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AIZH KAAAITA
LIZZ1E CALLIGAS

AIZXYAEIA 2013



H Sevtepn éx0eon tng Aidne KalAya oto IoMtiotikéd Kévipo

A. KaveA\émoudog pe 1itAo Xxozevd vepd — Elevaiva 1994-2013 Sev

etvat dAAn pa emta@n e xalMréxvidag pe tov EAeuoivio 16110, adAa
SnAdvet akpiPoc Tn Stapkn oxéon pe évav XOpo pe tov omoio ouviEédnke
amto 1o 1994 ¢oc kar oripepa. Metd 1o £pyo Iepd Oddc (1998), éva épyo

1rou yevvinke ota Bripara tov apxaiov puotav, n Ailn Kallyd
Eavaemotpé@et, 0¢Movtag va emonpomnoioet tnv adtdAemtn oxéon pe
évav Tomo, and Tov o1oio £ktote Sev amopakpuivOnke woté. Ynnple kat
ouveyilel va umdpxet 61w Aéet n idia «n EAeuoiva évag 161o¢ Staprouc
épmveuong oe 6An tn S1adpopn ¢ KAAMTEXVIKNAG Pou Topeiac».

Méoa amé tnv evéTnta TeV épywnv tne ékbeoncg Xrorevd vepd — Elevaiva
1994-2013 n AiZn KaAMyd wapouotdlet ToAU epteKTikd T Bacikni
ouUoTATIKNA UAN Tou EAguotviakou torriou. Apxaidrnteg, fropnxaviki
1otopia, avBpwot, 6Aa pali amdopéva otov kapPd tou Baldooiov
k6ATou. Eival To madipynoto tne mOANg rou 0 POTOYPAPIKOC QAKOS
anédmoe péoa amd TNV AKIVNTOTOINPEVN E1IKOVA TNV TTOPEIA TOV XPOVOLV.

‘Eva pappdpivo dyalpa pe Pabiée kGBeteg mruxohoeig, otov avlelo

X®OpPo Tou ApxatoAoy1kou Mouaeiou, ivat 1o TpaTo TAGVO TToU OXeS6V
oSnyei To parti tou Bearn va anndwBei tpoontikd péoa oTic Kapvadec,

T1c Propnyxavikée eykatraordoeig, tn Balacoa tng EAevoivac xat ta
aykupoBoAnpéva whoia. Mia Suvarn avtibeon ouvaioOnpdtov, éva oxoAo
nc odueTineSne avayvwong g toAng, mou Sev eivat uPpoTikd, aldd
Kataypaeet monTika tn ouvletdtnta tou té1mou kat 1wv oupPolwv tou.

Stnv i81a pon agriynong prropei va BewpnBei 611 avriker n oepd
£pymv pe Toug Aoudpevoug otov koMo g EAevoivac.'Epya tou
TPOEKUYAV 0TNV TPGOTN Yvopipia tng kalAréxvidag pe v néAn 1o
1994, é1rou avBpamivec tapoucisc, TKpa onpddia oto axavée ykpico

Entitled Dark Waters — Eleusina 1994-2013, Lizzie Calligas’ second
exhibition at the L. Kanellopoulos Cultural Centre is not just one more
of the artist’s encounters with the Eleusinian area; rather, it denotes her
ongoing involvement with a place with which she has been associated
from 1994 to date. After Iera Odos [Sacred Way] (1998), inspired by the
ancient secret cult, Lizzie Calligas returns, seeking to document her
uninterrupted relationship with a place that she never left. “Eleusina has
been a place of constant inspiration throughout my career as an artist”,
she says.

In the series of works in Dark Waters — Eleusina 1994-2013, Lizzie Calligas
succinctly presents the major formative materials of the Eleusinian
landscape. Antiquities, industrial history, human beings, all of these
unfold against the water canvas of the Gulf. It is the palimpsest of a city
captured by the photographic lens in still images over the years.

A marble statue with deep vertical folds, in the Archaeological Museum’s
courtyard, in the foreground, invites the eye to move on to chimney
stacks, industrial plants, the sea and ships at anchor in Eleusina.

A powerful contrast of emotions, and a comment of a layered reading

of the city, which, far from being derogatory, poetically documents the
complexity of the landscape and its symbols.

The series of bathers in the Eleusina Gulf may be regarded as part of

the same narrative flow. These works are the outcome of the artist’s first
encounter with the city, in 1994, when human figures - tiny marks in the
endless grey landscape and a glimmering sea in the midday sun - meet
the city’s industrial port. Images that do not intend to evoke an idyllic
landscape, yet reconcile the human figure and the water in hundreds

of black and white brushstrokes. It is the human presence that gives



tomio kat og pa BdAacoa wou Aapmupilet oTov peonpeptdTiko nio,
ouvavtavTal pe 1o fropnyaviko Apdvi tne moAne. Eikévec mou Sev
éxouv tpoBeon va eptypdyouv éva e1dulMaxo torrio, adld, péoa oe
eKaTovTadec aompopaupec mveliée, cup@ilidvouv tny avlp@mivn
umap&n pe 1o uypo atorxeio. H avBpommvn mapouoia eivar autn mou Sivet
un6otaon otn Baddooia eTpdvela, kar tnv Kaver va unepfaivel tnv
ATMOOTACIOTOMNPEVN £1KOVA, SnpoupyodvTag pia AAAn avayvoon.

