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SAT AODE M5 0N TAEE 1 the word of mages and gesthedc
peRasUne

A -2 meawenng journey whose challanges, gueits and
praposals can reveal aspects of the human mind and humran rea-
wity that could otherwe sasily be averloeked i 1he dm ligh of
contemporary life,

The sgrit, Hegel tells wi, 15 at hame in regors unfathemed and
wnrevealed ; for our artiste. Eleusing & pust such a region

Which is bow Lizzie Calligas found bersell fabowing in the
faatsteps of Pausaniag ard the Eeusipian mitistes along the Secred
Way, leaving 3 trane with her work an the history of this place ard
ravsaling a piece of ns mythology.:

‘We would Bke to thank her from the hear for ths speaal
relangnship with aor coy and far her esows, which we Rave the
Fanpur of showing im s dotalty @i cur oiny’s © L Esrellopouios”
Mumicinal Artx Cerdre.

The idezs of people who hold dear our oty's culturz! bfe are
truly precicus.
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TOUTLL PASE HANY A CROSSROADE i your search far the meanirg af
Ife, But pood fartune and 3 questing nature wil one day lead you 1o
Eleusini

Cpen yoursell up 1o the aura of mikennia and the energy of this
sacred landscape anc, even todey, you will nog feel your quent
yaur journey — has been maaninglass,

Mo pomentparary ehabant of our city <an be ity Hipraphant.

Yot pou feel awe-struck and powerully obliged to teve this
place when io many important peapke come kere-again and again to
foed and to ponder on. ike nowhens e, the immemaral questians
al ouir sxistence

When yois meer one of thess = inivarss ®, den't make the
mistake af thinking them z siranper, Bacause they have chosen
o lowe this place. They are por frisnds and we must honour them,

Which w preity moch o we came to mest Lizze Calligas. She
wakead the Sacred Way srttically and auperierially back in 1994,
it her poarney did not end back then, May her show — 1he show
we have the honeur of hosting here at the "L Kanelopoulns ™
Municipal Arts Centre — prove 1o be a wap-5Lage of a paurney 10 a
detinaton a1 fr-resching, we hope, & can be,

CANEIL RAMERNES
Charran of the Eleisn Municpal Culbere Qnganization
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LIFFE CalLIGAS frivels the Sacred Way back to Beusing, this 1ime
1o the " L Kanellopoubos ™ Muanicipa Arts Cenfre with Sacred Way
{1354,

|4 was the year her arisoc guests led her 1o physically mxpen-
gnte the 11 wlometres Irom Athens 1o Beudna, walking the sacred
route walked in aftiquity by those initiated into 1he Eleusinian
mysteries, phatographing the paints where they would rest and
where, 14 cantemnporary reality, the route was 2t adds with the year,

“ & weirk rendered on the traces of himtory, but not fixsted on
the moemest af s pessns; b work which peefars 1o defing o3
beginning and the stages in its mefamorphoses and $o bedome a
wark fareser in progres.

For Calligas, the Sacred Way is 3 summation of reafities, mear-
ing that everyihing happening today along this read mapped by
newsnamer Chppergs, photographs, video and shove all waking, bear
wiirass = roferencing Guy Debard's naked dity and paychopss-
graghut maps — o 3 route,

& work 21 kiometres: long in which condensed memany &
depicted using cotempanary dudo-viudl media, bor in which
the artst will ks on o to wak and, 0 doeg, 1o 40d our awn
Iapes ey the route.

This is 1he second time in & decade the artish has exhibited in
ot ofy, thi bme with safractd from an cewsrs in which the
camera becomes an archaeclogists oick and penotrates shards of
matter to reveal unreveded imiges or create amnieoeds.

14



The show inchides the Sscred Way serins ilmgl s
warks and snstallatiaony rem 199 1-J000.

Pieces af 3 body of work oreated over the fast
warks which condense the arbat's voiaon, her ceasels
capiure within 3 single shuter click that infinitesimal
which a shat hﬂurm'l’urn':.i.lrng:.an -Hrlrh:tmg now i-n which the
regity around us caf be understood In o2 ponstantle changeng
uriverse, it 2 struggle, The artnt says 1o concewe eeen ome
asperts of the change |ust lke the soenben wha trace ganta
fram the traik they leave behind in the pears of fime, as an artist
I strive through my work 10 comey the sense of eternal lew in the
irgtant of the pbjectiie present, In the iy of the Beusinian mys-
teres, the act ol arfsie persus sgiares the depth of 2 primordl
rite. and Lizzie Calligas” work msisiz that the viewer undergoss the
irdtiation process before experienting the stages af revelation.

| should ke fo axpress my especal thank to Lizzie Caligas for
fakirig part in this shaw, ta (s curatar, Chrrtina Petrmau, whase
cedication has far surpassed the call of duty, and 1o both, frends
reaw, for shared with ut over these montha our ery's triald and
mnibulations, end Tor adding ther srengih 1o our wsions.

I'should aso lke fo thank the Municipality of Eeusis Culture
Crganation and the municips emplopsss. who haee far years nn
tres galery with such irepressible enthumasm,

GIORGTN SEIANG
Director of the L. Kanelopodes " Muricioal Arts Centre
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ol Gfopi t6 Makain Mousda tig Aspdtokg kivo rpiv amd 1d
whEI G Tow

T £y Ird i rod Kadagn | 2008 ) civm 2a fivronpofiol,
‘W Kohuyi enzfppyaoriee to frerio nod yipee gt enim ol
Kaffapm g “BAcfavbipan g’ fvav TEnoo tpong o v Giodian
ana jd koBapn wiokupaviaipionien taie. Ta Bivioe aurd cdun
MEQITATEDD i Swapopd o mainam Tou Kafldgn, ko owpkckp-
piv o nedpa o To mapdbupa s Mid cooprive dveeElp mow
find Eva dvormd napdfupa Srou o g Epreral vl ToSE 1O poh
tuie afibparas fmom oyrhov dovioaponkod, Gmau o ot
rikoc Toil fivres pE T ond mol SoppafeTar maw ooy kaflpegrn
dnokrd brdoraom. Iy & Adyg Brconpafioh] @ kipog npuie
pIaTHE Sheai 1d b vl f) o, Smou wéoa dnd aled 1 mhoomkd
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pEoa f kokhmbyry negaive va Brpoupyon e drpdogaipa
dmuhnmg, perpng ohkd eni noimane. Te edon parie ted Ippau
pofi i Ty deToaekaan Ba pnepatar gavor vt S moadhinia
pe v Eviobarn dumoypodie Soukad Avarvad dnow gl bavre-
hivin woupriva npefdlicim wg fva Boxoaprmed SayupioTed
MG & EOWTERINGE WE Tav Efumepud ylpa Bagdavial,

Misreiw mog pésa dne alrd 6 corpus mol mympanila 19
aneaka 00TE TR KROluwe Brdvu gai makaplouy, ) Kokig
gpnoyenaiTeg 1 ypavikr Bigamo dvolre Tig BedpaoTietg
Burvaramrer T, H KoAMTERG Emidyes 1) duo vyt mod
fpeodépn Té piao ol Pivreo kon TG daroyoadiog yid v Koo
ypdbe: dmzufriog pa mpoypanksma fron Gmue ) fuive, Mim
GNG QU TV GueaT ayfon JE TV NpyeanEdTTe Gmapn s
mapoudin of Mpayserma yetve dmd e Gnpin Gmomvin B
muvmicknyn, a0 kivm okl ket pE T alednon oy Qufic
Tomobewivrag mhoamed Cyrpara durte ko o omiv kmphi
nUT T PyearaoTameuy, ol dmots kdvouy gpdem nohupicuy, f
Kbl Sizopdun Te dvalrrae oombs mipa toil Deypodicd koi
pTCpOdeod YLpeU NpooELTONTOL OT0 Wa o jad el peudrd
fijfd ko Evey obBapprmou,

EPILTIRG METPHMOT
‘Emprippin T Eotoang



Video as a Plactic/Poetic Aessthetic

The Whar Cames o Light thaw at Elnusing’s L Karellopoulos ™
Municipal Arts Cendre prees us a first opponunay 10 ses Lie
Celigas” multi-medn, wideo and inswafation works topether in one
place. Oating from the Mireties amd the Newgias, the works have
only ever bewn exhibited sporacically and fragmendarity, Her video
wrt stanch gt for its techecal simpheity (there are oo multple
wiewpaints ar digdal provesses at the fiming and editing stages |, its
ke cost, and M5 nat tetting out ta compebe with the coema in
coenplexity. The videos date Trom & period i which the interra-
Tienal art scere hid largely focused an the search for idemticy in all
it forms | paksical, cultarel, gender ete. ), on restcin, and o the
ihemes of menery ard of lots, Calligas takes on ssues of mamary,
hght anc represendation in her pwn singular way. She seems to be
able 1o fouch the wiewer in a portic mannes devoid of lyricem
thrmnigh the plastic. poetic nature of the dgital imaps thaks 1o the
P iy i which sve treats the medium, Caligas is a photlographes
and a painter, and it is the duakty 1kt akbows her ta use the amers
a3 gn additionad plastic meciym Because she doesn't impaose Timits
o her media, she & free 1o chacse the medum which best seres
the arm al each new work,

Lizzie Cakbiges does not uge elsciroces lechniques in any com.
plec way, Ratheer, the atmospheric images the cremes thraugh tha
ephemera &t of tine et the machinery of memory 0 mation
These moving images bonrow tme and memeey fram photograpty
&5 Lomoonents Lediing at these works, ane €an pick out awes

3



shared with her photographic series, and the various media she uses
to weave her conceptual web do have a common denominator.

In Stigma (1990), a work contemporaneous with Metamor-
phoses : My Body-Your Body ( 1989 ), Calligas creates a representa-
tion (in the sense assigned to the term in painting) with the help
of the luminosity upon her photographic image. A beam of light
pierces the hand cupping a belly which seems to be floating in the
dark space with the vehemence of an arrow. In this work, Calligas
creates an emotional space by playing with the dramatic quality of
light. In this narrow circle, the viewer is drawn into a ritualistic
atmosphere. Calligas has introduced a theatrical shot through the
distance she maintains from reality; the end result is a staged
image. We find the same staged representation in Metamorphoses,
in which the artist mixes painting with photography to redefine the
female nude, giving it a cloak-like dimension.

In her multi-media installation Sacred Way (1997), Calligas
uses the camera and video-camera as an extension of her body:
with the camera, she records her personal action as she walks the
length of the Sacred Way from Athens to Eleusis, framing snapshots
to shed light on the contemporary identity of this ancient religious
route; with the video-camera, she films the route from aboard a
bus. Everyday moments are captured in stills and moving snapshots
presented with an absence of traditional editing. Which is the same
as saying the artist assembles her video material simply and directly,
and lets her lens record without selection. And having cut the
umbilical cord linking the historic route to its history, the two no
longer seem to be confrontationally arraigned. The videoed flow
evokes the interactive framing of photographic media in a darkened
room reminiscent of a dark room. Using a torch, the viewer illu-
minates every photograph in the photographic frieze, following the
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route marked by little arrows to trace their own action/route. The
artist has also collected every reference to the history ancient and
modern of the Sacred Way to form an electronic archive document-
ing the route as comprehensively as possible. Sacred Way is formed
like another work — Meeting with Venus of Milo (1991) — out of
recordings of the Sacred Way as it is today and not as an archae-
ological site. If the artist’s focus in Meeting with Venus of Milo was
the viewers’ reactions to and relationship with the statue before
them (the roles of viewer and exhibit interchange throughout ), in
Sacred Way it is the road’s contemporary appearance, which is
presented as the new exhibit with only road signs to mark the
ancient route.

In Morning Light (2004 ), Calligas breaks down the sense of the
image’s materiality in a virtuosic record of the observing of light
penetrating an interior space. In this multi-media installation, the
artist records the dematerialization of the space in question with
the torrential dynamic of the luminescence which acquires an im-
material materiality in this way. The space sinks beneath the beams
of light, shedding its limits at the same time as she was creating her
photographic series Swimmers (2003 ), which records an optical
phenomenon in which intense radiance extends liquid space infi-
nitely, making it one, metaphysically, with the universe. The artist
highlights the sense of boundlessness she conveys both in her
photographs of swimmers and in her Morning Light installation
by selecting the moment at which the light, at its most intense,
can exert this transformational power over matter. Both works
engage with the essentially plastic issues of light and shade, which
are of relevance to everything from painting to digital media.

