throughout the project, from start to finish. She
works on these palimpsests while processing the personal
memories and experiences she wishes to unleash. Thus
the final outcome exudes a spirituality, leaving at the same
time the viewer with a feeling of liberation and closure.

Among all participants, Pelagia Kyriazi has the
most abstract approach and the most crystallised expres-
sionist view. The strong, expansive gestures with the vivid
colours, which form twirling shapes on the canvas, are evi-
dent in her works. Her subjects vary. but tensions, as well
as a feeling of solitude, are rarely absent. The spaces she
creates are fluid and dreamlike, not always pleasantly so.
like visions which viewers are called upon to enter. lose
themselves in their vortex and interpret them.

In the 1990s she creates chaotic environments full
of anxiety, often resorting to black-and-white to pose the
question of entrapment as a condition both mental and so-
cial. The following decade sees a return of the dominance
of colour, which embraces the painting in solid masses.
These works are about eroticism, relationships, fears, ex-
pectations, women, maternity. Also from the same period,
the delicate, densely packed psychographic works from the
“paradoxical stories” series attest to her involvement with
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other types of visual expression such as printmaking. ph?r;
tography, video and digital media. The human figures. v:

the plasticity of Henry Moore 's sculptures. are clearly . IS-
cernible here, adding a narrative aspect (o the compasition.

Her recent work reflects the effect of the art of
Nikolaos Gyzis, particularly the influence of his famous
skizzen. Through works such as the university banner, she
proposes a new visual approach to emblematic images of
ancient and modern Greece.

Aphrodite Liti. a professor at the Athens School of
Fine Arts, is one of our most recognised and prolific artists.
Her stint as sculptor for the National Archaeological Museum
for over twenty years and her life next to the eminent sculp-
tor George Lappas attest to the profound relationship she
has always had with sculpture as a medium of expression
as well as preservation of memory. The artistic intervention
inspace seems to be an almostimpulsive, spontaneous pro-
cess for the artist who also takes great care of every detail in
her work. She opts for hard materials like metal as her basis,
but also for some as delicate as a piece of Murano glass.

The way she shapes her materials depends on the
setting she is called upon to transform with her in-situ in-
stallations. Viewers can walk around her environments and
feel the euphoria of a stroll in nature in a more fairytale-like
version. Liti goes for subjects like animals, insects, birds,
reptiles, fruits and leaves, whose oversize reproductions
are meant to increase the impact of their presence in a
setting where one does not expect to come across such
things, and thus she reconstructs natural world environ-
ments within manmade structures. Her personal Gardens
of Eden pose ecological issues and cornment on man's

move away from nature, albeit with the same optimism that
informs her entire oeuvre,

| The vivacity and the brilliance of her
are reinforced by the characteristic Murano tess;iL:IaF]elugﬁi
uses 1o promote the reflection of light and add a dimension
of fantasy to the overall effect With such mosaic
she puts together entire worlds that, for all their
trigger deeper existential questions,

-arlworks
simplicity,
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Eva Mela. chair of the Art Chamber of Greece,
creates politically and socially charged works with man al-
ways at their centre, particularly such vulnerable human
groups as children or refugees. She goes into tricky con-
cepts like displacement, migration, war, unemployment,
strangers—the Other—and more generally into matters of
freedom and confinement. The figures in these black-and-
white works are rendered in few lines, bringing the sub-
Jects’ dematerialised forms in tune with their emotions. The
bodies are almost hinted at, since they are now cut off from
their roots and required to continue their journey through
contemporary society in a state of limbo. The faces, by
contrast, are rendered in a much more painterly way and
thus emphasise each one's emotions and personal drama,
calling upon the viewer to focus on the facial expressions
that bespeak these persons' despair. The narrative in these
austere portraits is further enhanced by the fact that the
artist has met her subjects in person, and now attempts to
convey their story through these works.

. We are given little or no information about the
selling of her works, so as to stress the point that such situ-
ations may potentially affect anyone, at any time, All people,
Irespective of origin or nationality, can be viewed as mi-
grants once the system forces them to live as displaced
The artist only Incorporates certain elements such a wall
or a cham-hnk fence to touch on the notion of passage or
transition. Indeed, she has made a self-portrait in a similar
style in order to convey her own feeling as well as suggest
that she might find herself in these people's place '

MORAIT| ELENI / MOPAITH EAENH
UNTITLED / ATITAQ s

1987, acrylic on canvas / AKPUAIKO O€ pouoapd, 203 x 236em



Another major part of Mela's work is frescoes—
eggshell paint works in which the pigment is mixed with
egg yolk and needs to be processed quickly before it dries
out. The painter depicts subjects that haunt her mind and
are conveyed with the tension and the impulse of the mo-
ment, such as images of small children in today's harsh
reality. Given the distinctive nature of the material, the chil-
dren’s faces bring to mind the figures in Byzantine murals,
folk painting or religious icons.

Eleni Moraiti starts exhibiting in the 1980s her
still-narrative works, in which she tries to overturn the ste-
reotypes about contemporary women and the attributes
ascribed to them. The forms are methodically moulded,
and the theatricality of the overall composition is reminis-
cent of stills from period films. A change of style in the fol-
lowing decade takes her Into more abstract and spiritual
works such as the "Britornartis" and "Synapses” series,
which mark a turning point on Greece's exhibition scene.
Britornartis is a set of works-votive offerings dominated by
the verticality of the cornposition, the cool hues and various

LITI APHRODITE / AlTH AGPOAITH
COUPLE OF LIZARDS / ZEYIOL ZAYPON
2004, bronze, murano tiles / pnpodtéoc, UinplBeg Houpavo

symbolic elements such as the fish, which alludes to the
myth of the goddess. The power of nature is depicted in an
almost pagan mood., with references to Minoan civilisation
and the matriarchal society of the time

The large-scale Plexiglas works of the "Synaps-
es" series depict human body parts drawn in black ink to
give the impression of an X-ray or a photograph. The artist
here approaches the inner functions and the fleshy exte-
rior of the body in conjunction with nature and the social
structures (Kosmidou 2003: 53). Moreover, their imposing
presence allows the viewer to observe their anatomical
details as well as the subtle motifs of the hidden texls that
recur regularly In the art of Moraiti. The 1990s concludes
with the series "Has the city fallen, Mother?", in which vo-
tive offerings and the human anatomy coexist and interact
either in terms of drawing or through their collaged materi-
als. These are Installations with religious symbolisms that
attest to existential preoccupations and a spiritual quest

In recent years she has been working on the en-
tirely personal series of “Song of Songs”. The figures are
rendered in a simple, schematic and depthless way, with
the characleristic addition of writing onto the canvas, The
two protagonists, a couple, function together as a homog-
enous, indivisible entity linked both physically and spiritu-
ally by absolute love.