Eivat n eikéva wou amoktd Adyo.
H AiCn KaAAyd, kat pe auto 1o €pyo cUppeToXn oTo @eoTiBAN Atoxvleia
2013, nAdvel akoupactn cuvoSourépoc oTa cUyXpova SpOpeva Tou

EAeuaiviou xdpou.

't avti Tng v kKatdBeon tnv euxapotoupe Beppd, 61TOC Kar GAouc Touc
@ilouc ou BoriBnoav yia va mpaypatomomndei autii n ékOeon.

TIMopyoc Zxiavng
Ymevdvvoe eicaominod mpoypduuazoc peonifdal Aioyvleiov

substance to the water surface, enabling it to transcend a distanced
image and establish an alternative reading. It is an image that produces
adiscourse.

This work, the artist’s contribution to Aeschylia 2013 Festival, is
a statement that Lizzie Calligas is our indefatigable companion in
contemporary art developments in Eleusina.

We would like to thank her sincerely for this participation; we would also
like to thank all our friends who contributed to the organization of this
exhibition.

George Skianis
Head of Visual Arts Programming, Aeschylia Festival



TA YKOTEINA NEPA

Ntévng Zaxapdémoulog

Inavia o tithog evac épyou pitopei va anodmaoet pe téon évraon to
MEPIEXOPEVO KU1 TNV 0UGIU TOU 600 TO CUYKEKPIREVO £pyo Tne Aflnc
KaAMyd. Ta gxorervd vepd a@opouv cuyxpovme Tn StaSikacia mrapaywmync
TOU €pyou, TOu¢ AGYOUC¢ JT0U TO TTPOKAAeoay, Tny id1a Tnv UANn MAve otnv
omoia amoTumeveTal Kat péoa ad vy omnoia nyalet. IapdAAnla, o
titAo¢ anodidet tn oxed6v ouppetpn avaloyia pe Tov 60 avapopdc Tou,
v EAeuoiva, oav éva Sidpeco péoa oto omoio Bubifovrar kar avaSvovta
evaAAdg ewkdvee, mpdomia, Bopara, pvipeg, ayoviee, SiaaSpopéc kat
avaoctoxaopoi, KAAUIToVTaE £va anpoodidépioTo PAcia Tou XpOvou

mou ouprepthapPavet ta maSikd pag xpovia, Tn vedtepn 1otopia Kat

Tov apxaio pubo, péxpt 116 o anopakpeg karafoléc tne avhpomvne
umapéng.

IMpopavae, propei va Eexkivinoet kaveic va avaloyiletat tnv mapouvaoia Tne
EAevoivag ot Con kat n okéyn evog ouyxpovou ‘EAAnva péoa amé pia
arro TIC MAPATIAVED ONTIKEC Yoviee. Towe n o dpeon va eivar n EAeuoiva
HE Ta €PYOOTACIA KAl TIC TOPVIEPEC, OTIMC TTEPVANE [LE TO AUTOKIVNTO
Byaivovtag ané tnv ABniva petd tov Ekapapaykd, 6moe avaSvetat
HIPOOTA Pag TO TOTH0 padi e TOV KOIVOVIKG XMOPO, 6av pid TTUXNA TToU
nepikleiet Tov KOOPo Kat ov avBpwio, 6rrwe Pubiloviar kar avaStovrat
TAUTOXPOVA PIPOOTA pag. Ao ta fpaxdkia, £1o1 61w ta PAémoupe otnv
Adxpn Tou §popou va té@Touv atn Bdlacoa oa va katarrovtilovTatl pec

070 KATPApt, avaduetatl AMyo mio mépa évag Koopog padi e Tic popepee Tov
koAupPntdV Tou Xdvovtal péoa oTI¢ avTavyelec pac OUYKAOVIOTIKAC
etkovag ng EANGSac tov maidikodv pac xpovov. Mia dAAn EANGSa,

ekeivn 61Tou n avtelic dpvnon g ¢vvolag Tne TouptoTiknc mhad Tou

‘60 opbdvetal 0’ ekeivoug Toug avBp@ITouE TTOU TTAVTOTE PILA{VOUV 61O vePd
a6 ta Bpdxia, Boutdvtag Simda ota whoia kat ta epyootdoia. Mia 6yn
¢ EAGSag e€ioou okoTEVI KOWVOVIKA Kal TTOMTIKA, e Ta vepd péoa ota
oroia KOAUPITOUV autoi ot AvBpwItol pe Toon @uotkOTNTA K1 af10TpEmeta.

