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Group ¤xhibition

Curated by Yiannis Stathatos

∂Ï¤ÓË ª·ÏÈÁÎÔ‡Ú·

Jean-Daniel Pollet

Alain Ceccaroli

™Ù¤ÚÁÈÔ˜ ∫·Ú¿‚·ÙÔ˜

§›˙Ë ∫·ÏÏÈÁ¿

Ian Walker

Keith Arnatt

∂ÚÈ¤Ù· ∞ÙÙ¿ÏË

Joan Fontcuberta

∫ai-Olaf Hesse

Anthony Hernandez

£ˆÌ¿˜ °ÂÚ·ÛfiÔ˘ÏÔ˜

™ˆÎÚ¿ÙË˜ ª·˘ÚÔÌ¿ÙË˜

ÕÚÈ˜ °ÂˆÚÁ›Ô˘

ÃÚ‹ÛÙÔ˜ ∫Ô˘Î¤ÏË˜

Gabriele Basilico
Provincia antiqua

Vasco Ascolini
Evocazioni con rovine

∂leni Maligoura

Jean-Daniel Pollet

Alain Ceccaroli

Stergios Karavatos

Lizzie Calliga

Ian Walker

Keith Arnatt

∂rietta ∞ttali

Joan Fontcuberta

∫ai-Olaf Hesse

Anthony Hernandez

Thomas Gerassopoulos

Socratis Mavromatis

Aris Georgiou

Christos Koukelis

Gabriele Basilico
Provincia antiqua

Vasco Ascolini
Evocazioni con rovine

Solo ¤xhibitions

√Ì·‰ÈÎ‹ ¤ÎıÂÛË

EÈÌ¤ÏÂÈ·: °È¿ÓÓË˜ ™Ù·ı¿ÙÔ˜

AÙÔÌÈÎÂÛ ¤ÎıÂÛÂÈÛ

°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹.∏ ªÂÁ¿ÏË ∞Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ,1892-1893:H ·ÔÎ¿Ï˘„Ë ÙÔ˘ AÓÙ›ÓÔÔ˘
École Francaise d’Athénes,The Great Excavation of Delphi, 1892-1893:The discovery of Antinous
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™ˆÎÚ¿ÙË˜:
AÏÏ¿ ÙÈ ÌËÓ ÂÛÙ›Ó ¿Ë‰¤ˆ˜ ÛÔ˘ ·ÎÚÔÒÓÙ·È Î·È Â·ÈÓÔ‡ÛÈÓ;·˘Ùfi˜ ÌÔÈ Â›Â, ÂÂÈ‰‹ ÂÁÒ Ô˘¯ Â˘Ú›ÛÎˆ.
I›·˜:
¶ÂÚ› ÙˆÓ ÁÂÓÒÓ, Ò ™ÒÎÚ·ÙÂ˜, ÙˆÓ ÙÂ ËÚÒˆÓ Î·È ÙˆÓ ·ÓıÚÒˆÓ, Î·È ÙˆÓ Î·ÙÔÈÎ›ÛÂˆÓ, ˆ˜ ÙÔ ·Ú¯·›ÔÓ
ÂÎÙ›ÛıËÛ·Ó ·È fiÏÂÈ˜, Î·È Û˘ÏÏ‹‚‰ËÓ ¿ÛË˜ ÙË˜ ·Ú¯·ÈÔÏÔÁ›·˜ ‹‰ÈÛÙ· ·ÎÚÔÒÓÙ·È, ÒÛÙ’ ¤ÁˆÁÂ ‰È’ ·˘ÙÔ‡˜
ËÓ¿ÁÎ·ÛÌ·È ÂÎÌÂÌ·ıËÎ¤Ó·È ÙÂ Î·È ÂÎÌÂÌÂÏÂÙËÎ¤Ó·È ¿ÓÙ· Ù· ÙÔÈ·‡Ù·.