Vally Nomidou, sculptor and professor of the
Thessaloniki School of Fine Arts, depicts aspects of the hu-
man condition—an act she claims to be deeply political as to
Its ontological dimension. In the 1980s she was into paint-
Ing as well as smaller sculptures. The discernible human
figures in her paintings are depicted with few lines, sparse
colour and a lack of volume, while the multicoloured organic
forms of her sculptures convey their subject in an abstract,
symbolic way. The artist poses questions of sexuality, coex-
Istence of the sexes and human relations more generally

After 2000 she focuses on the off-white, life-size
paper figures that share the same space with the viewers
and converse with them, This is an extensive study of the
human body, in terms of both its outer shell and its inner

* Britornartis was a mytholagical deity: protector of fishermen in Minoan Crete
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aspect. According to the artist, this highlights the variety
of relations between private and public Her—usually fe-
male—figures stand silent, with eyes closed. absorbed In
some (nner quest, but also fully exposed to the onlooker Al
once fragile and sturdy, these smooth figures are perfectly
shaped yet their rough culs and sutures seem to dispute
the perfection of the human body and hint at Its mortal-
ty. Resorting often to this non-finito method, the artist thus
poses social issues, which become more obvious In works
such as "the handicapped” or “the supplicant”

The experimentations of Nomidou do not stop al
the use of paper, which does not prevent her from making
human figures with realistic-looking detalls (e.0. hair), nar
does it imit her ability to convey the plasticity of the badies
In some works she also uses plaster. which 1s painted over
lo acquire an even smoother, cleaner texture. Elsewhere, the
paper still carries the faint images or letters for which the
paper had been used originally. adding a palimpsest motif to
the work, while the unusual yet stll natural postures of the
human body allow her to create new patterns every time. In
recenl years she adds external narrative elements that ac-
company and complement her constructions, as she seems
lo be moving towards a more conceptual direction

Spiridoula Politi examines perennial human pre-
occupations or matters that reveal and repose primordial
quests such as faith, religion or love. Her works usually
come In series, so as to provide a thematic division at the
same time as establishing continuity. The "Art means..." se-
ries, for instance, comprises various painterly diptychs and
15 divided into subunits/answers to the question in the se-
ries' title, such as “ .to love" or "..to travel". So in one case
we see how mobility s associated with culture, religious
faith and the Other, while elsewhere we see the tender per-
sonal space of a couple as It is demarcated by a beautiful,
delicate piece of fabric. Her palette produces tensions and

contrasts, as she switches suddenly from grey and brown
tones 1o those of mauve and pink

In recent years Politi has been focusing on depicting worn-

en's or men's clothes and garment forms in general. As
she opls for a large scale, however: her works acquire a
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symbolic character and seem to function as banners. She
chows us the clothes but not the man. and It 1s as If we
are looking at the ‘wrapping' of an absent person—at emply
shirts. In this way she poses such contemporary ISSUes as
the role of external appearance and Its socioeconomic con-
notations. and at the same time the personal preoccupa-
tions around one's personal chaices. the materiality of the
world and its imited spirituality.

The titles of her works allude to commercial
product designations that paint to a sarcastic, humoraus
critical mood. As the maker of these garments, the artist
herself goes Into a personal relation-quest that starts from
something as simple and everyday as a piece of clothing.

Nature and its elements dominate the entire
oeuvre of Despina Tsakni. Although she is also interested in
portraits, with her subjects depicted at moments of relaxa-
tion, the connotations from the world of plants still find a way
to insinuate themselves there, too. The artist focuses on de-
tails, which require careful handling in order to be rendered
on the canvas accurately, such as the texture of a flower or
the veins on a leaf. Her compositions may also contain linear
repetitive motifs such as the stalks of wheat in a field or the
Venetian blinds of a window. Here, frequent use of yellow
tones, even in monochrome works, invests the outcome with
a feeling of warmth and (cautious) optimism.

The artist attempls to create correlations between
Images from nature (e.g. flowers, leaves, thorns..) and ob-
Jects that attest to human intervention and convey their tactile
contrasts and similarities. The insects that appear in some of
her waorks, for instance, seem integrated into the forms and
hues of their surroundings while still retaining their peculi-
arities. A bee may be lost in a yellowish field, while a fly with
Its elaborate wings stands out against the white lace.

The works of Tsakni trigger memories from an-
other age, simpler and more carefree. This feeling changes
In her latest body of work, however, as the setting switches
to more closed, almost hermetic environments with fewer
hues and graphic influences. The plant motifs take over the
entire canvas, in chaotic compositions that seem to extend
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AEKA TYNAIKEZ EIKAYTIKOI

Ma audvee n BEon G yuvaikag ATOV OUYKEKPIE-
VN P£oa OTNV KOWVWVIA Kal Ol EMNOYEC TNC NEPLOPLOKEVEC
To elkaoTkd nedio dev onoteAece e€alpean: YE TOV «UNo-
BiBaopd e yuvalkag-KaAIEXVN, ano aneovi¢ouoa npo-
OWNIKOTNTA OF OVIIKE(PEVO NPOG QNEWKGVION, VO GNOTEAEL
Aait portiB omnv lotopla g Téxvng» (Chadwick 1993: 82). H
yuvaika pnopouoe va elvat n pouoa, AAG OxL N dNHLOUPYOC,
pnopouoe va Bploketat niow and &vav TaAavIoUxo avipa.
aAAG 6xt BiNAQ Tou, UNopOUCE VO OOXOAELTaL JE KAMOLa HOop-
@n KOATEXVIKAC EK@EPOONG, GAAG OXL PE TV <UinAM» T€-
xvn. ‘Erol, akdua KL 6tay avaduBnkay ol NPWIEG onoudaleg
glkaotikol, eEakoAouBoUcE Va LoXUEL N OTEPEOTUNIKNA GVTi=
Anin OTL «aV T €pY0 LLac yuvaikac Oev PEPEL TIC IOIGTNTEG
Tou “pUAoU” TE £1al Wote va taélvounBel pe eukola, ToTE
oev glval Texvny (IlyyA€an 1993: 46). Ta yuvalkelo Kwvnpata
v dekaenwy tou 1960 kat 1970 enediwtav va avatpédouv
TET010V €ldouG oupBaoelc Kal va katadelfouy aflwoELC ava-
Bewpnong Kateotnpevwy Beaewv. Aev elvat AMwote tuxalo,
ot TV (B1a Nepiodo NPOKUMTEL KAl N AVAYKN VA QNOKTAOoUY
TNV LoTOpIa TOUG oL Yuvalkeg npoketévou va napBel aoBapd
0 Qepwiopog (Reckitt, Phelan 2001: 35).