Eivat aniBavo e mo10 Babpé, edv oupmepiddfoupe Kat T1C TPOOOMIKEC
pviipec tou kabevog oe oxéon pe tov Avhpwio péoa oTov Xmpo,
Bproképaote avandé@evkta prpog oe pia eatopikevon tou avbpdou
pé€oa otov kK6opo. Xe avtifeon pe ti¢ mhal tou EOT 6mou n mapalia eivat
onpavtikdtepn ané tn Bdlacoa kat ot AvBpwmol cuykevipHvovIal,
ouveoTifovtal, cuvavaotpé@ovtat culdoyikd tov eAetfepo xpdvo touc,
Ta maxvidia, Ta xaptevriopara, ta payid, ta tpavliotop, Ta TOGT Kt Td
AVAYUKTIKA, TO APEPIKAVIKO OVELPO TNG YEVIKEUPEVIG EUNPEPIiAC, ot
£1KOVEC AUTEC €80, TV KoOAuPPnT®OV 0Ta vepad tng EAeuoivac, Seixvouv
v avtedn éAAewyn wapaliag. H mapalia oa Zotikée x@dpoc eAeibepou
Xpoévou, e6a, eEapavidetat. Avtibeta, otnv EAeuciva BAémet kaveic
dpeoa, ppootd otn Bddacoa, va tekpnpiovetar 1o SeSopévo pac
KOIWOVIKAC TAUTOTNTAC TTOU KAvel Toug avBpdiouc icouc petafi toue
péoa and tny epyacia kat 6x1 péoa and t oXoAn, péaa and 1o koppi

Kat OxX1 péoa amo 1o pouxo, n fapuTnTa ToU OO0V PIaivet Iec 6To

vepod oav va anoduetal Kabe kovovikdTnTa, oav va propei va Bpet

auti Tn povadikn otiypn efaropikevong peta&l oupavou xat yne i
paldov petaf oKGTOUC KAt avTauyelag, Tn oTiypn mou o avhpwioc
elevbepdvetat and Tnv £1k6va Tou.

Ot potoypaieg tng Ailng KalAiyd, yia eixoot axeSov xpovia, Eekvouv
amo auTn TNV e1KOvVa, €101 OTMC EPXETAL KAVEIC avTipétnmnog pali tne
@ravovtag ota mpata Ppaydkia tne EAeuoivac, yia va mAnoidcouv
otadiakd péoa otov Xpovo 6Ao Kai 710 KOVTd 08 auTdv ToV avedvupo adld
GUYKEKPIIEVO AvOpwmITo TTou Bpioketal prpootd pag, eKKPeRNe GTov
cuPIavTiko Xopo. Tov avBpwio autd Tov ommoio kpatouv ekkpepn, pe

6Mo 1o Bdpog¢ ¢ wNig Katl TNG TPAYRATIKOTNTAC, TA GKOTEIVA vEPA TTOU
avoiyovtal amokare Tou. AT6 autd Tt OKOTEWVA VEPA TIOU TOV ATTOPPOPOUV
oppdrat Tautéxpova 6An n eAa@pdda Tng dvoong kat Tne Sidyuonc mou
ToU TIP00SiBel N OTIY PN KATA TNV 071010 N €0MOTPEPNAC TTPAYPATIKOTNTA
Sraxéetar péoa ané auto mou o TikelMavog ovopdlet «katopdopévo
OORMm». ZORa 1mou €xet Autpobei ad 1o pouxo tou, and Tic cupPdoeic Tov,
arné Ti¢ KATaSuvaoTeUuoeIg ToU, ATt TOUC KOVOVIKOUC TEPIOPIOPOUC, ATt
10 o@UPNAATNPaA TG Souletde kat TN avaykne, aro to Pdpoc tne eudivne
KA1 TNG avéXes. LM Tou pitopei Tpdypart €0t yia Aiyo va otabei

010 KEVTPO PApoug Tou, Xwpi¢ tpoomndbeia, €101 61w 1o uyPS oTo1xeio To



OTMPOXVEL VA BYETTIPOC TNV ETPAVELA KAl VU Popactel Tn Stdxuon
TOU QPOTOHC Kat TNG nPépag.

Eivat afiobavpaoto toe 1o épyo tne KaAAiyd péoa oe €ikoot xpovia
efaxoloubei va mopeveTal KATd PAKOC AUTAC TNG TTTUXNG, £T01 OTTWE

pia avoiyet kat pa K Aeivet, pua avadurdovetat kat pra EeSurhdvetat
(tnv rruxn mou 0 Z1A Nted € kat 0 Mioé\ Doukd avayouv i6m¢ 6To

10 CUYKEKPIREVO OP10 TNG 0NPIACTAC KAl TOU GTOXAOHROU) KAl TTOU TNV
EAevoiva, ota okotevd vepd te EAeusivag, n KaAMyd tn ouvavtd

¢ 6p1o avapeoa otn yn kat t 0dlacoa, avdpeoa otov apxaio kat tov
oUyXpPOovo KOaH0, avipeoa otov vBpoio kat 1o tepiBdAAov Tou, 10 m¢
KA1 TN 0K1d, TN QOToypa@ia Kai 1o ox£610, Tn Xe1povopia Kat Tn ypappn,
N OTIYPN Ka1 TOV XPOVo, TNV avapvnon kKat tny rapouvaoia. Autn tnv
MTUXN CUVAVTA, £T01 6MO¢ ep@avidovral i egagavitovtat prpootd

pac¢ avaloya pe 1o av ta Ipdypata avasStrAovovTal 6Tov auTo Toug

n EeSmAdvovTtal 6Tov XA po.