In 6-8 am Huangpu Park (2006 ), which she filmed one morning
in a Shanghai park, Calligas portrays five Chinese men doing their
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morning Tai Chi, which contains movements which are simulta-
neously dance-like and martial but always in harmony with nature.
The work consists of an installation in which the same video is
screened on five screens at once, starting a few seconds later on
each. The work’s temporal fluidity and interactive lay-out gives the
viewer the illusion of being in the park, watching the men taking
their exercise. Here, time — an issue inextricably interwoven with
the moving image — becomes a means of allowing the shots to be
synchronized horizontally; positioned to present a sequence of
movements, the screens render time visible through the differences
in their depictions of the figures doing Tai Chi. They thus allow the
viewer to navigate in time and in space. A decade earlier in The
Sound of One Hand (1996), Calligas recorded the flow of the
movement of a ball from one hand to the other in a sequence of
photographs.

In Looking Glass (2007 ), a work in the form of a slide show,
Calligas has shot the Caryatides behind glass in the old Acropolis
Museum. With the complicity of the lighting, the glass display case
is transformed into a mirror on which a series of reflections of
viewers and exhibits plays out with constant reversals in the roles of
exhibits and viewers, who indirectly play the role of performers
through their reflected movements in space. As a result, the viewer
is never sure what is real and what is a reflection. The work would
seem to be closely linked to her unpublished photographic work-in-
progress which trains its lens on the old Acropolis Museum shortly
before its closure.

In Cavafy’s House (2008 ) is a video projection. Calligas’ pro-
cessing of the video she made in Cavafy’s house in Alexandria
differentiates it from a pure documentary. The work is more a
reference to Cavafy’s work and to his poem “The Windows”, in
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particular. A curtain is blowing in the wind behind an open window
through which the light comes to play the role of an invisible —
almost spectral — visitor who only acquired substance at the end
when his shadow is outlined on the mirror. The video’s protagonists
are light and shadow : plastic means the artist uses to create a sense
of loss, memory and poetry. The work’s main motif, light and shade
apart, invites parallels with her unpublished photographic work
Breath, in which a lace curtain becomes a decorative divide through
which interior and exterior space interfuse.

It seems to me that in this, her multi-media/moving image cor-
pus, Calligas has used time as a means of exploring her expres-
sive potential. Opting for the natural immediacy provided by video
and photography, she has recorded a reality directly, as we live it.
And through this direct relationship with reality, she creates a
presence in real time which gives off a feeling/movement which
is very close to the sense of living. By privileging plastic issues of
light and shade in her multi-media installations, Calligas has ex-
panded her quest beyond the spheres of painting and photography
and imbued art’s new media with a hitherto unfamiliar sense of
fragility and spontaneity.

CHRISTINA PETRINOU
Exhibition Curator
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IEPA OAOZ - 1997

‘0,11 €pyeTal a10 dRC

To évdladépov yia ™ don 1ol TémOU, TOl XWhpOU, TOT xpdvou
kaBawg kal yia 10 oGpa dépver Tov “ENnva kahiréyvn dvripétwmo
He {daitepa kal mepimhoka {rrjpara. H Ain KaMuyd, 1o €pyo Tii
omoiag ‘lepd ‘060¢ Tekunpicdvetal oTig GeASec o dkohouBodv,
£xel pihrjoet yia 10 Ypido va Snpioupyel kavelg Téxvn of wa xdpa
8mou amo ) pud, ol mpakTikg ol Ta&idiod, Tiig peTavdoTeuong Kal
1ol Bpnokeutikol mpoakuvrjuarog, ol onuddeav v ioTopia
™, &ouv évtovn mapousia oA Kabnuepvh {wn TGV AvBpGrwy,
kai Gmo T &Mn, dmouidlouv oyedov Teheiwg dmo TH alyxpovn
Téxvn Tg. "Emmiéov, 1| KaMiyd £xer vadep@el omiv dunyavia
Sévwy EmpeNT@v pmpoota o £pya odv 1O ik TG, mob dév
Holdler yvriola « EMNVIKO » alpdwva pé Toug {wypadikolg kal
ToUg KkAaolkolg Gpoug e Tolg dmofoug 1) Alon éEakolouBel va
BAémer v “EMdda: adv 1} « apyaidmra » Kai 16 dypovo Tormio Tne
va Tapapévouy of yvwarig 18i16tres, dva, vtiBera, 7 mpoodarn
ioTopia Tfig Xpag kai 1) onpepw mpayparikéTTd Mg —of Biopn-
Xavieg, Ta ipdvia, ol oeig TG, of dTWYOYETOVIES, TA VOGOKO|IEI
kai ol 8pépol TG, 1 doikr kouktolpa— va elvar oxeSov ddpara
016 pdri. ‘H EMnvikiy koukrodpa Exer GvaluBel moAD Aiyo pé pe-
TavewTepkoug —f dkopn fowg kal petaamoikiokparikolg— 8poug
ol émalot 64 pmopotoa va dvrirdgouv pid SiagopeTikh dmoyn. ‘O
YPipog yia pua kalméyviba mewg 1) Kahyd eivat méc va oyeioTel
HE Tig ouvéetes kal Tig douvéyeteg Trg EMnVikfg ioTopiki Tauré-
TITAG péoa Mo I VEWTEPIKGTNTG TG, éMeldh povo péoa amd 1o
olyypovo, kai 16 £lpog TGV édpappoydv ol Exet or) S1deor Tou &
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olyypovog KaMTéxvng, Lmopel 1 i8la va oyeTloTel kal pe 16 ma-
PEABOV.

Tvwptoa ™ Ailn Kahhiyd 10 1989 oty €kBeon Tiig oelpdg
dwroypapi@v g pe TiTAo To odua pou, TO o@pa oou OTNV YKa-
Aept Cambridge Darkroom o160 Cambridge i "AyyAiag, Gmou é-
mpdKero va avardPw T Béon Tig kahmeyvikig dieubivTpiag. H
KaMuyd eiye karaokeudoet eikove peydAng KAipakag pé mpoBon
dladavel@v kal yprion dwroypadiag GaTe va dnuioupyroeL €iKAoTI-
KEG peTadopeg EvOG yuvaikelou owuarog mou dvaduetat dmo TO
okotddt 010 ¢@g. Ol elkdveg alTeg epepvav Tov Bearr dmioTteuta
kovrd oTrv aloBnor Tfg i kal amémveay Evav EpWTIoRS ToU
dnptoupyoloe aunyavia. Kabag okédropar Eava m 8ikr pou -
vapBpn kal évrova ouvaioBnuarikn avtidpaon ota €pya, T PAENW
TWPA 0av TV dmdvTran oTov TpéMo mou Plwva wg Eévn v “ENG-
da — pe kdpn kara 70 fpiou ‘EMnvida, pe deapoug Evog ki waTéao
€KTOG EvOG TIONTIOPOD TOV 6ol Exw apyioet Mo mpdodara va
karavo® péoa amo T Téqvn, Tolg KaMTéyveg kal ToUg ouyypadeic
Tou. Ol elkdveg pé ouykivnoav Gyl 1600 GO ouvaloBnuaropd
600 amo kdmoto moAU Pabirtepo, akabdépiato ouvaioBnua dvayve-
ptong.

To 1992 gypaa éva keipevo yia v éykardaraon Tfic Kalyd
2riyua, pwa peydAng kAipakag dwroypadikn mpoBoAn Tol yuvai-
Kelou owparog mavw oTo 6molo Epdaviletal £va PIKPOOKOTIKO
onuddt — mvw o’ Eva yépt Mol potdlet va mpoaTarelel £va oGpa
ToU kuodopel. Ta vorjpara mou cuvdéovTal e 10 onuddt Eumvolv
Ti¢ MoAamAeg onpaocieg Tiig AéENG « oTiypa » oTa EMnvika kai oTa
dyyhikd. « Zriypa » onpaivet knhida, EAdrrwpa, dvelbog, AN kal 16
onpeio am émou 1 Wobrkn é\eubepwvel TO MAPLO. ZTA EAAVIKG
gval émfong 8pog ol adopd T yewypadikn) Béom kal ypnotpo-
motgital (dlaitepa oth vauotmhoia. *H &vrova ouvaioBnuarikr da
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adnpnpévn davracia, 16 mavidt TGOV eikévwy kai TGV AEEewy,
ouvSéouv v OmITIKT] €lkGva e 1O Adnynuarikd atotyeio. O £ikd-
veg 7 KaMyd eivat oav va mAéouv oyebov KUpIOAEKTIKA KATwW GO
v émddvela TRV Meewv kal va dépvouv T yAdooa, pe Shoug
TOUG GVELPIKOUG OUVEIPHOUS TG, 0TO G@C.

Mg T dnutoupyia Epywv ol Sladépouv MO peTall Toug,
kabwg ypnotporolodv T dwroypadia, 10 oxédio, 1O Pivreo, TV
gykardoTaon, kal meploTaciaka T ypadn kai T {wypadikr, 16
medio Tfi¢ pamdg Tfig KaMiyd dieuplveral pe tétolo Tpémo (ote
va propel ékeivr va piel dig oy mepimhokéTTa 1ol ENVIKOD
mokmopkod Biparog, kal idlairepa ol mokmiopikol Biparog
TGV YUVaIK@v, 10 omoio TpédeTal AkGun Ao Ta Gvelpa Tou Karol-
kolv oTo douveidnro 1ol edpwmaikod vol, Snhadn amo TV EAA-
vikn puBodoyia. To €pyo TG elval Slapkng elkaoTIKOG OTOXAOUOG
mdvw oTh $pion TG Yig, Tol owparog, Tfg YAWooag kal Tfg évvolag
« oUpdpalopeva ».

‘H Souketd ol karariBetar €66 dpyioe 16 1993. Eivar pia
dlapkng Piwparikn mopela Siepedvnang 1ol pdbou, Thg loTopiag
Kal Tfig vewtepikdnrag Paciopévn oy i8¢a va Siavioel kaveig pé
Ta média pa dpyata aBnvaikn 666 — v ‘lepd ‘086 Mol 68nyoloe
omiv "EXeuaiva, T pépog am dmou 6 “Adng ammjyaye v Kopn,
petayevéatepn Mepoedovn, kal v 061ynoe otov Tdprapo, 1oV
Kdrw Kéopo. Alto Arav émiong 1o pépog dmou 1y unrépa g, 1
Afunrpa, dpyioe va v dvalnrel. Lopdwva pe 16 pubo, 1 Képn
gmrpémeTal TeAika va GvéPet Eava oy Emdavela, Emedn Opwg Exel
ddet omdpoug podiod, mpémel va émoTpédel oTov Karw Koopo yia
TPE(G pfjveg kdBe ypdvo, omdre kai yiverar 1y Mepoedévn 1} Baai-
Nooa To0 Tdprapou. "Amo adtov 10 piBo TPofABe 1) EAANVIKN
Aatpeia T@v "EAeuciviwv Muotnpiwy, kard T didpkeia 1@ Omoiwy
X\idbeg avBpwriol kdbe ypovo miyawvav pe 1a média (¢ T
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"EXevaiva —n) pépa Tijg dpBvomrwpiviig ionpepiag— yid va punbolv
oTig iepompalie. Zipdwva pé 1@ oTolyela mOU OUYKEVTPWOE H
KaMuyd, émpokerro yia pia amo Tig omoudaidrepeg kai miéov Sla-
debopéves Aarpeieg Tig khaoikfig Emoyf kal AdBaive ywpa kdde
Xpdvo yia meploadTepa Amo dUo YINGSeG xpovia, pé ouppeToxN
dvBpwrwy amo oAékAnpo Tov ENANVIKS Koo, dvdpead Toug yu-
vdikeg, 6olAol GMa kai Pwpdiot altokpdropeg. Zipdwva pé Tov
Robert Graves, €6 &xoupe pia mpoeAnvikr) ddriynon Bavdrou kal
dvayéwnong, €vav pnrplapyikd dyporikd pibo yia v Emoyikn
avavéwon.