Yotepa and NoMa xpovia SlekdIKAaewY Kat Zupic-
OEWV. PNopoUpe va moupe NAéov OTL EXOUNE NEPACEL GE |la
£N0XN 6MoU ol yuvalkee Sev elval (POPE(C avOPLKWV voNua-
Twv. aMa eivat ot {dieg dnpoupyol voriuatoc (Frueh, 1994
190). Me aMa Adyia, dev Spouv anhaic EVIOG Lag NpokaBo-
plopevng dopnc, aA\a SUvavral Kat ot (BIEG va TV Ennped-
00UV Kal va kaBoploouv 10 XapaktnploTikd g, I8waltepa
v dexaetia tou 1990, nou XApaKTNPOTNKE WG Uia neplodog
pzatu—(psplwopoﬁ. N yuvaikela dnptoupyia mavel va dlaxw-
piZETaL and tnv avdpikA. AvAoyn nopela akohouBE( Kat o
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LA ek we 1080 kAL LETH
Y(IDOC TNC TEXVNG OTNV EANGSQ, Onou ano 1o 190U Kat PET
ALULIUR ) | {8 vil

- =11 € 10 WUAD TV KOAMTE
EXOULIE npoBANUGTOUIOUC OXE KO PE TO PUAD TV KC AAL
EXUULC VIS o !

.
by, GAAG KGOt OTOSIaKG TV avadATtnon Jlag aviiatoxng pt
WY, WiV i 4 L

) ~ Téte nepinou SEKVaEL Kal |1 ATEXVIKN O1a
BAloypa@lag Tote NEPINOU CEXVAEL KUl N KOAMTEX (
(030oUIa TV YUVaKWV NOU NAapyv QuV LEROC OE autnv TNy

«8con tou Moucsiou @puoipa. BETOVIac ¢ PACELC Y@ TG

m

ENOUEVEC YEVIEC KOl ONOTEAWVIAQ NAPADEYMA VIO TG VEEG

ciKaoTkoUc Nou akehouBnaoay

Ot DEKQ OUPHETEXOUOES €xouv OlakpBEl enavel

Anppéva yia v SoUAELa Toug Kat KQTEXoUV onpaivouoeg Be-
OEIC OE (POPELS Kal akadnuiec. H €lKaoukn Toug napaywyn
anoteAsl onpelo avagopas tg oUyXpovng EMNVIKAG TEXVNG,
avefapTTWC TOU GV (PEPEL OTOIXELO TOU (QUAQU TOUC N OXL
Edw Sev en\éxBnkav enedn elval yuvalkes, aMa enewdn 1o
KOAAMTEXVIKO TOUC EPYO OTO OUVOAO TOU EXEL LA OUVEXELQ KL
L0 OUVENELQ aToV XpOvo. ANWOTE «KGBE eppovn otnv 10ea
61 n yuvaika NpENEL va €xel Wialtepn HETOXEpLON EvaL [ia
ouyKoAuppEvn eniBeBaiwon TG NATPLapXIKNG aviiAngng ot
n yuvaika ival kawwtepns (Borneman 2001: 715).

H Souleld autwy Twy EWKOOTIKWY OUHMUKVW-
VEL OUyXpovee avalntioels, HEOQ and NOLKIAG EKpPACTIKA
HEOQ, OTUA Kat UAIKA. Ta €pya toug oUVOHIAOUY ONHIOUPYIKA
oE didopa £nineda, ouvBETovVag €va NOAUNAEUPO KOAAL-
TEXVIKOG anoTeAEapa, aviavakAaaon TNE OXEONC TOUC WE TV
TEXVN WE EPYAAELD NPOOWNIKNG EKYPAONC, AANG Kal ThE Ha-
KPOXpoviag napaAANANG Mopelac Touc oTov. XWpo,

Tnv Avttyévn KaBBaBd €xel anaoxoAriotL 1 10nio
KalL N OXE0N TOU HE TO (PWE 0 OAN TV nopela Tou Epyou TNE
ZEKWVA WE XPWHA KAl a@NYNHATIKEG EIKOVEG, Y1a VA KAtaAri-
EeL 0e apalpeTikd aonpdpaupa potiBa. Katd tn SidpKela twv
anoudwy tng otnv AZKT, ota téAn Sekaetioc 1970, ennpea-
opevn {owe ano (wypdpouc 6nwe o MixaAn Oiovapiou, pac
OlveL Kanota eatd Kat uypd aotikd Tonia, and 6nou anouol-
Acel o GvBpwnog Kal enkpatel n andAutn olwnd. Aev apyel

' B\ Dubisch; J, 2006, «Kowwvikd (puAo, ouyyEvela Kat Bpnokela
«avanAdBovtagy Tnv avBpwnooyia tng EANGSaH, T, A Aukiapdonoulol,
oto E. Manotagidpxng, 6. MopadéMnce (enip.), Tautétnieg kar @uAo omn
LUyxpovn EMada, (3n éxdoan), ABhva: Exdooeic Alefavdpeia, 99-126
Edw n Apepikavido avBpwnoAdyoc Betel ENIOHOTA KOWWVIKEWY SOpWY
EVIOG Twy onolwy KoAouvial vo EVEPYNOOUY oL yuvalkee, xwple vo Exouy
nv Buvatdtnia va engupouy e autd



GG VO NEPAOEL OE M110 AlLG 0xEDL0, MEPIOPILOVTAE TIG EIKO-
VEG TNG NOANG Kal E0TIBZovIag NEPLOOATEN oty anENKavIan
106 (PUONEG KoL OE AEMTOHEPELEG TOU Tofiou

Entotpépoviag and Tig 0NnaudEq 1N oty APERLKI, 010 JEOO
1ou 1980, nepapiatZetan e vea UAKA, 0AG Kat aouvABloteg
ONTKEC ywvlEC, DalVETOL OTLOVOLMTG KPUPMEVS OXAOTA KOL
ouvBEoE(E Nou PHopel va thg 0NOKAAVPEL N 1OpOTHRNON TOU

KASSI MARIGO / KALYH MAPI()
SILVER KID / AEZHMENIO AIAI
1999, mixed media / puged exvisr, 114 x 83cm

nepifariovios, Ta aNOTEACOPATA QUINE TAE MPCKTIES

aKopn ma epgpavn and 1o 2000 Kol JETO, ONoU 1 KUpIog:
TN¢ (pUanG Elval NANPNE SN CuypapiEn the EXEL RANOLO
NOAU KOVIO 010 OVIKETLEVO 0L ¢ VBLOWEPOVIOE TNE, «LOUN0