‘Onwe prrepdevovtal o1 KOoPO1, 01 CUVONKEC, 01 £TTOXEC, 01 ONPACIES KAt
Ol TTPUKTIKEC, PIToPel va el kaveic oxedov pe Befarotnta mwe av Sev
XA0£1 TNV AUTOGUYKEVTP®ON Tou, av Sev tapacupbei artd avekSotoloyieg
KA1 yPAPIKOTNTES, TAPAPEVEL KAt 0 i810¢ péoa a1o €pyo tng Aidng
KaAMyd, petémpoc avapesa og autée Tic plopatikée Stabldoeic e
onpaociac kar tov kwdikov. H Aign Kalwyd Ba @taoet, péoa and
Stapkn evaoxOANon Tng pe Tov TOI10 Kal ToU¢ S1apopeTIKOUE TPOTTOUG

va ToV Tpooeyyilel, 0TV TTONN TTOU N YNEPIAKT TeXVoAoyia éxer oxeSov
ofrioe1 kGBe avaloyikn S rdotaon g potoypagiag, va ook Anpahoet
pa £1k6va GITou N Tapoucia ¢ avaloyikng Ipayparkéntag, 1ou
apvnTikou xat tou BeTikov, eivat oup@uTn pe vy ida v e1kova.

YToUC «KOANUPPNTEC» PITOPET va TTEL KAVEIC e o1youptd TTo¢ Ta vepd

eivar okotevad yiati Sev Sivouv kapia mAnpogopia o¢ 1pog 1o fdboc
alAd pévov w¢ tpo¢ v Tukvorntd. H ovotaon tng e1kdvag yivetat pe
TETO10 TPOTTO 0TN POToypapia 610U n popatikn Stablaon POTOC Kat
OK14¢ eival TO00 cuoTNPATIKA potpacpévn and tnv idia tng th @ion
OTN POTOYPUPIKN £TPAVELQ, TTOU TTOAU eUKOAa Ba pitopoloe va eivat
eite apvnmiko eite Betikd, adidpopa. Me autdv Tov Tpdto 1o B¢pa tng
Texvoloyiac amoppo@dtat amd va moAu euputepo 1edio mou eivat autod

TOV IPONOV avTIAnyng i amoTune®ong Tne mpaypatikétntac. Eite eivat
ox£810, peddvi, YKOUdc, XUpakTikG, avaloyikn gotoypagia i yneakn,
n emi@aveta n ida Tou XapTiov yivetat 1o VONTiKo eKeivo 0pto —n mTuxni-
rou gite avadurddver tn Srapdvela otnv TUKVoOoT g (Sndadn otov
£auto Tne), eite Tnv LeSurhdvet otn Stdyuon e vhikétntdg e (Sndadn
ot1o axavée e Stagdveiac). Kat otic §o mepurtdoeig o KOopog micn
and  Sta@daveia i prrpog and TNV TUKVOTNTA TNE EMPAVELAC €1val £Vag
KOOPO¢ aoUAANITTOC, €vag AANOC KOOPOG TTOU TIAPAREVEL CKOTEIVOCS Kal
amibpevoc. Oa PIropovce va el Kaveic Tme, XwPic va etkovoypagei
oTidnimote, akopa Kar xwpic va Oeparonorei otidnimote, 10 €pyo tng
Kal\yd epotd tapabétovtag anmdae kat povov tn oty pii ekeivn 61rou
£pyo ka1 Bearnc ayyilouv tny mruxni kat fpiokovral pe tn oe1pd Toug
exKpepeic avapeoa og S5U0 KOGPOUC TTOU SV TOUC ETTPETIOUV TTOTE VA
yivouv gite avtikeipevo eite oxoAio. ISwaitepa xapaknploTikég pag
TéT010¢ ap@iSpopne kardotaong eivat ot §U0 POTOYPAPIKES SWPELIG 6TTOU
BAémoupe Simda SimAa pia oe1pd ad TuxOoeig wou EeStmAdvovTal

ae éva apxaio pappdptvo YAUITo kat m oe1pd aitdé Kapivadee tov
£pYy0oTacinv mou cuprtukvovovtal pubpika otov opidovra. H EAevaiva
600 ka1 0 AvOpwitoc Bpiokovrtal eKKpeneic oav Tov kKoAuppnti avapeoa
OTA GKOTEIWVA VEPQ KAl TO POE TTOU Staxetal péoa armo Ti¢ ITUXES ToU
Pappdpou 1l TV CURTTUKVOVETAL o€ KATL To pubpikd oupmayéc péoa ano
TIC Kapvadec mou oxeSov avaipouv tov opilovra.