‘H “lepa “080g Umdpyer aképn, Siaoyiler v "Abrva ut kared-
Buvon mpog Ta votiodurika kal karakrjyet of d meployn Mol eival
Te)pa Ao Tig Mo ¢TwYES, Bapid EkPlopnyaviopéve kal HOAUOHEVEC
i "Ammikfig. "Av 1} ’A@rjva eivat moAn 8iokoAn yia Tolg Auriko-
eupwraioug, adto oupPaiver yiarl ouyva TO €160G THG VEWTEPIKS-
Tdg TG dmoTeAel yi’ alToug TOA peydhn mpdkhnon. Na Bpioke-
oat ot pa mAn mol émbeikviel altdpeoka ) oxEon TNG ME TRV
dpyaidtnra ota pdria 1Gv EEvwy, Kal ouyypévwg va épyeoar dv-
TIHETWITOG PE T YAOTIKN onuarodémmon 7ol povTepviopol, Thv
dvapyn Emekrarikn 66pnon kai 10 védog, TO OTOT0 KUPIOAEKTIKA
dnAnmpidlel Ty AN ot Gpiopiéva onpeia. “Ola adra Ta vikdelg
mapddola — opwg, 1 KaMyd dmodacifovrag va mepmaroet v
‘lepa “086, va v meptypder OmTikG, va ouMEEe! eikoveg TGV
Emypadcv g Kai va mpooBéoer Ta oyéhia Kai Tig ioTopieg kal
dMwv dvBpdmwv mol Ty mepdrnoav, oTiv dpyaidmra Kupiw,
ONuIoUPYET ia KaAITEXVKT Kal KOWWVIKT TPAKTIKN ToU EmTpémel
070 dpydio kai 016 alyypovo va yivouv pépog Toi 16iou elkaoTikol
kai dpnynuarikod wpou. ‘H Soukeid adm pdg kakel va mdpoupe
Béon kal va mapoupie pépog — 1 KaMuyd pdhiota éAmilel va kdvel
Sava 0 dladpopr, pall pe dMoug. “H Soulela yivetal 16 onpeio
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drou mohoyietar 10 oTiypa, fj AAGG yiverat abm 1 idia oTiypa,
0f oygan e TO Omoio TpoKUTTouY TWpa Mot auvelppol, oulnT-
oelG, 18¢eg kal duvardrnreg, kal Kupiwg 1 onpacia 1ol (diou 1ol
owparog Tiic douheldg Tiig Ailng Kahiyd.

CLAIRE MacDONALD

Meprodikd Performance Research, Teliyog DEPARTURES,
16p0¢ 6, dp. |, "Avoign 2001
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SACRED WAY /IERA ODOS — 1997

What Comes to Light

To be interested in the nature of site, space, time and the body is
uniquely complex for a Greek artist. Lizzie Calligas, whose work lera
Odos-Sacred Way is documented on the following pages, has talked
about the conundrum of making art in a country in which the
practices of travel, migration and pilgrimage that have marked its
history are powerfully present in the every-day life of its people, and
yet equally almost absent from its contemporary art. She has talked
as well of the unsettled reaction of foreign curators to work like
hers which seems not be be authentically ‘Greek’ within the
pictorial and classical terms in which the West still views Greece;
as if its ancientness and its timeless landscape are known qualities,
while its recent history and its present actuality — its factories, its
ports, its cities, its slums, its hospitals, and roads, its urban culture —
are all but invisible to the eye. There has been little analysis of
Greek culture in the post-modern, or perhaps even post-colonial,
terms which might provide a counter viewpoint. The conundrum for
an artist like Calligas is how to engage with the continuities and
disruptions of Greece’s historical identity through its modernity,
since it is only through the contemporary, and the range of prac-
tices open to the contemporary artist, that she can also engage with
its past.

| first met Lizzie Calligas in 1989 at an exhibition of her photo-
graphic series My Body, Your Body at Cambridge Darkroom Gallery,
where | was shortly to take over as artistic director. Large scale
images had been constructed using slide projections and photogra-
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phy to create visual metaphors of a female body emerging from
darkness into light. They were immensely tactile and unsettlingly
erotic. Looking back at my own inarticulate, highly emotional re-
sponse, | see it now as a reaction to my experience of Greece as a
foreigner with a half-Greek daughter, connected to in and yet
outside a culture that | have more recently begin to understand
through its art, artists and writers. The images moved me, less from
sentiment than from some much deeper, inchoate feeling of recog-
nition.

In 1992 | wrote about her installation Stigma, a large-scale
photographic projection of the female body on which a tiny mark
—on a hand that seems to be sheltering a pregnant body — appears.
The meanings associated with the mark turn on the multiple mean-
ings of “stigma” in Greek and English. They include a blemish, and
also the point where the ovary discharges an egg, but also, in
Greek, a stigma is a spatial term, a point of reckoning for ships
at sea. The presence of highly emotive but abstract imagery, visual
play and punning, connects the visual image to narrative. Her
images seem almost literally to float below the level of words
and to bring language, with all its dream associations, to light.

Through the production of highly varied works using photo-
graphy, drawing, video, installation and occasionally writing and
painting, her field of vision has enlarged to throw light on the
complexities of Greek cultural experience, and centrally on the
cultural experience of women, fed as that still is by those dreams
lodged in the unconscious of the European mind — the Greek
myths. Her work is a decades-long visual meditation on the nature
of land, body, language and context.

The work which is documented here began in 1993. It is an
ongoing, process-based investigation of myth, history and moder-
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nity based on walking an ancient Athenian road — the lera Odos or
Sacred Way leading to Eleusina, the site where Kore, later called
Persephone, was abducted by Hades and taken to Tartarus, the
underworld, and also the site where her mother, Demeter, began to
search for her. In the story, Kore is finally allowed above ground
again, but because she has eaten the seeds of a pomegranate, has to
return to the underworld for three months of the year, where she
becomes Persephone Queen of Tartarus. The myth gave rise to the
Hellenic cult of the Eleusinian mysteries in which thousands of
people walked to Eleusina every year — at the autumn equinox —
to be inducted into the rite. According to Calligas’ research it
was one of the most important and widespread cults of classical
times, and took place every year for over two thousand years with
participants from all over the Hellenic world, including women,
slaves and Roman emperors. According to Robert Graves, the story
is a pre-Hellenic narrative of death and regeneration, a matriarchal,
agricultural myth of seasonal renewal.

The road remains, running through Athens and out to the
south-west, ending in what is now one of the poorest, most in-
dustrial and most polluted parts of Athens. If Athens is a city that
many western Europeans find difficult, it is often because its parti-
cular kind of modernity is so challenging. To be in a city which
flaunts its ancientness to foreign eyes, and to be confronted with
the chaotic signage of modernism, unplanned sprawling and the
“nefos ", the cloud of smog which is literally poisoning the city in
places, feels paradoxical — but in walking the road, describing it
visually, collecting images of its signs and adding in the comments
and stories of other walkers, most of them ancient, Calligas creates
an artistic and social practice which allows the ancient and the
contemporary to be included in the same visual and narrative space.
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The project invites both response and participation — in fact Calligas
hopes to walk the road again with a group. The work has become a
point of reckoning, or in Greek a “stigma”, in relation to which
other associations, debates, ideas and possibilities emerge, not least,
the significance of Lizzie Calligas’s own body of work.

CLAIRE MacDONALD
Performance Research, DEPARTURES,
Volume 6, no I, Spring 2001
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[EPA OAOZ — 1997

‘0 dpdbpoc mpoc v "Ereuaiva

Troug dpyaioug xpdvoug ‘lepa “080¢ Aeydrav 6 Spdpog mou 66n-
yolioe amo T “A6rjva otrjv *EXeuaiva, Tov Témo 6mou Tehodvray Ta
Meydka Muomipla. ‘O 8pbuoc alrog « 6dnyoloe » émiong o€ pid
povadikn éumelpia: yhddec avBpwrol ouppeTeixay kdbe ypévo
o1 pinon kai Tig iepompagieg TGV Muotpiwy, mpakTikn Mol &i-
ripkeoe ouvohika 2.000 ypdvia mepimou, amo 1o 1500 m.X. &g T0
500 p.X.

w¢ TpIaGABiot
keivol Pporav, ol Taira SepyBévres TéAn
pH6Awa’ & “Aibour Tolabe yap povolg Ekel
{fjv €om, Toi¢ 8’ dMotor mdvr’ Exelv kakd.

(yiari) Tpei gopeg eddaioves
elvar éxeivol am’ Toug Bvnrouc moU ¢rdvouv ooV “Adn
éyovrac yvwpioel Tolta Td puorripia: yiari pévov adrol
&youv {wn ékel kdTw, yid ToUg UméAoimoug 6Aa oTov “Adn
eivai kakd.

TodokAfg, am. 753 N. (mBaviig amo Tov pry owldpevo TpimréAepio)

To 6vopa « Eleuoic» dvadéperal otov Kdrw Kéopo kai on-
paiver «Témog Tiig aiolag apiEng». Mpapparika dapépet amo v
AéEn «Eheuaig» (of Toviopo kai kNon ), Gpwg kai Ta duo Exouv
oyéon pé 1a "HAdota Media, Tov T6m0 Bmou Karoikolv of dAoyn-
pévoL.
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AidAe€a va kdvw pa doukerd pe Bépa Ty ‘lepa 060 yiarl
Bewp@ Grt abmn Sev potdlet kaBbhou pé GMa onpeia Tfg EMnVIKfig
dpyaiérnrag. Na péva €yet peyd\n onpacia 10 yeyovog O, of
avtiBeon pe GMoug kopPikols xwpoug, &mwg ol Aehdol, 1 *Emi-
daupog 1) 1} amopakpuapévn Afjkog, 1} *Eheuaiva Bpiokeral ENdyiota
€€w amo Ty "ABriva, 1| 6¢ onuepwn ‘lepa “08d¢ ypnatpomolETal
kabnuepiva amo yihdadeg avbpwmoug, kabwg amoteNel pia dmo Tig
KGpieg elo6boug Tfig M6ANG. *AZ{Tet va onpeidooupie &1t Siarnpel 10
dvopa Tou €lye aTolg Gpyaioug xpévoug, & 8¢ &&ovdg Tng oupri-
TelL oyedov améAuta e TOv dpydio.

‘H “lepa “O60g Ppioketar orjuepa voriodutika Tfig *Abrjvag,
dnkadn of pia amo tig mo mpoPAnparikeg amo kdbe dmodn meplo-
XEG Tfig mOAng, amo dmoyn —peTall AMwv— drwyeiag, Pactkav
UrroSopdv ( amoyeTeuriko kai 66ik6 ikTuo ), kabug kal pumavong.
Map’ 6\’ adrd, ot 6ptopéva onpeia daivovrar dképn kabapad Ta iy
Tfic dpyaiac 6500

KabBug koirdlet kaveig pia amo Tig moMeg mvakideg Tig ‘lepdg
‘0600, Tol yevviéTal 1) amopia, yiari « ‘lepd »;

“Orav dpyloa va évbladépopat yi' alitév 16 X@po, drmoddaioa
va Ya&w onbrmore oxerikd —PiPAia, pbpa, édnuepibec—, kabeti
oU eptelye MAnpodopieg yia Tov dpydio afova, GMA kai yid
onpeptvr) 686. NMdpa moAa mpdypara oupBaivouv Tpa £kel, KL v
pwrrioeTe omolovdrimore oty "ABrjva va odg el yia v “Eheusiva,
1| dmoyr| Tou Ba eivat dpvnikr, kaBwg 1y Bapid ékPropnydvion kal
Ta dwhiotipla £xouv BAdder v meployn Kal TV £youv poAUVel
avemavopbwra.

‘Emokégmnka mv EAevoiva mpdimn ¢opa Grav ékava v
épeuvd piou.
*Evrunwotdonka Pabirara amo v duopdia 100 xwpou.
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Tepdomia métpiva Telyn dmo 1ol pwuaikoUs Xpovous, KOAGVeS,
Epeimia, 1) peydAn papudpivn akdAa mou kdrmore 68nyolioe 0TO KeVTPIKO
(TepdoTio) kripto, TO TeAeaTrjpiov, €va pIKpO YapITwWHEVO Houoelo Kai,
mdvw am’ 6Aa, 1 karamAnkrikn Ba mpog Tov kGATo Tijg Zakapivag kai
npog 6Aa 1@ Bouva mou dykakidlouv Triv “Abrva.