POVIOCH OF NUKVE (PUAAGIIOTO O VIRLIY 1 avtn AouAoudh
1t onola fr-llr':’.rm'-.f oV Koppa ano depn o akpn (hor
vacul). Lra npta autd £pya 10 xpipa naldel akopo ny
1apXIKAG pOAD, 0ANG o1 ouvExela n KaPPabd oviiAappavero
O1L 0EV Elval anopaltinto Kol o1t Pnopel va SLIoEL GAn TN

opoppLd Kat tn SUVaUN NG PUONG POVO JE (P

H Cwypopikn tng yIVETOL ONokAELGTIKG aon
paupn, JE tdoa Eviavo contrast nou Buplder puwioypay
(1 KOANGE, EnIAEYEL Dlopopetika BN DEVIpWY. Npos
VOU VA OXEOLODEL OAEG TIG HIKPES TOUE IBI0EpOTNT
Bo npoodwoouy 010 Epyo NG Ko aloBnan Aentarnia
oaprvelae, 01 ElK6VES polalouy SiodidorToree
Bohou fdBoc, kal pe pia Slapavela oxedov yudh
HETQTPENEL 10 OVTIKE(UEVD OE aKIEC Ol NEPITEXVES auvE
oElc ano puAAa, khabid, koppoue, fwo i Kol onay
avBpWNIVES (PIYOUPEC, HE YPOUUES NOU OURNAEK
10E0 ToUC, ONPLOUPYOUY VEEC UIPEG KOl oxnuata H ¢
opwe, ExeL YIVEL no anelAnTikn kat adpn, eakoAoud
vioc va npoonaBel va Bponetevoer and m Lu
enitpavela. Elvol autd 1o agnynpotike axnpeo ne
VPORPIKA TN GoUAELd TnE, N onoia Slatnpsl o 100
KL Evov puBpo a1o ouvoAo ng

[Baltepa npoownika Eival 1a Epya e Mapiywg
Kaaon, ta onolo ononveouy 1000 pia YAUKIG 0Upa. 600 ko
o ninyala gviaon: Tn dexoetia tou 19

10 n NOAETO NG Elva
NEPLOPIOKEVN, HE ENKEVIPO TOUG ASUKOUC TOVOUS, 0AMD KO
HE EVIOVEG XElpovopiee nou Eexwpllouy. Mac Bive

(PUOELC POVO E TG ANOPOITNTES YPAULIES, EVED 0L LoD
avaduoviol Slakpiuka, oxedov viponoAd. AviHii

Bdn EOWIEPIKA NEPAOUATO ANOKAAUFTOVIAL OTN OLY

drav Badel Belha 1ov Beatn otav Hikd e povoxikd an
X(0po, HIVOVIAE 10U HOVO EAGXIOTO (P

Ano 1o 1990 kol petd, eoudder om g
avipinivn (Pyoupn, EVOWPOTWVOVIOS ata £pya 1
HEPIVA KO (PUOIKG uAKG (0N NEUKOREAGVES BEXDL 1)
ZLPEUYEL E101 OTAOWUKG ONG 10 Opiywe (wypag

PLRG

ATEAIEZTON XPONO; AEKA [YNAIKEL EIKAL T{IKO|



10U NAPansUNouy

LE LT
RO BRODO oxiv. To ROPLTOL DOV TREXEL
NEAQTIVE tOWG Kat va EgTuliyel pia Loto-
< ) RKG QIOIKA XD\
. ) QEIC TC Kaoon STHOTPEPOUY O1a (XEL1-

PONoINTa) xapnd 10 © AEuTai0 \\-i'\'.L‘H"H'\} HE TO 5\\\Ii1q‘: POV
A L L VO PUVETOL O (01 . 10 l\l"\'\ﬂ\‘ N QKo
HO KoL oM yAunTkA Toug udetoon

¢ |1|m‘\'\u'-\'1.h‘ £ \t]q‘pl\l
npootistovtoc OTRWOELS XPUWHATOC npoonabel va

."\Iﬂ--\l\i“\
<VU UVOA A

0 BRAUOLIGTWY t"“}_ll\‘l’}‘\,\ﬂ\’lﬂg EVQ OX¢

WOV ENPEOVIOTIKG QnoTeAe OHO. H gviaon xtideral ang e
W E1vOL Ot L\-;".'\!',Jtl\-': g

oviiBeoe WVEAIEC o g 1OXPWOELC

WV 0w N
10U KOKKIVOL Nou &g AURHOUV KOl ovahe IRVUOLINV HOURPEC KO
QUUNAS VO

RaBe €pyo powdde VO aviavax

A a E0WTEPIKAG
vaginon e KaMiéxwdac,

N onola n OWodeue kal!
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EEE——

OAN TN SlapkeLa TNe £PYQOLaC NG, KEXOL TV NEPO
AouAevel quta ta EPYa-NaAHYINGTQ, TV WA Mo &
YOCEaL NPOOWNIKG NG Blopata Kat pvipee nou B
aneAsuBepwoel, ‘Etol 10 teAkd QNOTEAEQUQ @
VEUHaUKOTNTA, Olvaviac [QUTOXPOVA atov Beat uia

0N AUTPWONE Kat Aok Anpwone

H o opapetkd and ghs C UC OUMLETEXOUQ
HE TNV MO anokpuatalwLEvn & Snpeatovionukn dnoy
vai n MNedayia Kupladn. Sta ¢pya NG pNopel va diakp

RUVELC TIC HEVOAE G Ot IVQTEC X¢ {POVOLIEC LIE 10 £Vv1

HOTQ, 0L onolee nAGBoUV YOPHEC nou otpoBilidovia

010V KapBa, H Ueparoloyia INC NOWKIAEL, QAAG N €viaon
Onavia Aslng andg C OUVBEOE(C The
MOVaXIkOtntae, 0

A \\’“"1\. KO LG QL0

LXWPOL Nou dnjoupyei eivar PEVATOL KA

LVEIPIROL, QAAG Ox MAVIOTE ¢ UXQPLOToL, 0ay opauato MR

Ot 010 onola KaAeital Va orabie( o Bs

QNe KOL va xalet au
Bivn 10U¢ via va ta EPUNVEVOEL

KYRIAZ| PELAGIA / KYPIAZH NEAATIA
INFERNO

1990-95, mixed media / gt texvikn, 130 x 139¢m



Kot 1n dekoetio tou 1990, dnproupyel xaoukd
nepiiaMovia, yERAta aywvio, EnAEYOVIOE auxva Kal th
aonpoHaUpn anetkovion, Npokelpevou va BEoel 1o {imn
MO 10U EYKAWRIOPOU WE NVEURATIKA, OMG KOt KOVWVIK
Kardotaon. Mnalvoviag atnv endpevn Sekaetio, Enavepxe-
10l N KUPIOPXLa TOU XPWHATOE, HE OUHNAYE(L dyKoug nou
aykaAtaouy tn {wypagikn enaveia. Npdketal yia €pya
NOU OXETICOVIAL WE TOV EPLTIOHE, TG OXETELG, TOUG (POBOUC,
g npoodokleg, n yuvalka, ™ pntpdinta. TO1E Katanid-
VETOL KOl HE THV EVOINTA «NOpadoEec 1otopiecy, dnptoup-
ywvtag epya-liuxaypagipata Le Aent Kat nurvi ypagn
NAEOY, NOU HOPTUPG TNV EVAOXOANON TG KAl pE GMa E(dn
EIKQOTKNG EXPPOONG, ONWE N XAPAKUKA, N putoypapla,
10 Blvieo kat 1o Ynguakd péoa. Ot avBpniveg HopgEec,
nou Bupicouy Tnv naotikatnta yAuntwy tou Henry Moore,
dlakplvovial EexaBapa edw, npoabEtoyTag pia agnynpat-
KOTNTA 010 OUVOAD