ITIC MPOTEC POTOYpaAPiec otn Sekaetia tou 90, Ta dompa ocopata
PItpootd Kat Ta Aeukd xapdfia oto fdboc tou wAdvou apivouy 1o
vepd tng Bdlacoac va eivat 1o kaBauvto Sidpeco —oUute OKOTEVO 0UTE
POTEWVO- TTOU AITAd CUYKEVIPAOVEL A GUYKEKPIPEVN TTUKVOTNTA. XTNn
CUVEXELN Kat PEXPT TIC 10 TEAEUTAiEC PWTOYPUPieS, eiKoal Xpovia petd,
TO UYPO OTOXEI0 YiveTal KUPIONEKTIKA 70 oK0TEIVd vEpd TTOU givat e§ioou
TuKva kK Sidyuta, eEioou poteva kat anubpeva. e 6Ao Tou 10 €Gpo¢
xat n Stapxeia, 1o ¢pyo Tne Ailne KaAlyd epva ané aldemwdAAndec
Tadavtevoeig Tn oxéon ada@dveiag kai em@avelag, Stagdvelag kat
Stdyuong, kat ayyiet ek mepTPomnng 1600 Ta 6p1a TNG HETAPUOTKNAC oAV
aioBnon tne efatopixkevong 600 kat Ta 6p1a TG 1w Topiac oav fropatikin
avTidnyn tou yeyovotoc. Mmopei oiyoupa kaveic va avantufet ToAAég
oe)ide¢ akopa MAve og €va £pyo o yia va QTAGEL 0TN CNPEPIVI TOU



@don épaoce eikoot xpévia Siepyaciec mou and pévec touc Sivouv

10 péyebog kar tnv ousia cuvolikd tou épyou Tne KadAwyd 660 kat 1o
£Upo¢ ka1 Tnv 10Topia 6uvoMkd tou 160U Tng EAeuoivac. ITap’ 6Aa
auTad, épXeTal pid GTIY I TTOU N 00@Qid TOU £pYou £YKELTAL 0TO OT1 Sev
oxoMdge1, Sev avantiooet kat Sev avalvet. SuldapPdver, cuppetéxet
kat ovvéxetar. Edv mapakoloubrioet kaveic Ti¢ iSie¢ 11¢ potoypagisc
KOG TauToTtoouvTal Ba Set twe tautdxpova petabéTouv ouvexoic kabe
tautétnta yia va otabouv oto 1édo¢ ekkpepeic ouveldSntd prpoc oe kiOe
ei8ouc Taktomoinon kat oe kGBe emiBePAnpévn TGEn. Xto onpeio auts, n
TTUX1 0UTe avaSurAdvetat oute kat EeSurddvetar, al\d grdver va ayyiet
™y 1110 oKoTevi pida Tng aynviag pag, autni tou Bavdrou, kat Ty 1o
@wTeEwn StukAadwon g yvoong, auth Tne Sidyuonc.

Otmoldaméc ntpooeyyioeic ato £pyo Tng KaAlyd gpépvouv pali
Sa@opetikéc yeic kat StugopeTiKée ypapéc tou 18iou npdyparog
Kat £pXovTatl va Umoypappicouy Tnv avaykn va oKe@Tei Kkaveic oe
Sragopetikd enineda kat va fidroet péoa and StapopeTIKoUE TPOTOUC
auté 1ou egapxric ovopdoape «katophopévo ompa» pe Ta Aéyia tou
Zikelavou. Omwe kat o womntrig, n Kaddyd potdet kabe gopd -
avapotiétal i 0¢Ter 1o epdTNRA YU AUTOV TT0U BENET va To axkodoet pe
TPOTO KAt e YAMOooa onpepvi, oa va Aéet:

Eioat 1o anueio.

Eioat n pukpn tvon

mou Eavikd Autpdver T yiyavTia Tpikupia...
Agv axoug;

‘Etot apouykpdaletat kdfe @opd tnv avriixnon tne e1KOvVaAC Kat tne
pVApNG €101 61w¢ oPrivovtal ota oKOTeEVA vepd, £To1 6T Staypdpovtat
010 QWG Pag onpeptviic KaAMteXvikig pdéne. Me tn oe1pd pac, o
€pyo pdg kalei va agouykpactoipe culAappdavovrac Ty TukvéTnTa
TOV OKOTEIVAV VEPHV, CUPRETEXOVTAG 0TN SIGXUON TNC POTEIVAC
YPa@1ic, ayyifovtag Tn ouvéxela Tng onpaciac Iov oav wTuxn eite
avadurdovertar eite EeSumddvetar pali pag. Ané Tic voderypatikd
oloxAnpopéves kalhitexvikég Siepyaoiec, 10 épyo Sxorervd vepd tng
Aigng KaAMyd épxetat va mpootebei oe pia oe1pd and npotdoeic 6wou

n kaAMréxvida odoxAnpdver pe 1Saitepn evarcOnoia kat eppovii
Spopouc tapdrAndoug pe pia ecotepikn StaSpopti ou avanTicosTal
padi pe t oy xpovn eikaoctikn yAdooa. IlapdAAnla, cupmukvavet

kabe popd TOIMOUC KAt 0TIYPEC TTOU aTTOKPUGTAAAGVOUV Tn Biwon Tne
oTopiag oav Suvardtnta yia modAou¢ xat Stapopetikouc avlpoouc,