¶Ï¿ÙˆÓÔ˜ I›·˜ MÂ›˙ˆÓ

™ˆÎÚ¿ÙË˜:
¶Â˜ ÌÔ˘, ÏÔÈfiÓ, ÁÈ· ÔÈ¿ ı¤Ì·Ù· ÌÈÏ¿˜ ÛÙÔ˘˜ ™·ÚÙÈ¿ÙÂ˜ ÒÛÙÂ ·˘ÙÔ› Ó· ÛÂ ·ÎÔ‡Ó ÙfiÛÔ Úfiı˘Ì· Î·È Ó·
ÛÂ Â·ÈÓÔ‡Ó, ÁÈ·Ù› ÔÌÔÏÔÁÒ ˆ˜ ‰ÂÓ Î·Ù·Ï·‚·›Óˆ.
π›·˜:
°È· ÙËÓ Î·Ù·ÁˆÁ‹, ™ˆÎÚ¿ÙË, ÙˆÓ ËÚÒˆÓ Î·È ÙˆÓ ·ÓıÚÒˆÓ, ·ÏÏ¿ Î·È ÁÈ· ÙËÓ ›‰Ú˘ÛË ÙˆÓ ·Ú¯·›ˆÓ
fiÏÂˆÓ - ÌÂ ¿ÏÏ· ÏfiÁÈ·, ÁÈ· fi,ÙÈ ¤¯ÂÈ Û¯¤ÛË ÌÂ ÙËÓ ·Ú¯·ÈÔÏÔÁ›·. ∆Ô ·ÔÙ¤ÏÂÛÌ· Â›Ó·È ˆ˜ ·Ó·ÁÎ¿˙ÔÌ·È
Ó· ÛÔ˘‰¿˙ˆ Î·È Ó· ÌÂÏÂÙ¿ˆ fiÏ· ·˘Ù¿ Ù· Ú¿ÁÌ·Ù·.

¶Ï¿ÙˆÓÔ˜ I›·˜ MÂ›˙ˆÓ

Socrates:
Tell me then,what subject do the Spartans so love to hear you lecture about? I can’t begin to guess.
Hippias:
Genealogies, Socrates, the genealogies of heroes and of men, and all about the founding of ancient
cities - in other words, everything to do with archaeology.The result is that I have been forced to
research and study all such matters.

Plato,Hippias Major
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√ fiÚÔ˜ ·Ú¯·ÈÔÏÔÁ›· ÂÌÊ·Ó›˙ÂÙ·È ÁÈ· ÚÒÙË ÊÔÚ¿
ÛÙÔÓ π›· ªÂ› ˙ÔÓ· ÙÔ˘ ¶Ï¿ÙˆÓ·, fiÔ˘
¯ÚËÛÈÌÔÔÈÂ›Ù·È ÌÂ ÙË Û˘ÁÎÂÎÚÈÌ¤ÓË ¤ÓÓÔÈ· ÙË˜
ÔÚÁ·ÓˆÌ¤ÓË˜ ¤ÚÂ˘Ó·˜ ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜. ™ÙÔÓ
‰È¿ÏÔÁÔ ·˘Ùfi, Ô ÛÔÊÈÛÙ‹˜ π›·˜ ‰ÈËÁÂ›Ù·È ÙËÓ
ÚÔÛˆÈÎ‹ ÂÈÙ˘¯›· Ô˘ ÛËÌÂ›ˆÛÂ ÛÙË ™¿ÚÙË,
fiÏË Î·Ù¿ Ù· ¿ÏÏ· ÁÓˆÛÙ‹ ÁÈ· ÙËÓ ·ÊÈÏfiÍÂÓË
˘Ô‰Ô¯‹ Ô˘ ÂÈÊ˘Ï¿ÛÛÂÈ ÛÙÔ˘˜ ‰È·ÓÔÔ‡ÌÂÓÔ˘˜
ÁÂÓÈÎ¿ Î·È ÛÙÔ˘˜ ÛÔÊÈÛÙ¤˜ ÂÈ‰ÈÎfiÙÂÚ·. √È
™·ÚÙÈ¿ÙÂ˜ , ÂÍËÁÂ› , ·Ó Î·È Û˘Ó‹ıˆ˜ ‰ÂÓ
ÂÈÙÚ¤Ô˘Ó ÙÈ˜ ÊÈÏÔÛÔÊÈÎ¤˜ ·ÁÔÚÂ‡ÛÂÈ˜, ÂÓÙÔ‡ÙÔÈ˜
Ê·›ÓÂÙ·È ˆ˜ ÂÓıÔ˘ÛÈ¿˙ÔÓÙ·È ·ÎÔ‡ÁÔÓÙ·˜
‰ÈÂÍÔ‰ÈÎ¤˜ ÁÂÓÂ·ÏÔÁ›Â˜ ËÚÒˆÓ Î·È ‰ÈËÁ‹ÛÂÈ˜ ÙË˜
›‰Ú˘ÛË˜ ·Ú¯·›ˆÓ fiÏÂˆÓ: ÌÂ ¿ÏÏ· ÏfiÁÈ·,
ÂÍ·ÈÚÔ‡ÓÙ·È ·fi ÙË ÁÂÓÈÎ‹ ··ÁfiÚÂ˘ÛË ÔÈ
‰È·Ï¤ÍÂÈ˜ ·Ú¯·ÈÔÏÔÁÈÎÔ‡ ÂÚÈÂ¯ÔÌ¤ÓÔ˘. H
Î·Ù·ÁˆÁ‹ ·˘Ù‹ ¤ÚÂÂ Î·ÓÔÓÈÎ¿ Ó· ·ÔÙÂÏÂ›
Î·‡¯ËÌ· ÁÈ· ÙÔ˘˜ ·Ú¯·ÈÔÏfiÁÔ˘˜ - ÏËÓ fiÌˆ˜, Ô
π›·˜ ªÂ›˙ˆÓ Â›Ó·È Ô ÌfiÓÔ˜ Ï·ÙˆÓÈÎfi˜ ‰È¿ÏÔÁÔ˜
Ô˘ ı· ÌÔÚÔ‡ÛÂ Ó· ¯·Ú·ÎÙËÚÈÛıÂ›
¯ÈÔ˘ÌÔÚÈÛÙÈÎfi˜, ÎÈ ·Ô‚Ï¤ÂÈ Î˘Ú›ˆ˜ ÛÙÔÓ
ÂÌ·ÈÁÌfi ÙÔ˘ ·˘Ù¿ÚÂÛÎÔ˘ ÛÔÊÈÛÙ‹, ÎÏ·ÛÛÈÎfi
ÚfiÙ˘Ô ÛˆÎÚ·ÙÈÎÔ‡ ı‡Ì·ÙÔ˜ Ô˘ ÛÎ¿‚ÂÈ ÙÔÓ
Ï¿ÎÎÔ ÙÔ˘ ÌÂ ¯·ÚÔ‡ÌÂÓË ·Ó·ÈÛıËÛ›·, ·ÁÓÔÒÓÙ·˜
ÙÈ˜ ·Á›‰Â˜ Ô˘ ÎÚ‡‚ÂÈ Ô ™ˆÎÚ¿ÙË˜ Î¿Ùˆ ·fi ÙÈ˜
‰‹ıÂÓ ·ıÒÂ˜ ÂÚˆÙ‹ÛÂÈ˜ ÙÔ˘.