LNV Kavoupyla tng QouAELG, aviavakAwvial ol
npooAauBavouceg ano 1o €pyo tou NikdAaou MUgn Kal
1Blwe n enppon and 1a digonpa skizzen tou. Méoa and
EpYQ, 6NwE 10 NAVENLOTNKIAKG AGBapo. Enavanpooeyy(-
{E\ WG EIKOOTIKOE EIKGVEG-0UHBoAQ TG apxaiag Kat ouy-
xpovng EAMaGaC,

Mia and TIc NAEOV QVaYVWRIOHEVEG KOMUEXVIOEC,
pE rAadola yAUNTKA napaywyn, ivat n KaBnyitpla: oty
Avitatn Ixohn Kohdv Texviy, Agpaditn Altn. ‘Exoviag
BouAEYEL yia Ndve and elikaot xpvia oto EBvikG ApxaioAo-
yiK6 Mouoelo wg HoUDEIaKA YAUMIPI KA EXOVIAG OUHINO-
pEUTE( yia xpévia pE Tov anoudalo yAuntn Madpyo Adnna,
avitAapBavetol kavels v BaBla Kat npoowntki OXEon Nnou
£ixe aVEKOBEY JE ThY YAUNTKIA WG HECO EKYPAONG, GANG KOl
Blarfipnanc thg pviipng. Galvetar ot n Elaatikn napéppaon
10V XWpPo roteAEl pia nnyala; oxeddy auBppnt dladua-
ola yi0 exelvn, evi tautdxpova Bivel onpaola Kat oty Kabe
HIKORA AEMTOREPELD TOU £pyou NG, [poTipid va xpnotpornoled
w6 Pdon okApG UAIKG, GrwG 10 HETAAO, v avBELWG Kal
opiopéva (Ma éoo euBpauata, o éva yuoAdkt Moupdvo

H popgn fow Bive ota UAKG e efaprdtat and tov xwpo
10v onofo KaAE(tol va PEtapoppEoEL KABE (opa e N situ
£YKOWAOTA0LIG. F10 NEPFAMOVIA 10U DNpOUPYEL HNopE( va

nepinynbel o Bearie, ViBovias Thv ELpopta tou Repuaou
oty (uon, JE pa mo nopapuBivia anodoon. H AN £rs
ver Bépata dnwe dwa, Eveapo, NOUAQ, EPMETO; (PAOUTO KOl
(UAAQ, 10 onola avanoplotd oe JEYOAUTEPES SLOOTADELE o
116 NPAYHOTKES, MPOKEEVOU VO KAVEL aloBint ty napou
0l0 10U¢ OF EOWTEPIKOUG XWpoug Gnou SEV NEPIJEVEL Vi T0
ouvavidoel Kavels, Avakataokeudde Lo nepiaAovia tou
oKy kdopou o dopés Nou Exet Snpoupyroet o avilpw
nog, pepvoviag evide toug potifio ke otoixela me puong
Ot npoownikol g knnot tng Edey, Biyouv aikoAoyika ¢ntn
pata Kaw oxoMadouy 1y anopdspuven tou aviipawnou ano
 @uon, Siatnpaviag Opwe ndvea pa allodoflo, n onolo
OUENELOAN TV NOPE(D TOUEpyOU TN

I'n Cavidvia Kat e AGpn v YAUNLhY 1ne ev
oxdouy o1 xapakinplankte bngpldes Mouptyo nou xpnot
ponotel, ol onoleg EUVOOUV T1G GVIOVOKAIOELG TOU (puitog
KoL npoodidouy pa paviaotikh Sldotaon 010 aUvoAo g
napéupaong Me tétow epya-pwoaikd ouvierer oAdKAn-
poug Kkdopoug, nou Bétouy fubitepa unapfakad Cntdpato
HEOD QN Ty anAdTnid taue,

H npdedpog 1w Ecaatikod EnpeAntnplou EA
Addog, Eva MeAd, dnpioupyel €pya pe noAtiko npdango
Kal KowwvikG: npoBAnpatiops, dnou ato enikevipo ol
OKETQL NAvIote 0 AvBpwnog Kat EdikotEpa ot eubpavate
KOWWVIKEG OpadEG (Naudid, npoapuyes KA Katamave ol
HE DUOKDAEG EWOLEE, ONwe ENVALN PETAKIVAON. 1 NpoagpL-
yia, n Eevind, o ndAepoe, n avepyla, o &evog, o AMoG kat
pe Enuipam gAeuBeplag kot eykhwplopod yevikdepa, L
aonpApaupa Epya tne SIVEL TG (PLYOUPES HE MYEQ YPappEs,
fapaMNAGovIag 1 ouvaaBREaT 1wy UNOKEIFEVIY FIE TG
ECOUAOHEVES HOPPES. Ta  OwpaTd toug OXEdOY Urovood -
VIAL, Qyou glval NALOV anoKoppEVa and g plded toue kal
KAAOUVTOL VO NOPEUTOUV GTNV GUYXPOVI KOWVWVIO JETEwpo
AvtiBErwe, 1 npAownd Toug EIKOVIGOVIAL oAU o dwypa
ipusd;, Bivovtag £rol Eupaon 0to auvalobngio Kai 1o npeow
NIKO Opapa tou KabEvag Kat KOAWVIaE aviiatoxa tov Beatnh
VO EONACEL 016 EKRPPAOELS NOU HOPTUROUV THY GRdyvan
WOV EIROVIGOMEVWY. M agpnynpanisd mig autwy v Al
NOPTPETWY EVIOXUETAL KA QMO 10 YEYOVOG 01 oA G 1
ATOMA, 10 EXEL YVWPIOEL NPOOWNI 1 KOANTEXVHG KUl £
ENIXEPAOELVO QNOTUNWOEL EOW TV 10101 1O