1006 Kat TOAAEC Kt S1aopeTIKE YeVIE, va PIropouv va potpalovdt to
810 Biopa. To onpaviiké oto £pyo tng Kalyd eivar 61t 1o Biopa avtd
Sev éxet kapia oxéon pe 18eoloyipara ka yevikotntece. Eival kdtt moA
OUYKEKPIEVO, OXESOV dpeca avay vopioo, 6av HUoTikée Seopdc tne
avbpamvng evaishnoiag. O Spépog Tou Aewopeiov kat n Iepd 086¢, n
PETOIKNON TV YAUTITOV TNG AKPOIIOAEME KAl N Aoy UIvVOen evoc 1epou
TOTOU, 01 AVTAUYE1EC OF £Va OKOTEIVO SOPATIO Kat n pyApn Tou oTapatd 1o
Biwpa Tou xpdvou, n avaduon tev kolupntdv péca and ta orotEVA vepd
¢ EAeucivag mou Pyaivouv otnv emgdveia oxeSév cav tav [lepoe@ovn
10U £TOTPEPET atd Tov Adn, Sev ouviotouv Bepatikéc mpooeyyioeic

oUTe TOMTIGTIKOUG oupBoliopotc. AvriBeta, guldapPdavouv mpoommikd
Bropata wou cupPaivouy yipe pag otov Snpéo1o xopo, otnv wotopia

Kat Ty olteia 6mwe ¢ frovoupe kabnpeprvd, kai wou, wap’ GAa autd,
TPETEL VA aVAKANIPET KAVEIC 00V PUOTIKES GYEIC £VOC MKPOKOGHOU

0V avoiyetar avandviexa a6 v dAAn 6x0n tou paxpoéxoopou TV
YEVIKOTATOV YU autdy mmou Oédet va tov Set. Autd 10 yeyovoce propei va
MePAoel oxed6v amaparipnto yia wolv k6opo. AAAG étav 1o Seic, Gtav

10 mAnoidoetg, Sivel éva AANo péTpo TNE TPAYPATIKOTNTAC AVATPETOVTAC
epapxiec kat oupPdaocerg, Siakpruikd pev, aldd awoteAeopatikd. Metd anéd
8o Sexaetieg SOUAELAG PEGU GTOV KOIVOVIKO XMPO, HE0A 0TV TEXVN KAt
AV 0TOV 1810 TNG TOV £aUTS KAt To £pyo Tne, n Ailn KalAyd tapouoialet
pe ta Zorervd vepd ma aitepa enikaipn Kat eneiyovoa drmoyn tne
KaAMTeXviki¢ npafng, ng ToMTio ik nc ouveidnone Kat Tne KOWmVIKAG
OUPHETOXNG ONpePa.

O Ntévng Zaxapémoulog eivat 1otopiké¢ Tng TEX VNG Kat KaAMTEXVIKGE S1eubuvTic Tou

MaxkeSovikot Mouoeiou Loyxpovng Téxvne, @eacalovikn.



DARK WATERS

Denys Zacharopoulos

Rarely is a title able to convey the purport and essence of an art work as
intently as in this work by Lizzie Calligas. Dark Waters simultaneously
concerns the process of art production, its raison d’étre, the very
material on which it is captured and through which it emerges. The title,
moreover, conveys an almost symmetrical correspondence with its point
of reference, Eleusina, as a medium in which images, faces, experiences,
memories, concerns, trajectories, and revisits are submerged, and from
which they emerge, in alternation, spanning an indeterminate scope of
time that encompasses our childhood, modern history and ancient myth,
harking back to the distant origins of human existence.

One can obviously begin to contemplate on the presence of Eleusina in a
Modern-Greek’s life and thought through one of the above points of view.
The Eleusina of factories and smokestacks may be the most immediate
one, as we drive through it by car after Skaramangas on our way out of
Athens, when the landscape and social space emerges in front of our eyes
like a fold that envelopes the world and man as they are submerged and
at the same time emerge in front of our eyes. A world accompanied by
bathers’ figures fading away in the reflections of a powerful image of the
Greece of our childhood emerges nearby, from the rocks seen by the side
of the road falling into the sea, as if into pitch-black tar. These human
figures, who always went into the water from the rocks, diving by ships
and near factories, totally negate the concept of a tourist beach of the
1960s, conjuring the image of another Greece. A socially and politically
dark view of Greece, as dark as these waters, in which those people swam
with such unassuming dignity.