1M ouvéxela amoddatoa 81t BéAw alrov 1o dpdpo va Tov dlaviow
pé Ta média. Aidke€a Tiv fipepopnvia kai v @pa mou, olppwva
ué ToUg mohoyiopols pou, frav AvtioTolyeg pé EKelveg TGV dp-
yaiwv. To owparikd Biwya Arav alro mol eiye mpwrapyikn onuacia
yia péva. "HBeka va dnpioupyriow 60 1O duvarov moTéTEPa Tig
ouvBfikeg péoa otig dmoieg Sijvuav Ty dmdoTaon of Ta&idicireg-
TIPOOKUVNTEG TOTE.

Tov Zemméupplo Kdvel akdpa GEatn ki €701 T0 VA Tyaivel Kavelg
kdmou pé Ta m68ia 16 Karapeoriuepo —pe Tov Suvard fAo mavw
&’ 70 ke Tou, kal pali o G&g Kai Td ypwpara TRG yRg— eval
éumetpia ol Tol Mpoodépel dueoeg MAnpodopieg péow TAV aiobri-
OEWV.

Ba&iZa povn mv ‘lepa “086. Agv pmop@ va davrasTé Kav meg
Ba frav va BadiCer kaveig pall pé aMoug 30.000 dvBpwroug —
adrol ivat of GpiBpol o pdg ivat yvwoTol, TouhdytaTov Ao Ty
gmoyn 16V Mepoik@dv TONEHWVY.

Il

Irig 19 ZemmepPpiou 1994, pépa pe Mol o, Eexivoa kara T
pia 1O peonpépt amod Tv apyn Tfg onpepiviig aprnpiag, oTr oupPo-
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A Tng pe v 660 Mepardg, oto kévrpo Tiig "ABrjvag, kovrd aTo
apydio vekporadeio Tol Kepapeikol.

dopwvtag aoptg, GBANTIKG TarodTola ki €va dompo KameAdkl,
Kal KparvTag oTd YEpL WA KPR Gwroypadik) pnyav) ki éva
umoukd\l vepd, mépaca pmpoatd amo Siadépwv EldGV karaoT-
uara, Gmo Eumopikeg ékBéaelg, Tov Boraviko Kijmo kal To Wuyiarpt-
ko Noookopgio “ATTIKAig, KOIVGG yvwaTo (g « Aapvi». To Puyia-
Tp€io alré, otov GpiB. 343 Tfig ‘lepdg “O8o0, ivat TO makaidrepo
omiv "ATTIK kal oAU yvwoTo yid Toug didonpoug KaATéyveg
Tpodifoug Tou —ouyypadels, momrég, Lwypddoug, yAiTTeG— ol
voonhedmnkav fi dképn kai méBavav €kl ol Tddol Toug mrdpyouv
kal orjuepa, péoa am Toug Ynholg mETpIvVOUG Tofyoug TOU TEPI-
k\elouv Ta veokAaoika Kripia.

To Yuyiarpeio: éva &Mo €idog dvaypnong armd Tov KOopo.

Mipw oTic 3 p.j. édraca aTo Aadvi, Ekel Gmou BpiokeTat O me-
pidnpog Pulavrivog vadg, O 6moiog, Omwg dvakdAua, Tipe TO
Svopd Tou Ao Tov apydio vao ol Aadviou *AmdMwvog, Tol Beol
moU €iye GG lepd GuTO Tou TT) Bdvn.

1M ouvéxela £praca oTo ¥&po Tol vaol Tiig "Appoditg, yia
Tov 6moio 6 Mauoaviag avadépet : « peta & Tolro "Adpoditg vadg
£0T1 Kal PO adrol Teyo¢ Apy@v ABwv Béag aflov ». Ipepa pua
Heyahn dprnpia Tayeiag kukhodopiag AmAWvETal OTOV AVOIYTO
kdpro (Ta mahaidrepa ypévia yvwarto &g Paptov Mediov ) Kkai mep-
vdel amo T onpeptvry « Aivn Koupouvbotpou ».

‘0 MNavoaviag avadépetat o’ alm T Aipvn pé 10 dvopa « Pel-
To{» (“lepn Aluvn ), éel dmou pdvo ol iepeig emrpemdrav va Ya-
petouv. Ot 8yBeg Tiic Nipvng amoteholioav Ta Spta petal Tig Yig
1@V "EAevoviwv kai T@v "ABnvaiwv. Triv émoyn ékeivn Umfipye
yédupa, Arav Spwg 1600 oTevr) Tol Arék\ele TF GUMPETOYT) TPO-
YohSpwv oty mopumm T@v MuoTnpiwv.
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"Hrav ma 5.30 pp. kai iya mepmamoe 14 yiopetpa. Tére
dpytoe kal 10 Mo Siokoho pépog Tig S1adpopfic pou, kard piikog
Tfi¢ dpmnpiag Tayelag kukhodopiag, & mdpa Mo kivnon. Mipw
pou Urfipyav SiuhioTrpia, TotpevToBiopnyavieg kal yahuBoupyieg,
diddopeg aMeg Propnyavieg kal vaurmygia. Meé v drpdodaipa
Tviynen amo To védog kai Tr) uéAuvon kai Tov fhio dkopa duvard
0TO TTPGOWTG pou, Aywvilopouv va kakipw v amdoraon Padi-
ovtag oy dxpn Tod peydhou Spdpou. Tehikd, Aiyo €&w amo Ty
"EXeuaiva kal peta amo 19 yi\idpetpa, kara Tig 7.30 p.p., édraca
omiv dpyaia yépupa 1ol “ENevoiviakol Kndiool, 1) 6moia eiye
XTioTel Tov 20 aiva pX. yia 1ov Pwpdio alrokpdropa *Adpiavé.
‘O "Abpiavog fifeke va punBel ota Meydha Muotripia, GAG Sev
pmopoloe va Siaoyioel 1oV motapd, moU elye TANUUUPIOEL EKEivn
v €moyr). Ai€Tage hoimov va yrioTel pid moAU peydAn kai Tofw
méTpivn Yépupa (prikoug 30 kai mAdroug 5,30 pétpwv ). “H yédu-
pa atrn Umdpyet akopn. Auatux@g, Opwg, O alTokvnTé8popog
mepvdel kpiPig amo mavw kal €10t 1) yédupa poNig ol Siakpi-
veTal.

27ig 8 Ly 6 filog elye Sloel ma Kal pa imépoyn mavaéhnvog
avételhe kal pe Umodexérav omyv “Eleuoiva. Grdvovrag miijya -
meuBeiag oTo Eevodoyeio « Méhooa » oiv 686 Mepoeddvng, Gmou
kal lavuktépeuaa. “Hyouv moAU koupaopévn, GAa kai évBouaia-
opévn pe v éumeipia pou. Ta média pou movoloav Kal eiya ydoel
oAU 18puia, €iya Spwg dvakahde kdTt kaolpylo yid Tov éauté
pou. H mopeia p¢ €lye Kavel va Viwow, ot owariko émimedo, TV
émadn pé 6,1 Arav otV dpxaiénra { Gméotaon dvdpeoa oTig duo
moAeig. Badilovrag, 10 oGpa karaypddel owrepika kal tyvnharel
v mpayparikérnra adrfig Tfig amdoTaong.
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Tnv €mdpevn pépa émokédOnka Tov dpyalohoyikd x@po.

Mpwi, 10.30. KdBopat oo Teheatripiov, maparnpd.

Teheotripiov ( TENOG-OKOTOG-TEAETT] ).

BAémw €vav Gvtpa va SiaoyiCet moAl émdulakTikd, dpyd, 16 8d-
medo 1ol TepdaTiou Ywpou. Kdbe Tou kivnon elval 7600 TPooEKTIKN
ol vopilw Tag givat TupAdG. Tol maipvel mapa mOMT Gpa va
kakUiet T peydAn améoTaon avdpeoa otd Suo dkpa Tol SarméSou.
“Orav ¢rdvel Tehika oTrv @M mheupd, Ppiokel Toug dikoug Tou Kal
yivetar €vag daképn toupiotag, kaBolou TudAdg. Mponyoupévwg
£ixe « TUPAWBET », vopilw, TpoKelpévou VA TPOadEpet aTOV Eautd
ToU Wid Eumelpia SladopeTikr.

Alrog 6 y&pog frav 1o pépog mou AdpBavav xwpa ot MUGTIKEG
TeAeToupyieg TAV “EAeuotviwy, 1) Aeydpevn « moreia ». ‘Ot ouv-
éBaive kara ™ Sidpkela Th¢ « Emomeiag» Kkparmbnke HUOTIKG®
péxp! orjuepa Timora dev Eyel EpBel aTO GGG TTOU VA AmToKaAUTTEL
kdrt. “O,mt yvwpiloupe mpoépyeTal dmo Tmyeg ol avadépovral oe
oTolyela Tipiv Kai pETA TO yeyovdg kaBautd. Ado Al eival on-
HAVTIKEG : APPHTON (alto mou 6év eival Suvardv va eimwbel ) kal
ATOPPHTON ( alto ToU UmdKetrat oTo Vopo TR GIWTHG ).

Oi pdareg nrav dvrpeg, yuvaikeg kai Sodol. Ol pévor Gpor yia va
ouppeTdoxel kavels ota Muatripia frav va wAG mv EMnvikn yAwooa
Kai va pnv eiye uBel éEarriag Tou aipa, SnAadn va pnv eixe Stampd&el
éykAnua.

Me v €peuvd pou dvakdhuda 1t T Meydha Muotipia firav
OTAV TIpaypatikéTTa 10 Seltepo péPog TRV TeAeTOUPYIGV. TO
mp@To pépog AdBatve ywpa aTto kévrpo Thc “ABrvag, £kel dmou
Bpiokovrav TV €moyT ékeivn ol GyBeg ToU mepidnuou morapod INi-
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000, 6mou didaokav 6 MAdrwv kai of Aot pihdoodol. NvwoTa Gg
Mikpd, Ta Muotripia atra Tehobvrav 1O prjva T@v “AvBeotnpiwv
(Tov Mdprio, vopilw, kara v Eapivr) lonpepia ). Zrolg kKAaoikoug
Xpdvoug 1 Aarpeia adm oyenférav pe 1@ Muotrpia Tiig Mepoedd-
ne-Képng ai Tfig Aunrpag-Mnrépac. “Exel tére Umfipye 1O iepd
g "Aptéudog TGV "Ayp&v ("Aypotépa “Aptepig). ITH onpeptvr)
"ABriva Gmdpyet dpdpog oy 16ia meployn moU Gépet O Gvoua
«"Aypa».

‘0 morapdg “INodg eivat orjpepa oyedov TeAelwg Kahuppévog
amo Spdpoug kai kripia. “Eva oAU pikpd Tufpa Tou, GHWE, KATW
amo pia yédupa mapapével Ehelbepo kal G&iTer va 1o EmokedBEl
Kavelg.

°H Bea Apuntpa kabiépwoe Ta Mikpa Muotrpta mpog Tty Tod
‘Hpak\ii, pé okomo va tov éayvioel amo T Evoyr yid 1) obayn
1év Kevralpwv @ote va pmopéoel o) cuvéyela va pundel ota
Meydha Muomripia. Ta Mikpa Muotipia Bswpolvrav 611 glyav oTe-
VOTEPN OYEON HE TO « OWPA », Ev@ Ta Meydha pe T0 «mvelpa». Ot
pboTeg Sev pmopoloav va mdpouv pépog oTig TeheTeg ThG “EAeu-
ofvag £av 8év eixav mponyoupévwg EEayvioTel otic 8yBeg Tob “Ihi-
ool kara Ta Mikpa Muotripia.

lUpioa oty "ABrva pe Aewdopeio.

Im 8idpkeia T Siabpopfg pou pe Ta média mijpa mepimou
€karo pwroypadieg mvakibwv pe 10 Gvopa « lepa “086¢ », aAa
kal AMwv anpeiwv, dpyaiwy kal onuepvdv. Kabag mepmaroloa, Ta
81ddopa oTpiipara T loTopiag frav mapdvra, pmpooTd oTd pdna
Hou Kai, KUPLONEKTIKG, KATw dmo Ta média pou. “Apydrepa ol duw-
Toypadieg abreg €ytvav 1) Bdon yia v éykardotacr pou.
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Tnv émépevn ypovia (1995 ) Eavakdvw Tov 1810 pdjo, Tig idieg
pépeg, alm 1 dopd pe 70 Aewdopeio TAG Ypappfg, karaypddovrag
pe pia ivreokdpepa Trj Sradpopny amd v “Abriva oty “EXeudiva
kai ano Ty “Ekevsiva ot "ABrva.