ATEAIE ETON XPONO: AFKA I'YNAIKEY EIKAY TIKQ 12



Mo 1ov NEPIBAMOVIO XWPO TWV EPY W
UE EAAXIOTEC N ‘I‘J‘C' MANPOYOPILEG, LL}G‘;E_II;._L_‘] .-"‘“.'.--
]‘ 51 outol ot GvBpwrot A oL KATOOTACELG, m_rnuirt-;t
\ .-,-L|‘.L.:-L:_a;mr.i.o--,-?lrwncxa Kal o€ onoladnnoTte :.zr-ipn I—-\I-:!;.:I
grouo. avefaptitwg EBVIKOTNTAC n KOIO‘(}G\-'IW.;. LJl 10p ~
va ﬁ-onc‘-ai WC PETQVAOING, EWYOTOV I_JS?OXQEI.LOI‘J‘._lClL"uI?IO 1
undoxov ouotnua va Zet wg EeptlwPEVoq mcmomj 3‘.0.&:
UGVO EVIGOOEL OPIOUEVO OTOIXELD. ONWE Yia norp-ae_,u-,fgh
g£vav 1o(xo 1 éva cuppaTonAEYHa. B-:'I‘.on-ms va 81;?1 n?\. 5'-.. -
vOL0 TOU NEPAOUATOC A TOU GNELOU petaoong |\G\-";.l po_-
\OTa KOl PL0 QuTonpocwnoypayia g o€ avahayo _uchm_
NPOKELLEVOU Va HOG HETOWEPEL Ta DIKA TNG ou‘-.r—umBnpquo
o;\.-\o Kal va unovonost ot Ba pnopoUoe Kat N 101a va Ppe-
el otn Béon autwy Wy avBpwnwy

Ynuavuké Koppdtt tng douleldg tng MeAa ano-
Teholv oumi kal 10 fresco, 1@ €pya PE QUYOTEUNEPT ON-
Aadn, 6nou To XpWHA QVOLEVUETAL E KPOKO QUYOU Kal
onattel ypriyopn eNe€epyacia MPOKEWWEVOU Va PNV OTEYVW-
oet. H Lwypdwoc sikovilel BEpata ta onoia Npounapxouy
010 PUGAC TG 0av NPOBANUATIOUOL KaL EKPEPOVIAL HE TNV
£VIOON KOl TOV E1pU6 TNC OTYUNRG, ONwC elval oL ELKOVEC
pikpwy Nawduwy otnv ouyxpovn OKANPN MPayHatkotnta.
Adyw TG 1B1aTEpOTNTAC Tou UAKOU. Ta Nadika npdowna — o
BupiZouv piyoupeg and BUZOVIIVEC TOXOYPAWIES, NIVOKEC H_L .
Aailkng Zwypo@ikne N OVonapactaceLS ayiwy -

H EAévn Mwpaitn Eekiva ndn ond 1 dekaetia
10U 1980 va exBetel Tn Souletd e, pe €pya a@nyNUaTIKG
OKOWN, HEOO ano Ta onoia eNBLOKEL va katapplhel ote-
PECTUNA Yia TNV oUyxpovn yuvaika Kat UG 1BOTNTES Now
g npoodidovial. Idwitepa peBodiké eival 1o NAQOLUO TNC
POPUAC, eV n oUVONKN oUvBeon Biénetal and pia Bea-
IPIKGTNTG NOU NOpanEPNEL OKOWO KOI OE OTLYULOTUNG Onod
TOWViEG Enoxnic, Tnv endpevn Sexaetio OpwG aANGZel Ugoc, oypa@iag. EO
NEPVUVIOG OE NEPLOOGTEPD QPAPETIKEG KOl NVEUUATIKEC EIKOOTIKOG avithapBavetal tic EQWTEPIKEC AELTOUPYIEC TO
OEIPEC £pywy. 6nwe n «Bpriopdpucs’ kai o1 «LUVALIEICH, OWHATOC Kal 10 00pPKWOEC EEWTEPIKG, OE ouUVAPTNON |
Moy anotéAecav Topr o1a exBeolaxd Oedopeva tng EANG-  @lon kal TG KOWWWVIKEG dopéc. (Kosmidou 2003: 53)
60(-_“ BDITOWETIC ElvaL pa oelpd ané EpYO-TGuato, ota  nAdov. n ENPBANTIKNA Toug napouoia otov x@po, divel T
z:zfp:zg:siﬁ‘I;n";?fﬁod:}ﬁ?ﬁ;:;gt;2?:{?3.[ :.J: ﬁ?l‘;{i t’)Lﬁ\fUldll\;{T OI.LWIUt.,'UT.I.W va {..mpu:npnm'.m \L\ TG Qv
MoV napanéunet ooy paBo G Bedc). Me oxedoy nag p- e s

s : yavi
OTkn B16Beon, eovizZeral n BUvapn g guonc, pe avago-

PEG 01OV MIVWIKG NOMTIOHO Kat TNV UNTPLOEXIKA KOWWY
NG ENOXNAG.

Ta €pya TG oelpdc «XuvAdEIes, 0E LEYAAOU L
yeBoug nAe&lykAGG, anewovilouv onpeia T

A1 WVHO N
LU U

VUL

OWHATOG OXEDAOMEVA POVO HE LaUpo peEAAVL, wote va O
HIOUPYE(TaL N EIKOVA QLTOYPOQIaC i OKTIVOY

KEIPEVWY NoU & navepxoval otaBepd ot Soulstd e Mw-
paitn. H dekaetia tou 1990 KAEIVEL PE TN

o£Ipa «EdAw 1

MELA EVA / MEAA EYA
REFUGEES / METANASTES

2012, charcoal on Canvas / kapBouvo oe kapBa. 150 x 70cm
STUDIOS IN TIME: TEN WoMEN visya, ARTISTS 514



NOALG KNTEPO:». BNoU Ta Tapata Kat n avBpwnivn avatopio
OuVUNApXouv Kat aAMNAENIBpolv NAEov. £ite oxedlaoTika,
EITE KOl PHEOW TWV UMKV PE TNV TEXVIKA ToU KOANGZ. [Tpd-
KEITOL Y10 EPYO-EYKATAOTAOELG, PE BPNOKEUTIKOUG oUppo-
AlopoUG, NoU PaptupoUy pla Nveupatikn avalAtnon Kal
unap&akoUc npofAnpatiopodc,

Ta teAeutaia xpovia. douheUel pla eVIEAWE Npo-
OWMIKA OEIPA PE Titho «Aopa Aopdtwy». Ot popyeg divo-
Vial anAd Kal oxnpatika, pe Alyec ypappée Kal anouoia
BaBoug, 0AAG pE TV XOPaKTINPLOTIKA NpoaBrikn ypantoU
AGyou ot {wypagikn entpavela. Mpwraywviotouv dUo
npoowna (eva Ceuydpl) nou Aettoupyolv pali oav gva
OHOLOYEVEG OXWPLOTO 0UVOAO, OUVIEDEPEVO OOPKIKA Kal
MVEUHATIKA aNO Tov andAuTto £pwra.