Considering our personal memories related to man in space, we are
amazed by the extent of the inescapable individualization of the human
being in the world. Contrary to Hellenic Tourism Organisation-run

beaches, where beach takes precedence over water and people gather
in crowds, sharing their leisure, playing games, joking, with their
swimming suits, transistor radios, sandwiches and refreshments

- the illusion of an American Dream of generalized prosperity - these
images of bathers in Eleusina’s waters evoke the complete absence of

a beach. Here, the beach as the vital space for leisure is eliminated.

On the contrary, these images document a social identity in which men
are created equal with each other through labour, rather than leisure,
through the body, rather than clothing; their weight enters the water as
if it surrendered all sociability, as if it were able to find that unique
moment of individualization between heaven and earth, or rather,
between darkness and glowing reflection, the moment when man is freed
from his image.

For almost 20 years, these photographs by Lizzie Calligas have had

as their starting point this image, the same that greets the visitor

upon arriving at the first rocky shores of Eleusina, before eventually
approaching a time closer and closer to that anonymous yet individual
human figure that stands in front of us, suspended in cosmic space.

A figure held suspended, with all of the load of life and reality, by the
dark waters that open up beneath. Those dark waters that absorb him,
from which rushes out all the lightness of the upthrust and diffusion
introduced at the moment when the introspective reality is diffused
through what the Greek poet Sikelianos called “the realized body”.

A body that is liberated from its clothing, its conventions, its oppressions,
its social limitations, from the pressure of work and necessity, from the
load of responsibility and poverty. A body that is indeed able, albeit for
a brief moment, to stand within its centre of gravity, effortlessly, as the
water pushes it towards the surface to share the diffusion of daylight.

It is remarkable how Calligas’ work during these 20 years has incessantly
evolved tracing that fold, now opening and now closing, now folding
within itself and now unfolding (the fold that Gilles Deleuze and

Michel Foucault have placed in what is perhaps the most specific limit

of meaning and thought) and which, in Eleusina, in the dark waters,
Calligas encounters as the limit between earth and sea, between the



ancient and the modern world, between humans and their environment,
between light and darkness, photography and drawing, gesture and line,
the present moment and time, between reminiscence and presence. It is
this fold that she encounters as things appear or disappear in front of our
eyes, as they fold back into themselves or unfold in space.

In this intermingling of worlds, circumstances, times, meanings and
practices, it could almost certainly be said that - unless concentration is
lost, unless anecdotal and picturesque stories carry us away - we, too,
remain suspended amidst these prismatic reflections of meaning and
code in Lizzie Calligas’ work. Through her ongoing investigation of place
and a variety of ways of approaching it at a time when digital technology
has all but eliminated analogue photography, the artist arrives at an
accomplished image, in which the presence of analogue reality, both
positive and negative, is inherent in the image itself.

It may certainly be said with respect to “bathers” that the waters are dark
because they provide no hint regarding depth, but only regarding density.
The photographic image is composed so that the prismatic diffraction of
light and shadow is so systematically shared - by its very nature - on the
photographic surface that it could very well be either negative or positive;
it would make no difference, either way. The question of technology is
therefore assimilated by a much broader issue, that is, the methods of
capturing or depicting reality. Whether a drawing, a gouache, a print,

an analogue or digital photograph, the paper surface itself becomes

the perceived boundary - the fold - that either folds the transparency
into its dense state (that is, into itself) or unfolds it in the diffusion of its
physicality (that is, the infinity of transparency). In either case, the world
behind the transparency or in front of the surface density is an elusive
world, another world that remains dark and unfathomable. It might be
said that, without illustrating anything, without depicting a specific
subject even, Calligas’ work interrogates, simply by showcasing that
moment when art work and viewer reach the fold and find themselves,

in turn, suspended between two worlds that never allow them to become
either object or comment. Especially characteristic of such a reciprocal
condition are the two photographic views in which we see side by side

a series of folds unfolding on an ancient Greek marble statue and the
series of factory chimney stacks that form dense patterns against the
skyline. Both Eleusina and human beings find themselves suspended like
a bather between the dark waters and the light diffused by the folds of the
marble or condensed into a solid pattern through the chimney stacks that
almost negate the skyline.

In her early photographs, dating from the 1990s, the white bodies in the
foreground and the white ships in the background leave the sea water as
the medium par excellence - neither dark nor light - that merely gathers
up a specific density. From then on, up to the latest photographs twenty
years later, water literally becomes dark waters, equally dense and diffuse,
both bright and unfathomable. In all its scope and continuity, Lizzie
Calligas’ work has undergone successive oscillations in the relationship
between opacity and surface, transparency and diffusion, alternately
reaching the limits of metaphysics as a feeling of individualization

and the limits of history as a personal perception of the fact. Many a
page could undoubtedly be written to do justice to a work that, before
reaching its present phase, went through a twenty-year-long process of
elaboration that speaks volumes for the scale and substance of Calligas’
oeuvre, as well as for the breadth and scope, and the history, of Eleusina.
Nevertheless, there comes a time when wisdom in a work of art lies in
not commenting, not developing, not analysing. It captures, participates
and continues. By observing how these photographs are identified, one
realizes how they constantly put off any identification, only to eventually
remain consciously suspended in the face of classification, of imposed
order. At this point, the fold neither unfolds nor folds; it arrives at the
darkest root of our anguish - death - and at the brightest branching out
of knowledge - diffusion.