“Orav karé\na va ¢rid€w Ty éykardoTaon, 1 i6éa frav va
0dnyrfiow T6 koo va dkohoubrioel TV ‘lepd ‘080 karackeudlov-
Tag éva mepiBdAhov mou Ba SiekdAuve adrov 16 aTdyo. To Swpdrio
omou Ba £detyva Tig pwroypadieg Eywve Evag oxedov améAuta oko-
TEWOG X@Pog. To povadiké Tou dRg mpoepydrav amo Ti¢ o 666-
VG o 6erxvav T1) dladpoprn) pé 1O Aewdopeio mpog kal amo Ty
*Ekeuciva. O dwroypadie frav pikpés kal eixav TomoBe0el 1 pia
bimAa oty M1 o€ celpa yipw amo 10 dwpdrio, pE pikpd Bén amo
kdrw o €Setyvav v kareGBuvan Tig Sladpopfic, Tov GpIBuo TEv
XINOPETPWY Kal Tv Gpa ot Sedopéva onpeia.

Ol Bearég £mpere va ypnatpomotjoouv daks, mob imfpye dia-
Béotpog €&w amo 10 Swpdrio. “Epmavav péoa amo wa padpn
kouptiva kal EBpiokav 10 Spdpo Toug dpya pe T Porbeia Tol
dakod. Kofralav Aiyeg pwroypadieg ) dopd. “Erat dkohoubolioay
M dladpopn i lepdg “0d0d kai atialav 016 dwroypadikd GAikd
HE TpOMo Mol TpoKakolae Tr GUMHETOXT) TOUG péoa Gmod T oGpa.

“lowg mpémer va mpoabéow 6@ Tt aTolg dpyaloug xpdvoug ol

Huoteg €pravav omv “EXeusiva dpya Tr vuyra, kparwvrag 6G8eg
y1a va ¢wrilouv 16 dpdpo Toug.

AIZH KAAAITA

Meptoiko Performance Research, Telyog DEPARTURES,

160G 6, dp. |, "Avoign 200

Merddpaon amo 1d dyyAikd : Karepiva AoyoBétn









SACRED WAY / IERA ODOS — 1997

The Road to Eleusis

In Greek, “odos” can mean a road, a street, a way or a path. In
ancient times the lera Odos was the road to Eleusina, where the
rites for the Great Mysteries took place. It was also the ‘way’ to a
unique experience for the thousands of people who were initiated
every year for about 2000 years between 1500 BC and 500 AD.

Thrice happy are those of mortals, who having seen those rites
depart for Hades ;
For to them alone is it granted to have true life there;

(Sophocles, frag. 753 N, Dindorf.)

The name “Eleusis” refers to the underworld, and can be
translated as “the place of the happy arrival ”. Grammatically it
is different, by accent and inflection, from “eleusis ” (arrival ) but
both are related to “Elysion” the realm of the blessed.

| chose to make work about this road because it is so unlike
other ancient sites in Greece. It makes a difference to me that, in
contrast to other important sites like Delphi, Epidaurus or remote
islands like Delos, Eleusis is just outside Athens, and the road is
travelled every day by thousands of people since it is one of the
main entrances to the city. It is interesting that the road still bears
the same name it had in ancient times, and coincides almost exactly
with the ancient route.

The road is now in the southwest of Athens, one of the most
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problematic areas of the city from every point of view, among them
poverty, lack of basic infrastructures such as drainage and good
roads, and heavy pollution. But in some parts there are clear traces
of the ancient way still visible.

Looking at one of the many street signs for the lera Odos, is
enough to raise the question, why “iera” (sacred)?

When | began to be interested in this site | decided to start
looking for anything that concerned the road — books, articles,
newspapers — whatever | could find that gave information about
the old path — but also about the road as it is today. Lots of things
are happening there now, and if you ask anyone in Athens what
they think of Eleusina they will react negatively, since heavy indus-
trialization and the refineries have done so much damage and
polluted the area.

| visited Eleusina for the first time while doing my research.

| was immensely surprised to see how beautiful the site was.

Massive stone walls from Roman times, columns, fragments, the
large marble staircase that led to the main (huge) building, the Tele-
stirion, a lovely small museum and, most of all, the breathtaking view
towards the bay of Salamina and all the mountains that surround
Athens.

Then | decided that | wanted to walk this road.

| chose to do this walk on the date and time which, according
to my calculations, corresponded with the original ones. The phy-
sical experience was very important to me. | wanted to recreate for
myself the closest conditions that | could to those of the original
travellers.

September is still a hot month in Greece so that travelling on
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foot in the middle of the day, having the strong sun above you,
together with the light and the colours of the earth, gives you
certain sensory information.

I was alone. | cannot even imagine what it would be like to walk
with 30,000 people — these were the numbers known, at least
during the Persian wars.

On 19 September 1994, a very hot day, | started my walk just after
lunch, at | o'clock, at the beginning of the modern road, which is at
the junction with Piraios St. in the centre of Athens, near the
ancient cemetery of Keramikos.

Wearing shorts, my sports shoes, a little white hat and taking a
small camera and a bottle of water, | passed modern shops, show-
rooms, factories, a botanical garden and a psychiatric hospital. This
psychiatric hospital, at lera Odos 343, is the oldest in Athens and
very well known for its famous in the arts artist inmates: writers,
poets, painters, sculptors were hospitalized, some even died there
and their tombs are still inside the high stone walls that surround
the neoclassical buildings.

The psychiatric hospital : another kind of departure from this
world.

About 3 pm | arrived in Dafni where the famous Byzantine
church stands — which | discovered took its name from the temple
of Daphnian Apollo, who's sacred plant is the laurel (daphne ).

Then | arrived at the site of the temple of Aphrodite, which
Pausanias describes as a “noteworthy wall of unwrought stones ”.
Now a large motorway expands onto the plain ( known as the Rarian
plain in antiquity ) passing what is now “ Koumoundourou lake ".
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Pausanias refers to this lake as “Rhetoi”, the sacred lake, in
which only the priests were allowed to fish, and which was the
boundary between the land of the Eleusinians and the other Athe-
nians. At that time, there was a bridge over the water so narrow
that no vehicles could take part in the procession.

It was now 5.30 and | had walked 14 kilometres. Then the most
difficult part of my walk began, alongside the heavy traffic on the
busy motorway. Around me were refineries, cement and steel fac-
tories, shipyards and other industrial plants. The air thick with
smoke and pollution, with the sun still strong in my face, | struggled
to cover the distance by the side of the highway.

Finally, just outside Eleusina after 19 km, at about 7.30, | arrived
at the ancient bridge of the Eleusinian Cephisus, erected in the
second century AD for the Roman emperor Hadrian. He wanted
to be initiated into the Great Mysteries, but could not cross the
river, which at that time was flooded. So he ordered a very big,
arched, stone bridge ( 30 metres long and 5.30 metres wide ) to be
built. It is still there. Unfortunately the motorway now passes just
above it so it is barely visible.

By 8 o’clock the sun had gone down and a glorious full moon
was rising to welcome me to Eleusis. When [ arrived | went straight
to the hotel Melissa on Persephone St. where | settled down for the
night. | was very tired but thrilled by the experience. My feet were
hurting and | had sweated a lot, but | had discovered something
new for myself. The walk made me feel a physical contact between
what had been two cities in ancient times. Through walking, the
body records internally and traces the actual distance.
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The next day | visited the archaeological site.

Morning 10.30 am. | am sitting at the Telestirion, watching.

Telestirion-( telos-goal-telete ).

| see a man walking very cautiously, slowly, across the floor of
the huge place. His every movement was so careful that | thought
that he was blind.

It took him a very long time to cover the distance between the
two sides of the floor. When he finally arrived at the other side, he
joined his friends, and he became another tourist, not blind at all.
He became “blind”, | think, to give himself another kind of ex-
perience, because this space was the place were the secret rites, the
“epopteia” took place.

What happened during the “epopteia” initiation was kept
secret, and up until now, nothing has come forward to reveal this
secret. All that we know comes from sources that refer to the facts
before and after the actual event. Two words are important: AR-
RHETON: the ineffable, and APORREHTON: subject to the law of
silence.

The initiates were men, women and slaves. The only conditions
were that they should speak the Greek language and that they had
shed no blood, that is committed no crime.

| discovered during my research that the Great Mysteries were
actually the second part of the rites. The first part took place in the
middle of Athens by what were then the banks of the famous river
llissos on which Plato and other philosophers used to teach. They
are known as the Lesser Mysteries and took place in the month of
Anthestirion ( which, | think, is March at the spring equinox ). In the
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classical period the cult was regarded as the Mysteries of Perse-
phone-Kore and Demeter-Mother. At that time there was a sanc-
tuary of Artemis of the fields ( Agrotera Artemis ). In the modern
city we have a street in the same area whith the name “Agra”.

The river llissos is almost completely covered by roads and
buildings. But a very small part of it remains, under a bridge, and
it is still very beautiful to visit.

The goddess Demeter instituted the Lesser Mysteries in honor
of Heracles, so that she might purify him of the guilt he had incurred
in the slaughter of the Centaurs and so he could be initiated at the
Great Mysteries. The Lesser Mysteries were considered to be more
“physical ” and the Great Mysteries more “spiritual ”. People could
not go to Eleusis without having first purified themselves on the
banks of the llissos during the Lesser Mysteries.

| returned to Athens by bus.

During the walk | took about a hundred photographs of road-
signs bearing the name “lera Odos ”, and other sites both ancient
and modern. As | walked, the layers of the history of the road were
there in front of my eyes and, literally, under my feet. These
photographs would later form the basis for my installation.

The following year (1995) | took the same road on, the same
days.

This time by bus

There and back, | recorded the journey with a video camera
from Athens to Eleusis and from Eleusis to Athens.

When | came to make the installation my idea was to lead the
audience to follow the road and create an environment that would
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help them do so. | made the room in which the photographs were
shown in an almost completely dark space. The only light came
from the two monitors showing the bus ride to and from Eleusis.
The photographs were small and placed next to one another in a
row around the room, with small arrows underneath showing the
direction, the number of kilometers and the time at certain paints.

The spectators had to use the light of a torch which they
collected outside the room, entering through a black curtain and
finding the way by torch-light slowly, looking at a few photographs
at a time. In this way they followed the road, focusing on the
photographs in a way that engaged them physically.

Perhaps | should add that in ancient times travellers arrived late
at night holding torches to light their way.

LIZZIE CALLIGAS
Performance Research, DEPARTURES,
Volume 6, no |, Spring 2001



TO ZTITMA — 1990

OG¢ €k oapkog

To odua mapayéver 6 ydprng mou mdvw Tou
onuadevoupe Ta vorjuard pac.'

To Zriypa Omwg kal ol MeTapop@woeis ouykevTpwvel Kai Sleukpl-
vilet vorjpara mou Snpioupyoivrat péoa am’ v GvamapdoTaon Tol
yuvaikeiou owparog. X' atro 10 £pyo, 1 Ailn Kahhyd mapéyet on-
Hela dvagopdg — 10 onpddt ot Xépl, tyvn Tpiywrol Tol 2dnPatou
070 KaTW PEPOG THG pwroypadiag, iyvn Iddoparog mdvw aTo yépt
kal 070 o@pa. To €pyo yiveral Y@pog yid ouayeTIopolg Avapeoa
oTa moMama émimeda Tiig ikovag, 1) dion Ths dwroypadiag, T
opa GG Umokeijievo kal 16 ToATIoHIKS TTAaioto Tig dvdyvworig
Hag. To mpwroyeveg UAIKG, peTapopdwpévo md, 68nyel Tov Bearn
ot €va Tagid dvdpeoa aTo Epyo.