H yAUntpla kot kaBnyntpla tng ExoAng KaAdy
Texvwy tou A 1.0, BdAAu Nopidou, aneikoviZel ntuxeg
NG avBpwnivng Kataotaons. npagn nou unootnpidel otl
elval BaBla noATKN, W APOC TNV OVIOAOYIKN TNE Oldota-
on. Tn dexastia tou 1980 aoxoAeltal pe tn Cwypa@ikn,
aAAG Kal pe YAURTA PIKpOTEpWY dlactdoewy, L1a {wypa-
YIKA TNG Epya dlakpivovial avBpwnives HOPPEG, OL ONOIEG
£lkovidovial Pe AIYEG YPaUPEG, NEPLOPLOHEVO XPWHA Kal
anouoia OyKou, v ol NOAUXPWHEG YAUNTIKEG OPYAVIKEG
(POPHEG OIVOUY OQAIPETIKA KAl OUMBOAIKG QUTO Nou NEPL-
ypapouy. H kaAMTexvng BEtel ntripata oe&ouaAkoTnTag,
ouvunapéng twv dUo @UAwy. aAAd Kal Twv avBpwnivwv
OXEOEWV YEVIKOTEPQ.

And 1o 2000 Kal PETA EMKEVIPWVETAL OTIG UNO-
AEUKEC avBPWNIVEG HOPWEG aNG XapTi O PUOLKS péyeBog,
10U OUVUNGPXOUY OTOV XWPO PE Tov Beatn Kal cuvopthouv
padi tou. MpoKewaL yia pla eKTeVn PEAETN ToU avBpwnivou
owpaToc, n onoia apopd 1600 010 EEWTEPIKG NEPIBANUA,
600 Kal oTNY ECWTEPIKN Tou BldoTaon. EUH@QwYa Kal e TV
KOAMTEXVN, HE QUTOV. TOV TPOMNO aVASEIKVUETAL N MOIKIAC-
HOPYIa TwV OXECEWV OVAPEDD OTO IBIWTIKG Kal To dnpdato.
Ot (pyoUpeC g (yuvaikeleg ouvriBwg), aTEkovial olwnn-
M, JE 10 paTIa KAELOTA, ONOPPOPNHEVEG OE LA BIKN TOUG
€0WTEPIKA avaZATtnon, AN TOUTOXPOVA TO00 EKTEBEIEVEG
otov eEEwiepIkd mapatnpntr, Motdlouv £0Bpauoteg, aAAG
Kot oTIBOPEC, HOPWEG AEIEG PE TEAELOUG OYKOUG, OpWG Kal

adpéc eyKonéc, paliiata Kat avoiypara nou apgopntouy
NV TEAEGTNTO ToU avBpwNIvou OwHaTog Kat pag une vAU-
piouy tnv Bvntdtntd tou. Me autriv tnv pEBodo Tou non-
finito nou eNAEYEL ouxva, BETEL KOl KOWWVIKG {NTHHATa. 10
onoia yivovtat nio ppavn o€ £pya 6nwe 1o «handicapped»
N 0 «IKETNC».

Ot newpapattopol tne Nopidou Oev gropatouy otnv
enAoyR Tou xaptiou 0av UMK, To onoio Oev TV £UNodi-
el va nAGBelL avBpWNIVEG HOPYEC HE AEMTOUEPEIEG MOU
HolaZouv PEAALOTIKES (NX. MAANIG). oUte TNV NEPLOPICEL OTO
£AAXI0T0 VO QMOdWOEL TNV MAGOTIKGTNTA TWV OWHATWY. Z&
oplopéva €pya tne xpnotonolel Kat yulo, Tov onoio entéw-
ypapilel woTe va Tou BWOEL PLa akdpa nio Asla Kow kaBapn
un. AMOTE NAAL QQRVEL TQ YPAPPATa M TIG EIKGVEG ONo Ta
XApTLa nou xpnalponolel va qaivovial apudpd, ouvBetoviag
potiBa-noApWnota. Ot acuviBlotec, aAAG (PUOIKEC OTAOELG
TOU avBpLOMIvVOU OWHATOG TNG ENTPENOUY Va Anploupyel vea
oxnpata KGBe popd, evid 1a TeAeutala xpdvia, npooBetoviag
£EWTEPIKA aPNYNHATIKA OTOIXE(G MOU MAGLOLLOVOUY KAl OAO-
KANPUWVOUV TIG KATAOKEUEG TNG, (alveTal va KIVETal npog pia
MEPLOCOTEPD EVVOLOAOYIKN KateUBuvon,

Me Zntripata nou anagxoAouoay navia tov av-
Bpwno n pe BEpata Mou amokaAUNToOuUV Kal enavanpo-
oeyy(fouv apxeyoveq avaZntnoelg (nx. miotn, Bpnokeia,
£pw1ac) aoxoleltal n elkaotikée ZnuptdoUAa MoAfn
Anploupyel ouxva €pya OE OEIPEC, WOTE va NpoKUMTEL
Evag BepaTikog dlaxwplopog, aMd tnv (Blo otypn va
NPOKUMTEL Kal Hia ouvexela, H oepd nou BETEL To epw-
TnHa «Texvn onpaiver, yia napadeiypa. anoteAeltat and
noikiAa dwypa@ika dintuxa Kal xwpiletal oe unoevoTN-
TEG-ANAVINOELG, Onwg «Ta&dedw» 1 «epwielopars Etol,
aMote BAENOUE To NWG N PETaKivnon ouvdEetal e Tov
noAwtiopo, Tn Bpnokeutkn niotn Kat Tov AMoV, evd GA-
AOTE NAPAKOAOUBOULE TOV TPUPEPD Kat NPOOWNIKS XWIPO
EVOG CEuyapLou nou optoBETE(tal pe Eva GHOPYO VIEAKA-
10 Upaopa. H xpwpatikn 1ng naAeta dnploupyel evidoeic
Kal aviiBEDELG, Aoy and TG aNOXPWOELS TOU YKPL KAl TOU
KAQE. NEPVAEL EQQVIKG OE TEVOUG ToU HOP Kal Tou pol

Ta teAeutala xpéwia, n MoNn £xel eondost oty
ANEKAVION  YUVAIKEIWY Kal avdpikbv evdupdtwy Kol os

“ Bpitopdpg ovopazoav pia puBoloyike Bed, n onol Bewpaltay npoota-
udo wov opddwy otnv pivwikn Kprt.

ATEAIE ZTON XPONO: AEKA MYNAIKEY EIKATTIKO! »15



@OppEC pouxwy yeviotepa. Ot peyaleg dagaosig nou
snAdyE Spwe. npoodidouv ota gpya g évav aupBoAkd
XQpaKtipa, KAvaviag ta va Astroupyolv cav Aafapa. Mag
Selxver ta pouxa. MG Oxt tov GvBpwna. cav va BAEnou-
UE TO NEPIUAYH EVOC OTGPOU TO onolo anouoaalel oav
va avikpidoups moukduoa adetava. BEtel €101 oUyxpova
dNTRPOTa, ONWG 0 PAARG TN EEWTEPIKNG EPPAVIANG Kat oL
KOIVWVIKOOIKOVOUIKES TNG QUVONAWCELS, GAAG KOl NPRow-
MKoUS MPOBANUaTapoUS. Nou aWapolv aug sNNYES Tou
KaBEVEC, oV UAKGTNTA TOU KGOKOU Kal OTNV NEPLOPITUEVN
MVEULOTIKATNTA.