Multiple approaches to Calligas’ work bring out diverse views and
variegated articulations of the same thing, underlining the need to think
on different levels and to experience in various ways what we earlier
called “the realized body”, in Sikelianos’ words. Just like the poet, Calligas
each time wonders or poses a question for those who wish to hear it
articulated in today’s speech, to this effect:



You are the point.

You are the little breath

That suddenly releases the huge tempest...
Can’t you hear?

She listens closely to the resonances of image and memory as they fade
out in the dark waters, as they are outlined by the light of a contemporary
artistic gesture of today. As for us, the work invites us to listen closely,
too, and to realize the density of the dark waters, to participate in the
diffusion of this writing, full of light, to touch upon the continuity of
meaning that, as a fold, either folds or unfolds along with us. An artistic
process of exemplary completeness, Lizzie Calligas’ Dark Waters joins a
series of propositions in which the artist completes, with extraordinary
sensitivity and commitment, parallel routes to an inner-self trajectory
that evolves alongside a contemporary visual-art language. She moreover
epitomizes places and moments in which the experience of history

is distilled as an opportunity for many different people, for many
different generations perhaps, to share the same experience. What is
important in Calligas’ work is that this experience has nothing to do with
ideological constructions and generalisations. It is most specific, and
almost immediately recognizable as a secret link of human sensitivity.
The bus route and Iera Odos, the Sacred Way, the dislocation of the
Acropolis sculptures, and the transformation of a holy site to a barren
landscape, the reflections of light in a dark room, and the memory that
arrests the experiencing of time, the resurfacing of the bathers from the
dark waters of Eleusina, rising up to the surface almost like Persephone
ascending from Hades: these are neither thematic approaches nor
cultural symbolism. On the contrary, they capture personal experiences
that occur all around us, in public space, in our everyday experiencing of
history and community. Nevertheless, they must be discovered like secret
glimpses into a microcosm that opens up unexpectedly from the other
side of the macrocosm of generalities for those who yearn to see it. This
could go unnoticed by many people. Yet, once you see it, once you come
near it, it furnishes another measure of reality, discreetly yet efficiently
subverting hierarchies and conventions. After two decades of work in
the social domain, on art and, above all, on herself and her work, Lizzie

Calligas projects, in Dark Waters, an especially topical and pressing view
of the artistic act, of cultural awareness, of social involvement today.

Denys Zacharopoulos is an Art Historian and Artistic Director of the Macedonian Museum

of Contemporary Art, Thessaloniki.
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H AiZn KaA\yd yevvifnke otnv ABnva (1943). ovdace otnv AXKT

(1975-80) kat oto New York Studio School (2000). Ztn Souleid tng xpnopomotei
oA antAd péoa 6mwe oxédo, potoypa@ia, xapaxktikn, pivieo, eykataotdoeic

Kkat ouxva Snpoupyei Bepatikéc oepéc. Ano 10 1983 exbétet taktikd o opadikéc
Kat atopkeg ekbéoeg ornv EAAGSa kat 1o eEmtepikd ano 1i¢ omoiee mpdo@ateg
eivat: 270 Zevia tng Avbpov (2012), X710 amiti Tov Kafdon (2011), Meroixnaic (2010),
Kolvupnzéc (2003-2007). ‘Exet BpaBevtei yia tn oe1pd Kolvupnréc otnv Mmevdale
g AdefdvSperag (2005). ‘Epya tn¢ undpyouv oe 1SiwTikéc culloyéc kat o
pouoeia. ‘Exet SiSda&er potoypagia kat éxe1 ekSmoet 10 Biflia pe 1ic exddoeic
Aypa kat KuPog Exk860eic Téxvng. Ze1 kat epyaletar otnv ABiva kat tic Tmétoec.

Lizzie Calligas was born in Athens (1943). Studied at the Athens School

of Fine Arts (1975-80) and at the New York Studio School (2000). She uses
various media in her work, such as drawing, photography, video, printmaking,
installations and often works in thematic series. Since 1983 she has exhibited
regularly in solo and group shows, in Greece and internationally some of which
are: At the Xenia Hotel in Andros (2012), At Cavafy’s House (2011), Metoikesis (2010),
Swimmers (2003-2007). She received an award for her Swimmers series at the
23rd Biennale of Alexandria (2005). Some of her works are in private and
Museum collections. She has taught photography and published ten books with
Agra Publications and Cube Art Editions. Lives and works in Athens and the
island of Spetses.

http://calligaslizziecv.blogspot.gr/
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