‘H Né&n otiypa, mou dpyika onpaivel onuddi f drékeia, ival
mholala o€ ouvelppoug oTa ENnvika kai oTa dyyhikd. 216 £owTe-
pIKO TOD G¢dpaTog, oTiypa eivai 1o aneio dmou yivetar § prEn Thc
WoBrjkng y1a v’ dmeheuBepwbel o Gpipo ddpto. Iy Emodvela Tol
8éppiarog eivai 1o onpeio ol aipoppayel dmd pévo Tou A TO onpdsdt
ol pével amo okdmpo kdipo (aleg of dUo prioelc Tfc AéEng
gxouv dvriBetikeg Slaotdoeig amo Amodm ABIKAS ). Evd of mnyég

I. Marina Warner, Monuments and Maidens — The Allegory of the Female
Form, Picador, London 1985.
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mou Bupilouv éxeiveg Tol XploTod kai pé Bauparoupyd Tpdmo
mapouatdfovrat o€ oplopévoug ayloug, dmoreholv Evdeilels Tig
Beiac ydpirog, 1) BouAa onparodorel dvnBikérnra. Metadopika Aoi-
mév, 10 oTfypa elvar Suvardv va Umovoel aioypémra, almy mou
ouvodelel mapdvopeg TPAZelg. Xra eENAvika kai pévo, oTiypa émi-
ong onuaivel Ywpiko anpeio avadopdc kal ypnalgoroteiral ot
vauaimioia o€ oyéon pg TOV Evromopo T@v mhoiwy oTr Bdkacoa.
“Erol 1} MéEn Exet va kdver pe 16 Ta&{di kal dAeg ypriceig Thg Kka-
BnuepvéTnTac, kabag kai pe évvoleg Tiig ROk, To 6t maipvoupe
HLG péTNON MO EVa OUYKEKPILEVO TPOOTITIKO OMUEID TTPOKEIEVOU
va évromiooupe €va vonua péoa ot Evav WKeavo Amo OUVELPHOUG,
ouvbéel Tov Gpo oTiypa pe TV éumeipia pag mou Exoupe yid TV
TEYVN.

"Av kai 16 £pyo eikovoypadel T6 odua, ki £Tal gval pé pa éwola
dmewovioTiké (figurative ), 1} péBoSog Tfg alvBearis Tou eivat mAn-
oléotepn | Ekeivn TAg Ewvololoyikiic Téyvng (conceptual art).
“Omwg Eyel dlamoTwdsl, amo Sladpouc Kpimikolc', onpavrika &-
pwrpara mou mpogkuav am’ Ty doknon TA¢ pviHaNioTIKAG Kal
TfG éwvolohoyikiig Téxvng T dexaetia Tod "60 kai 1ol '70, apopolv
M oyéon avdpeoa o1o Epyo Téxvng kai Tov Bearr]. *H Ailn Kalyd
ouvbudlel v évvolohoyikr) péBodo, drou cuvundpyouv Ghika Kal
18€¢g, e kdr mou ameuBuveral Gueoa oty Eumelpia Tol LMATOG.
Z10 o®pa mou BAémoupe oTo ZTiyua TG onuddia Tou, TG onuela
dvadopdc Tou, ival peraromopéva £tol Gote /% Bearic va

I. Nia mapdderypa, PA. James Roberts, “The Installation Work of John
Blake ”, Kunst and Museum Journal, 1(6), 34-40, 1990.
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odnyeirat péoa amo alrd oTig TPOCWIKEG Tou / Tng Epmelpieg Tl
yuvaikeiou owparog, 6mwg dnhadn 1o Exel 8el, viwael, ayyiet kal
katahdper péoa oty kabnuepviy {wn kai péoa am’ v amédoon
TOU OTRV TEYVN.

“Eva onpdbdi 8év elvar eikéva ouyva eival amdédeiln Evog yeyovdrog
péoa oTo Xp6vo' juid Tputa amo adaipa, i marnuactd, n Kapévn
Polha aT0 o@pa Evég Lwou, 1} Yparoouvid, vag Aekeg, pid mvehid,
€va SakTulikod amoTUmwpa, 6 oTaupdg yia Ty Emhoyr évog Grmo-
Undlou, 1y w¢ dmokardotaro wag dmoypadiic. Tuydio i okdmipo,
avBpwmvo f Gyt, T onuddt glvat 6 Tyvog mol mapapével. Kabe
elkéva anaprilerar amo onpddia. “Eva £pyo TéQVNG eivai ouyxpdvwg
HIa EumpdBeTn Sidragn Uhikol kal, mpwrapyika lowg, amédeidn Tig
napouciag Toll KAANTEYVN OF UId OUYKEKPIPEVN OTIYUR péoa 01O
Xp6vo. To oGpa kouBaAdet ki alTd ) Sikr) Tou ioTopia ot onuddia —
o0\, payddec, ypapupéc aMaydv kal alEnong, tyvn amo éykupo-
oUveg, éyxelprioelg, aruyrjuara. “H pvijun ol ouarog. ‘H évwola
onuddi ToviCetat 010 ZTiyuar TO KeVTPIKO HUOTNPIEG anuddt mdvw
oTO ¥épt AmopoviveTal pé ua Séopn ¢wrde. Ta onpddia Tou ma-
PATEUTIOUV OE GUVEIPHOUG AppnkToug WE T AEEn aTiyua-Eykupo-
ouvn, aUMnn, « atiypara » ayiwv, mapapdoeig g odpkag onud-
d1a 100 oparog mou Sefyvouv 6Tt eipaoTe ouvdpa dvra avBpdmiva,
depéva am’ 10 ypdvo Tol owparog, kai dvra petaduoikd, Sepéva arm’
70 pGBo. “OAa adra Ta vorjuara eivat mapévra oto Tagidl péoa am’
v elkéva. To pubiko Taidt Tol avBpwmou mou apyiler pe TV
mToon péoa aTd xpévo kal Th yuvaikeia odpka. Adm 1 odpka, 1
€Eoykwpévn Ko kai 1o yp@dua ol Bupilouv dvayevwnolak
Twypadikr, ouvdpa Mapia, pnrépa kai mapBévo, kai Ela, diwypévn
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amo Tov Ko, yupvr kai yvwpilouoa, oTiypariopévn, memTwku(a,
oggouahkr, émiyela.

\%

H dwroypadia €xet mhéov évowparwBel atov Topéa Tig Téxvng. ‘O
Ndvvng 2Tabdrog onpeiiver 6Tt «yid 1ov kaliréyvn 1 agia g
dwroypadiag Eykemar 010 dkarépyacto UMK TGV peTadopik@y
OUVEIpP@Y TG »." AlTol of GuVEIppOl GUVBEOUY TO [EGD WE TIC
pHeTapopdwaoelg ToU Gpwrog kai Tig oloTaong TV UAIK@Y, kabwe
kal PE ouyKekplpéva vorjuara TGV Ewoldv xpévog kal PBlwpévn
gumetpia. Of ouvelppol aUTGv AkpIBAG TGV TITUGV, Tol cuveldnra
karotkodv 10 £pyo, EumAouTifouv TO vONnuA Tou dKOpN TTEPLOTBTEPO.
‘H dwroypadia Exer ouykekpipévn oxéon pé 10 xpévo. “Omwg -
mootrpiée 0 Roland Barthes otov @wreivo Bdrapo, ékmopetetal
Amo pia mpayparikoTTa mepacyévn, eival anédeiln kdmolou ypé-
vou ol Urfjpge kai Sév Ba bmdpEet moté Eavd. *H mpwrapyiki g
dvadopa Sev Eykerrat o6 AvTikelpevo dAG oTdv 1810 16 ypdvo. To
o@pa adrd kabeauto eival deopeupévo & T Xpdvo, TH yévnon
kai 0 Bdvaro. Méoa amod « v avBekTikn payeia g », 1 dwro-
Ypadia yivetar pdprug dg mpayparikoTTag mepacpévng mou Exel
XQBeL.

‘Omidrimore Kkdvel €vag kaMiTégvng o€ pia pwroypadia, aird
gxel mdvta pua dlaitepn oyéon pé v mpayparikétnra kai, otV
TIPOKEIPEVN Tep(TTWOon, e TV Tpoowmikn éumelpia. Mia ¢pwro-
ypadia elvar mavra ouykekpipévn, kal 6@, adto mou BAémoupe
elval 70 oGpa pidg ouykekpipévng yuvaikag kaBug kal pid ouyke-

. John Stathatos, “ Representation and Metaphor — Photography in Britain
during the 1980s ”, European Photography, 43, 24-26, 1990.
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KpIpévn OTLypr) 0T0 Xpdvo alTol Tol owparog. Paiveral, Suwg, va
Eumepiéyel kal kdrmola Avelriynra onpddiar eival ouyypévwg aAn-
B kai mapamavnriki. Mia aioBnon dmdmg Ty Kavel va ouvdé-
eral pé avriijleg ol Gmoleg mapouotdlouv T dwroypadia wg
TéYvaopa N payeia, i dkopa ) ouoyetifouv pe GMa eidn peta-
Hopdbwaewy mou dmodidovrat ot miotn f Balipa. “Erol, 1} pwroypa-
dla wg Sadikacia kai amoré\eopa ouvdéeTal TAEOV | EKEIVEG TiG
popdeg TONTIOpIKGY amodeilewy, 6mwg, yia mapdderyua, Ta Kop-
pardkia amd Tipo E0Ao | 16 alpa ayiwv, of moieg, dmalaypéveg
am' 10 ApyIkG Toug vonua kai okore, UdioTavral HETAUOPHWOELS
pé 10 mépaopa 1ol ypovou. Eloépyetal o’ Eva y@po pubikd, EEw
am’ T Aoyikr, émou Ta amodeikTika oToryela ydvouv Ty oy Toug
kal Ta avrikelpeva alra amoktolv GMo vénpa, yivovral payikd,
Bauparoupya Kai « Tuyepd ».

To Bvnro Tob dvBpddmou eivat éva Ta&idt péoa dmd 10 ypévo. 0
xpévog Tiic “Ayiag Mpadfic dpyilel ue ™ yvoon Tig yéwnong kal
700 Bavdrou. Eival 1} odpka, kal Mo ouykekpipéva, ol REOVES Tig
odpkag, mou onuadelouv Ty avBpwrérnra péoa o1o ypdvo. H
odpka, mavra oTiypariopévn pé Kai o 1o ¢iko, GpylacTikr, é-
TIPPETING OTOV TELPAOKS, Gpaia, Yapaypévn pé Tapmou Kai aiodn-
owakémra. To oGpa mapapével 6 xdprng mou mdvw Tou onpa-
devoupe Ta voiuard pag. To oGua mou BAémoupe oTo 2tiyua
ouvdéeTal TomTika pE i6éeg Kkal vorjuara mou Bév elxe w¢ {woa,
Bvn Urapén.

‘H Siadikacia pe Ty omoia 10 GAG peTapopdwvel Kal peTa-
Hopdwveral, Siadikaaia dppnkra Sepévn pe M dwroypadia, ka-
Blotd Kkdnt tétolo duvard. To Zriypa péoa dn’ v Emddveid Tou
mepLéyel avadopig oo G, dvadopeg atr odpka kai Tov Gyko Tng,
kabwg adm yiveral 6par ot pdg péow Tol pwrdg, kabwg xdvel T
Bapumnrd g, oyedov oav va ameheubepwveral, péoa am’ TV Kak-
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Amexvikr) Bewpnon. *H odpka yivetar ékappid kai Siameparn. Bapia
BéBaia o€ ouvelppols, elvar cuyxpdvwg Slauyng Kal SladwiaTiky,
elval odpka mou yiveral o@c. PAG &k oapkdc.

CLAIRE MacDONALD ot ouvepyaoia pe THv KATEPINA AOTOQETH
Cambridge 1990

"Avadnpooieuon armo Tov kardhoyo Tiig ékBeang
Merapopwoeig : To Xdpa pou, 10 Xdua aou
a10 Kévrpo Zuyypovng Téyvng “Ihedva Todvra, 1990.






STIGMA - 1990
Flesh Made Light

The body s still the map on which we mark our meanings.'

Stigma, like Metamorphoses, focuses meanings generated through
the representation of the female body. Within the piece, Lizzie
Calligas sets up points of reference — the mark on the hand, traces
of pubic hair at the bottom of the picture, traces of clothing over
the hand and the body. The work becomes a site for connections
between the multiple layers of the image, the nature of photogra-
phy, the body as subject, and the cultural context of its reading. The
original material, somehow magically transformed, becomes the
means which takes the viewer on a narrative through the layers
of the work.