Xopaktnplonikol eivat oL TitAat nov guvedelouv 1a
gpya Mg, nou Bupifouv TapnéAeg NpogAeuang npotaviwy,
OTOXEUOVTAC OTOV KPLIKG OXoAlQopo HE capkaomkn O1abe-
on kai xwodpop. Mnalvet £101 kat n 10, wg dnpLOUPYOS Twv

evOUPGTWY, OE LA NPOCWNIKA OXEaN-avaditan UE aQopin
KOTL 000 anAQ Kot KaBnuepwvo, 0Nwe £va pauxa.

H @lon kal 1@ otoIxela TG EXOUV TOV NPWTO

Adye o€ 6o 1o owpa doulslag tng Aéonowvag Tadkvn.
Tnv evila@epouy GUWGE KOl Ta NOPTPETA, Gnou o avBpw-
MOC GNEKOVICETAL 0E XOAOPEG TOU OTIYHEG, HE TIG QUTKEC
ouvBnAweels va Bpiokouv ouviBwE Tov TPdNo va napet-
o@pricouv kat ekel. EoniaZer oe S1GQOopES ASNTOPEPELEC,
nouy nnum:dv 'npoamnxﬁ ﬁtoxs(plon npOns‘mevou va
'pﬁﬁavun n urp:'t evﬁf; avBoug r‘u ot vr-:upmvec woc tpuMou
Mo ug ouvBEoers e pnopei va enthéget eniong ypap-

_ Hika enavahopBavipeva potifa, 6nwe ta otxua oE €va
. :'mpdlpt_ l% w otépia evag napaBupou. Xpnaiponolel ou-
ELC mu K{TpIVOU, GKOUN KOl OE aonpdpaupa
0. Npoa G 010 anotéAeoua pia aiofnon Zeota-
0f maﬁo&ue (Eotw Kat NEpLOpLOPEVNG).

1 WBaEpdntES 1oug. H péhoca unopel va xavetat pEoa
arov KUPIVWNG aypo. EVE N JUYQ, HE T NEPITEXVD QTEPD
e, Sexwptdel NGvw 010 AsUKO SaVIEAWTO KEVINUQ

Ta épya ¢ Toakvn petagepouv otov Beatn éva
atoBnpa avapvnong, ByaApévo and pa GAAN £noxn. mio
anAn kot Eeyvoraotn. ESaipson Guwg anoteletl n telsu-
rata e Souletd. Gnou BAEnouuE va AANAZEL QUTE T0 OKN-
VIKG KaL va NEPVALIE OE Mo KAEW0Ta neplBadova. oxedov
EPUNTIKG, HE NEPLOPLOUEVN XPWHATKA NAASTA Kat ypage-
OUKEC ENPPOES. Ta uuxd potiBa KataAaufavouv oAG-
KANPN TNV ENUPAVELD 10U KOKPA. PE XQOTKEC QuVBEDEI
nou potadouv va ekteivovral Kat £§w and qutov. Eguale-
VIOG OKQMA NEPIOCOTEPO O EKOVEC Tou NeptBailoviog,
OAAG KL QQaPWVTAg QudNNOTE NEPLTTO. anekoviZel 1eh-
KG Eva UVOAD aNO NUKVES OPYAVIKEG QOPHES avadEkvy-
QVIQE TO00 Thy GNAGTNTA, QU0 KAl TNV NOAUNAGKSTNTA Twy
OTOXEIWY TN QUANG.

Me ™ {wypa@IKN. TC KATAOKSUES. T QWIOYDa-
@la Kal 1o Bivieo £xelL aoxoAnBel n Maipn Xpnotéa. npo-
XWPWVIag otadlaka ané 1a sNapadoatakas OTa VEQ LS.
NOAAEG OPEC QUVBUGZOVIAE Ta. Y€ NPWIN QAo peAsnos

v avBpwnivn YOpua otov KauBa Kat T OXEoN TS L€ 1oV

XwPo. To NAGGIHO TWV HOP@WV HE XPWHA KAt GuE. GAAa pe
eAeUBepn Nveld, Bnpoupyel skoves BoAEG pe wa and-
Koopn aloBnan. Ee opopéva €pya g, 1a {E0Td XpWwuata
NOU XPNOWONOLEL MPOCBIdOUV HLa EVIQON OTO OUVOAQ. £V
QUG Q0NPOUAUPES OUVBEDSIC TNC. OL PIYOUPEE Sivar QEpL-
VEG, 0av OKIEG. Tnv (Do ENOXA NEWPOUATIONKE KOt pE 1
EYKQTOOTACELG, KOBWG KAt E DIGPOPA UMKQ, LEASTLVTAC
TOUG QUOXETIONOUG KL TIC EVIAOEIC TOUC.

Apyotepa. {wypa@kn Kat Blvieo ouvdéaveat Kat
apxidouv va aAAnAendpolv. ouvBEtoviag sikdveg Wil
TEPNG uPnG. H nukvi ypagn g Astroupyst cov dopko
otoxeio ave€aptitwg PEOU, OUVIENDVIOL Ot Snptaup-
YI0 EVOC QTHEOPAIPIKOU OVEIPIKOY XWpou. L€ autd 10 KAi-
HO npaypatevetar {NTAPOTG YPUXIOHOU, OKOYEVEIQL KOt

autoyvwolag, xpnoionolviag cuxva w¢ faon t dikd

¢ npdowno. Ot EWOLEC TG ouvEXELag aMaG kat g B¢~
OHEUONG, WG KOWWVIKESG oupfaoeig, divoviar aupBoAnd
HE vONta NEPAOPATO Kal YEQUPEC pEca ota €pya



YInv TeAEUTOlO TNG CEWPG, EMNPETCHEVN QMO TIG
«patpec Zwypopicy 1ou Goya, 0oxoAeltol pe 1o nevBog o€
HAEC TOU TIC EKPAVOELC, NPOONaBLvIag va NANCIAOEL Kal va
«QWTIOEL TOV NPOCWIIKG NGvo Tou avBpnou. Ot aneAnt-
opévec yuvalkec nou Bpnvolv divovial NOPAaHOPPWHEVEG
KOl PE EVIOVEG EKPPAOELG, WOTE va Eival £kdnAo 10 dpapa
nou Pubvouy. 10 NpGoWNG TOUG, N EIKOOTIKOG EXEL BaAel
10 Bib 1nc. BéAoviag va poipaotel v ouvaeBnpoTKNA
T0UC PopToN Kal vo KOTOBE(EEL TV olkoupEevikn didotaon
oy ndvou, ooy éva alofnpa nou Bev KAVEL BLAKPIOELG,

EAAH AEBENTAKH

TSAKN! DESPINA / TIAKNH AELMNOINA
AT THE BEACH / ZTHN MAPAAIA
2004, oil on canvas / AGBi ot pouoopd, 50 x 60cm
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