A stigma, a mark or blemish, is rich in metaphorical associations
in both Greek and English. Within the body the stigma is the point
where the ovary ruptures to discharge the ripened egg. On the skin
it is a spot which bleeds spontaneously, or a mark induced by
branding, two uses with contrary moral connotations. Wounds
resebling Christ’s miraculously experienced by certain saints, indi-
cate divine grace whilst the stigma of the brand signals infamy.
Metaphorically, therefore, stigma can suggest the disgrace which

|. Marina Warner, Monuments and Maidens — The Allegory of the Female
Form, Picador, London 1985.
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follows transgression. In Greek alone stigma also refers to a spatial
point in navigation concerning the location of ships at sea. It there-
fore suggests journeying and everyday reckoning as well as morality.
So, taking readings from a specific viewpoint to fix a meaning in a
sea of associations relates this term to our experience of art.

Although the work depicts the body, so in a sense is figurative, its
compositional strategies are closer to those of conceptual art. As
has been pointed out by various critics, one of the most significant
questions raised by minimal and conceptual art practice in the
sixties and seventies concerns the relationship between artwork
and viewer. Lizzie Calligas combines conceptual strategies to do
with the juxtaposition of materials and ideas with a direct concern
with the lived sense of the body. The body we see in Stigma has its
marks, its reference points, displaced so that the viewer is led back
to her/his own experience of the female body, seen, felt, touched
and understood, both in everyday life and through its representa-
tions in art.

A mark is not an image ; often it is evidence of an event in time, a
bullet hole, a footprint, a brand, a scratch, a stain, a brush stroke, a
fingerprint, the cross which elects a candidate, or which passes as a
signature. Either accidental or deliberate, human or non human, the
mark is the remaining trace.

. Forinstance see, James Roberts, “ The Installation Work of John Blake ”,
Kunst and Museum Journal 1 (6), 34-40, 1990.
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Any image is composed of marks. A work of art is both an
intentional ordering of material and also, possibly primarily, evidence
of the artist’s presence at a particular point in time. The body too
bears its own history of marks-scars, stretch marks, lines of change
and growth, evidence of pregnancies, operations, accidents. Bodily
memory. In Stigma the idea of the mark is emphasised ; the central
mysterious mark on the hand picked out by a beam of light. lts
marks indicate the associations inherent in the word stigma-preg-
nancy, stigmata, conception, the transgression of the flesh, marks of
the body which show that we are both human, so bound by body
time, and metaphysical, so bound by myth. All these meanings are
present in the journey across the image. The human journey from
conception towards birth, the first journey towards time. The
mythical journey beginning with the fall into time and the female
flesh. That flesh, the enlarged belly and colour reminiscent of re-
naissance painting, both Mary mother and virgin and Eve expelled
from the garden. Female flesh naked and knowing stigmatised fallen
sexual earthly.

v

Photography has now become integrated into art practice. John
Stathatos has observed that “ the value of a photograph to an artist
resides in the raw material of its metaphorical associations ”.' These
include the associations of the medium with transformation
through light and chemistry, and a particular relationship to con-
cepts of time and lived experience. The associations of these dimen-

I. John Stathatos, * Representation and Metaphor — Photography in Britain
during the 1980s ", European Photography, 43, 24-26, 1990.
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sions, with which we consciously imbue the work further enrich its
meaning.

Photography has a particular relationship to time. As Roland
Barthes has pointed out in Camera Lucida, it is always an emanation
of past reality, evidence of a time which has been and will never be
again. Its principle reference is not to the object but to time itself.
The body itself is bound by time, birth and death. Through its
“residual magic” the photograph gives witness to a past reality
which has been lost.

Whatever an artist does to a photograph it always has a specific
relationship to reality, and in this case to lived experience. A
photograph is always particular, and here it is an individual woman’s
body we see and a specific moment in the time of that body. This
photograph, though, appears to contain inexplicable marks, it is
both very real and deceiving. Its sense of fakery connects it to idea
about photography as trickery and magic and to other forms of
transformation which occur through belief. It links photography to
the kinds of cultural evidence, fragments of the cross, or the blood
of saints, which are relieved of their original meaning and purpose
and transformed across time. These enter a mythic space outside
logic where the power of evidence is suspended and the objects
receive another meaning as magical, potent and talismanic.

Mortality is a journey through time. Biblical time begins with
the knowledge of birth and death. It is the flesh, and more parti-
cularly, the pleasures of the flesh, which mark humanity within
time, ever gendered, lush, frail, beautiful, inscribed with taboo
and sensuousness. The body is still the map on which we mark
our meanings. The body which we see in Stigma has become
poetically connected to ideas and meanings which it did not have
as living, mortal being.
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It is the tranformative process of light which photography
carries with it that makes this possible. Stigma contains references
to light within its surface, to solid flesh made visible to us through
light, and lightened, almost as if it is opened, through the process of
artistic investigation. It is made light and permeable. Heavy with
associations, it is also both lucid and illuminating, flesh made light.

CLAIRE MacDONALD with KATERINA LOGOTHETI
Cambridge 1990

The text was published in the catalogue of the exhibition
Metamorphoses : My Body, Your Body,
lleana Tounta Contemporary Art Centre, 1990.



MPQINO ©QZ — 2005

210 Mpwivo g, GG Kal yevikoTepa aT SnUIoUpYIKT| TNG TTopEia,
1) Al KaMuyd peketd 16 pého To0 Gwrdg oTry £lkéva, 610 X@PO, Th
oyéon Tou pe 10 okorddl. “Emavépyetal, oTiv oloia, pE VEWTEPIKA
péoa, o yvwaTr émipovn dvalijnon Tav kaMTeviv va dvape-
TpnBolv pe 0 oKkoTds, va kTicouv pE 16 Gids. *H kivolpevn eikéva,
76 Biveo, karaypddel, oTO GUYKEKPIUEVO EpYO, Eva QUTLKO datve-
pevo: 10 duvard mpwivo GA¢ TRV Kahokalpv@v Unvav, 1o Ormoio
kabwg dvravakAd oTr) Bdkacoa elofpyeTal OTO E0WTEPIKO EVOG
omiriod, péoa amo Tig ypikieg T@V KhewoTév mapabupdduMwy, n-
HIOUPYWVTAG THV €lk6va £vog « dwrelvol karappdkTn » mou KUAd
amo v dpodr) aToug Toiyoug Tod omTiol. ‘AmAd GMa oloiaaTika 1)
AT KaMuy@ pdg {nrd va dolie, va émueivoup, va éumaTeutoUpe
70 BAEpHa pag og KAt oAU kabnueptvo aMa EeywplaTo. Ze EmoyEg
moU Aol « Tpéxoupe » Kal T elkdva TR¢ TnAedpaong, 1ol Kivnpa-
Toypddou, Tol UTTOAOYIOTH TPEYEL, KUPLONEKTIKG, UTTPOaTA OTa pdTia
Hag, e pa amioteutn —€EoVTWTIKN— por OMTIKAG TAnpodopnong,
1 KaMuyd, pe Apepia kal émbe&iérmra, adlomolel Ta idia adra péoa
—TRAV KIvoUpevn lkéva—, alTn T dopd pé Tpdmo ATo kai pubpo
«@vBpwmvo », AvrioTpépovrag TOV Avapevopeva Ayywriko poro
™G otV Kabnuepvérnra pag.

To £pyo, kheioTodoPiko Kal AuTpwTiko Tautéypova, dvapépeTat
ot 60a pmopodv va pag éykhwpilouv, Ta 6mola Tautéypova pro-
polv va pdg ameheubepivouv. ‘O TPOOWIKOG X@POG-OTITI, TO
napeA8ov —ékppacpévo £6@, péoa amo ) Siakoounuévn dpodn
Tfg olkiag 1ol 190u alwva Mol TMPWTayWVIOTEL 0TO Epyo—, Ta véa
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péoa, 1 181a 1| duon kal @ puoika dpawdpeva propodv va 68nyr-
oouv OTHV £0woTpédela kal TRV éowTeplkn dvaliimmon aMa kai
omiv fipepia, Mv doddleia, Tyv dmeheubépwon Tig Yuyfc. Me
1OV Tp6Mo alté, pé v amarrobpevn, Snhadr, olpmpadn yia ™
dnpioupyia Tol Epyou TAV Ewoldv: KAElOTS, ENelBepo, aTarikd,
makid, Gévaa KivoUpevo, Oplopiévo kal aveEéheykto, aipovrar Qv
va évioytovTal Ta avopevika avribera Cedyn. “H kabnpepivémrd
uag, GMware, dév dmoteheimal €101 GmAd Amo okoTddI-dGg, Eow-
TEPIKO-AVOIKTS, KAeloTO-ENeUBEPO, Kaho-kakd, owoTo-Adbog, of-
youpa &ival mOAU o mohdmhokn, Smwg kal ol Sadpopég Tol
avBpumivou vol kal Tf¢ dvBpwmivng Yuyfic, AAAA kal ot dladpopeg
700 $wrdg. "EEGMou, drwg ayohdlet 6 Napyog Mpapparikdkng
omv AdroBioypagia Toi @wrog ( ‘Hpdrheto 2005) : «... mapa mv
E&avtAnTikij Tou Stepedvnom, 10 ¢d¢ avBiotarar dkdun otov Ema-
Kkpipn kaBopiopo tijg guong Tou ».

Mdiog 2008 AP EYTENIA AAEZAKH
‘loTopikog Téxvng









MORNING LIGHT — 2005

In Morning Light, as she has done throughout her career, Lizzie
Calligas studies the role light plays in an image, in space, in relation
to darkness.

In essence, her quest is a return, using contemporary media, to
artists’ familiar obsession with taking on darkness and building in
light. In Morning Light the moving image — video — records a
natural phenomenon: the powerful light of a summer morning
reflected off the sea, penetrating deep into a home through the
shutter slats to create the image of “a luminous cascade ” flowing
off the ceiling and onto the walls. Simply but essentially, Lizzie
Calligas is asking us to train, to focus, to entrust our gaze on
something as mundane as it is unique. In an age when everyone
is in a hurry and the television/cinematic/computer image rushes —
literally — before our eyes in an unbelievable — and exhausting —
flow of visual data, Calligas calmly and skilfully puts this same
medium — the moving image — to her own rhythmic, “human’,
stripped-down use. And in so doing, she subverts the — stress-
inducing — role we customarily ascribe to the medium in our
everyday lives.

The work, claustrophobic and liberating at one and the same
time, references everything that can box us in but which can also
set us free. Personal space — home and the past, expressed here
using the painted ceiling of the [9th-century house that takes the
lead role in the work — new media, nature and natural phenomena
can all lead to introspection and inner searching, but can also
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impart tranquillity and security or set free our soul. Which is how
the artist gets the seemingly mutually contradictory concepts —
enclosed, free, static, old, eternally moving, constrained and out-
of-control — to back up rather than cancel out and, together, bring
the work into being. And, anyhow, our everyday does not consist of
simple dichotomies, of light/dark, open/closed, good/bad, wrong/
right. No, things are a lot more complex than that: for the paths of
light are like to the paths of the mind and the human soul. As
Giorgos Grammatikakis notes in his Autobiography of Light (Her-
akleion 2005): “...despite having been exhaustively researched,
light still resists any precise definition of its nature .

May 2008 DR EUGENIA ALEXAKI
Art Historian



6-8 m.u. MAPKO XOYANTKMOY, ZANTKAH — 2006

‘0 ypdvog oty Téyvn 1ol Bivreo Exer durm) onpacia. “Adevog Ee-
TUiyeL 70 pUBo kai dpeTépou mpodyel TO TepleydpEVS Tou. Znuacia
moU a&iohoyel 10 Seutepdheno Kai ouppalelel Tig Ewoleg.

*H kivnon o106 Tdi Tai €lvar 4md pévn Tng moinon. Mepiéyel 10
Sidoyo kal Ta vorjuara, Eumva pé dkpiPry Tpdmo Tig aiobriels kal
ekTvéel ot ouvaloBrjpara.

KaB6ou tuyaio mou 1} KaMiyd dvayviptos ot admv THv dua-
bikn doknon v TekeToupyia Evog Guvou oth ddom. I Tavykdn
admn 1) Tekem) eivar pépog Tig Evouveldntng kabnuepivornrag. Kai
8t 10 auykekpipévo Tdpko eixe katahndBel amo Toug “EyyAéloug
kal £xel dmayopeutel atoug Kivéfoug mohiteg #yel v é&foou ooBa-
pf) mapdmAeupn onpaoia Tou.

Meprypddet hotmov pe 70 appdlov pérpo Tob Bivieo aldtov 1o
8idhoyo Tol awparog kai Tfg duong. "Apyika karaypddel 1O yeyo-
VoG Kal Emerra 10 Gmopovwvel of TévTe pubpikiG oxéoeig, dnhadn
mipoPokég, dnuioupywvrag Eva yopd pE TO GUvoro TGV KIVHOEWY.
‘0 xpdvog Tfig kdBe MPoPoAfig eival peTpnEéVoG Kal pENeTNREVOC i
kabapa eikaaTikd TGO, (OTE ol KIVATEIg v oYeBIAlouV P6vo THY
kardoTaon T6v AvBpcimwy ol pholv pE TV Yuyr Toug oTd du-
alké Toug mepiBdAhov. “H ouvopihia eivar 1 doknon Thc émikovw-
viag. To 8éua elvar 1y Gppovia kai 16 dmotéheopa Tfig oUvBEanC TGV
elk6vwy Tol £pyou Tiig KaMiyd Sefyver va elvat 1y mpoBol Tiig
poowikig éumeipiag oTov kdopo. ITdv kéopo adtov mou oo
TIEPIOOGTEPO Katavoolpe 1600 AyoTepo Ba KaraoTpéouye.

OATA AANIHAOMOYAQY
‘loTopikog Téxvng












6-8 am. HUANGPU PARK, SHANGHAI — 2006

Time has a dual meaning in video art. It unfolds the myth, and it
enhances its content; meanings that assign worth to the second
and whip concepts into shape.

Tai Chi is poetry in motion. Its moves circumscribe its dialogue
and meanings, awaken the senses with precision and breath life into
feelings. So it comes as no surprise that Calligas should have
identified in this group exercise the ritual of a hymn to nature.
In Shanghai, this ritual is part of the conscious everyday. That the
park in question was once in British hands and out of bounds to
Chinese has a contiguous and equally significant meaning of its own.

So she describes this dialogue between the body and Nature
using video’s most suitable tempo. Recording the event first, she
then segregates it into five rhythmic relations — or projections — to
choreograph the sum total of the moves. Each projection has been
timed and worked in a purely artistic way so its movements trace
the condition of the people conversing with their natural environ-
ment through their souls ; that alone. The dialogue is the exercising
of communication. The subject is harmony, and the result of the
work’s image-combination seems to be the projection of personal
experience onto the world. On that world in which the more we
understand the less we will destroy.

OLGA DANIYLOPOULOU
Art Historian



2ZTO MAAIO MOYZEIO — 2007
LOOKING GLASS

Atyoug pijveg Tipiv Kheioet 6piatika 10 Mouagio Tfig "AkpdmoAng 1
Ailn KaMuyd o émokémmeral yid va ¢wroypadioet Ty idlairepn
arpdodaipd Tou. X1d ouykekpipévo épyo Looking Glass (2007)
dwroypadilel Tig éaoepig Kapudrideg mou Ppiokovrat TomoBetnpé-
VEG péoa o pid yudhivn mpoBrikn kai dnpioupyel £va slide-show ue
57 diadveteg. *Avapeoa otig Kapudnideg, Tov ékbeaiako y&po kal
ToUg Bearég mpokUrTel pua por) T ormofa dvakahdmrer kai E€epeuva
0 dakég Tng. “H popdn 1ol Epyou, mou elvar i mpoBoli dlaga-
VEI@Y, TauTiCeTat pe T olMn 1 Tou, Snhadn T pon kal amorinwon
TGV dvakhdoewv mdvw oty mpoBiikn-kdromTpo. “H yudhvn mipo-
Brjkn peTapopduvetar o’ €va kdromrpo (looking glass ) mou Séyetal
Tig dvravakAdoelg Tol Gpwrég, TGV EMOKENTRY, ToU HOUCEIaKoD
ywpou. AlTeg o dvakhwpieveg deig pdg petatomiZouv ylpw dmd
Ta mpwroruma €pya. Ot mploparikeg Afeig petvouv TRV dméotaon
amo Tig Kapudndeg, £rol ¢oTe 6 Bearic va €pBel ok pia moludid-
oTaon ouvdvrnon pe adrég. Méoa dmd almd 16 drékeiwto eidwho-
momTiko maiyvibt of Kapudndeg pdg « korrdlouv » 600 Tig Kortdje.
Ol Kapudrideg, xdpn o adm mv edpetdBAntn oxéon pé 10 mepi-
BaMov Toug, oTrivovtal oxedov LG Uokelpeva AmoKTWVTag « mma-
pouaia». ‘O pdhog dvdpesa atov Bearr kal 10 ékBeaiakd Epyo
AMGCel, pe amotéheopa péoa amé Tig dvravakAdoelg pag va peta-
TPEMOUAoTe {E TN Oelpd pag o€ AvTikeipevo mpdg maparrjpnon. Ot
Kapudribeg korrdlouv mpog Tov ékBeatakd y@po odv ot pud dhhn
OKNVI} YIa TOV OTIOI0 HETATPETOVTAL PE T OEIPG TOUG OE TKNVIKG.
Méoa amo adm Tv kabapr) oyéon dpoiBaiétnrag mol dvamriooeTal
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xdpn o710 KkdromTpo-mpobrikn 6,1t cuppaivel yipw amd Tic Kapudri-
deg mpoPdMeral péoa o adrég. Ot Siaddveleg mpoteivouv pia ma-
¢n €€ amootdoewg pé Ta yurmd. “H dwroypadiki Ajdn odv pia
AN « k6pn » arokTd TV ikavéTra Tfig anmikiig alobnong 1 omola
elvat kai 1y pévn éumepia Tfig Spaong. Of dwroypadikés dieic mou
anaprifouv 16 €pyo Looking Glass eivai ia kardBaon o £vav K6opo
OKIGV Kal KaBpemTIopGV, 61ou TO dpavraoparikd oav uid GAn fAyw
évaldooeTal pg v mpaypankémra 16Gv Kapudridwy, adrivovrag
va avaduBoiv oty émddvela ol SladpopeTikeg TAUTETNTE TOU EKTe-
Bewpévou Epyou. ‘H Kalyd pdg Pubiler ot adrd Tov kéopo Tév
avravakhdoewv, 6 omoiog Bewpeltal Gmo TV GpyaléTTA YUVAIKELD
TIpOVGHIo, Kal adT 1} Suadiki kal mepikhelotn oyéon Ekppdlel péoa
amo alro 16 « 0Tdd10 Tol Kabpédrn » Ty valacadpevn dvalim-
on Ti¢ Taurémrag avdueoa otig Kapudndeg kai Toug Bearéc. To
Looking Glass éxdpalet péoa amo Toug dvrikaroTpiapolg éva Y&po
oUTOTTIKO Kal TauToxpdvwG pid £Tepotoria péoa dmd T Avrimapd-
Beon Kal Tr) oUVEUPEDT) ETEPOYEVEIV YLIPWY.

XPIZTINA METPHNOY
‘loTopikog Téxvng









IN THE OLD MUSEUM - 2007
LOOKING GLASS

Just months before the old Acropolis Museum closed for good,
Lizzie Calligas visited it to photograph its singular atmosphere.
For Looking Glass (2007 ), she photographed the four caryatids
standing in a glass display case to create a 57-slide show. Her
camera reveals and explores the flow which emerges between
the caryatids, the exhibition space and the viewers. The form of
the work — a slide show — matches its concept: the flow and
recording of reflections on the display case/mirror. The glass case
is transformed into a looking glass on which light, the visitors and
the museum space are reflected. These reflected views shift us
laterally around the original works. The prismatic shots bring the
caryatids closer and allow the viewer to engage with them on
multiple levels, while the playful construction of infinite reflections
allows the caryatids to look at us as we look at them. In fact, viewer
and work exchange roles: while the caryatids flexible relationship
with their environment allows them to acquire “presence ” and be
framed as near-subjects, we in turn are transformed, via our reflec-
tions, into objects on display. The caryatids look towards the ex-
hibition space as though at another stage whose set they become.
And given the reflexivization created by the mirror/display case,
everything that happens around the caryatids is projected onto
them. The slides allow the viewer to make contact with the statues
from a distance. Like another kore, the sight of the photograph
acquires the power to touch. The photographs of which Looking
Glass is composed comprise a descent into a world of shadows and
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mirror images in which the reality and Echo-like illusion of the
caryatids alternate, allowing the exhibited work’s different identities
to rise to the surface. Calligas submerges us in this world of
reflections which has been considered a female preserve since
antiquity, while the enclosed binary relationship expresses through
this “mirror stage” the caryatids and the viewers’ alternating
search for identity. Through the juxtaposition and coupling of dis-
parate spaces, its reflections allow Looking Glass to express a space
that is simultaneously a utopia and a heterotopia.

CHRISTINA PETRINOU
Art Historian



ITO ZMITI TOY KABAGH — 2008

Ta mapdBupa

2’ alreg Tég oKorewveg Kkduapeg, mou mepv@
Hépeg Bapuéc, émdvw Kkdrw TPLYUpVGE

Yia vdPpw T mapdBupa. — “Oray avoiel

&va mapdBupo Béva mapnyopia. —

Ma ra mapdBupa Sév Bpiokovral, A ev pmopd
va 1dBpw. Kai kaMirepa fowg va pv Ta .
“lowg 16 ¢aig Bdvar wa véa Tupawvia.

Moidg &per T Kavolpia mpdyuara Ba Seiel.

K. M. KABA®HI









IN THE HOUSE OF CAVAFY — 2008

Windows

In the twilight of these dreary rooms

where | drag out my vacuous life

| stagger around trying to unblind some windows.

I only require one window to help me see —

there must be one, surely!

My hands encounter nothing but bare blank wall.
Perhaps the darkness is best.

Light may bring a deeper disappointment.

Seeing might be fresh grief.

C. P. CAVAFY
Translated from the Greek by Charles Bryant






*H AIZH KAAAITA (1943) eival yvwoTr yid 10 Tohuoyi8eg £pyo g,
10 dmoio mepihapBdver dwroypadikeg EvaTnTeg, Eekivwvrag armo 1o
Xapog kai Maria (1989 ) kai Tig Merapopgwoeig (1991), mep-
vovrag amo ) Zuvdvinon pe v “Adpodim tijc Mijdou (1991),
v Tepd ‘086 (1997) &g Toug KoAuppnres (1997-2007 ) kai ta
Sea Pastels (2008 ), AMa kai oyébia ot yapti kabwg kai Pivreo,
énwg 10 Mpwivo ¢ag (2005), 10 6-8 mp. [Ndpko Xoudvykmou,
Javykdn (2006), 76 Zto makio pouceio — Looking Glass (2007 ),
k.d. MapdMnha €xet Snioupyroel YapakTika Ta Omoia SUPTANPW-
vouv 1O £pyo TnG. “Exel AdPer pépog ot Siebveig éxbéoeig Omwg
otolg EMnvikous ‘Opifovre - "AyyNia (1998), amiv Mmievvdhe
Th¢ "Ahe&dvdpetag (2005 ), oto SieBveg Peaifak Tol Zepdyefo
(2006), omiv Mmevvake Tig "Appeviag (2006, 2008 ), oty Mmiev-
vd\e Tfig Taokévdng (2007) k.a.

LIZZIE CALLIGAS (1943) is known for her multifarious work which
includes photograph series beginning with Space and Glance (1989)
and Metamorphoses (1991) continuing with the Meeting with Ve-
nus of Milos (1991), the Sacred Way (1997) up to Swimmers (1997-
2007) and Sea Pastels (2008) but also drawings on paper and video
such as Morning Light (2005), 6-8 am. Huangpu Park, Shanghai
(2006), In the Old Museum — Looking Glass (2007), etc. At the
same time she has created etchings that complement her work. She
has participated in international exhibitions such as Greek Hori-
zons - England (1998), the Biennale of Alexandria (2005), the inter-
national Festival of Sarajevo (2006), the Biennale of Armenia (2006,
2008), the Biennale of Tashkent (2007) and others.
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