™Â ·ÓÙ›ıÂÛË ÌÂ ÙËÓ ·Ú¯·ÈÔÊÈÏ›·, Ë Û˘ÛÙËÌ·ÙÈÎ‹
·Ú¯·ÈÔÏÔÁ›· Â›Ó·È ‰ËÌÈÔ‡ÚÁËÌ· ÙÔ˘ 18Ô˘ ·ÈÒÓ·,
ÂÓÒ Ë ÂÈÛÙËÌÔÓÈÎ‹ ·Ú¯·ÈÔÏÔÁ›·, ‚·ÛÈÛÌ¤ÓË ÛÂ
·Ú¯¤˜ Ô˘ ·Ó·ÁÓˆÚ›˙ÔÓÙ·È ·ÎfiÌ· Û‹ÌÂÚ·,
ÚˆÙÔÂÌÊ·Ó›˙ÂÙ·È ÙÔ ÙÂÏÂ˘Ù·›Ô ÂÚ›Ô˘ Ù¤Ù·ÚÙÔ
ÙÔ˘ 19Ô˘Ø Ë Û·Á‹ÓË fiÌˆ˜ ÙˆÓ ÙÂÎÌËÚ›ˆÓ ÙÔ˘
·ÚÂÏıfiÓÙÔ˜, ÚÔ¿ÓÙˆÓ fiÙ·Ó ÚfiÎÂÈÙ·È ÁÈ·
Â˘Ú‹Ì·Ù· Ô˘ ·Ó·Û‡ÚıËÎ·Ó ·fi ÙÔ ¯ÒÌ·, Â›Ó·È
·ÏÈ¿ fiÛÔ ÎÈ Ô ›‰ÈÔ˜ Ô ÔÏÈÙÈÛÌfi˜. «™Â ¤Ó·
ÚÔÎÏËÙÈÎfi ‚È‚Ï›Ô», ÛËÌÂÈÒÓÂÈ Ô Alain Schnapp, «Ô
ÊÈÏfiÛÔÊÔ˜ Î·È ÈÛÙÔÚÈÎfi˜ Krzystof Pomian Ì·˜
ı‡ÌÈÛÂ Î¿ÔÙÂ ˆ˜ Ë ·Ú¯·ÈÔÏÔÁ›· ‰ÂÓ Â›Ó·È ·Ú¿
·Ï·˙ÔÓÈÎ‹ ·Ú·ÏÏ·Á‹ ÙË˜ Û˘ÏÏÂÎÙÈÎ‹˜ Ì·Ó›·˜ Î·È
ˆ˜ Ë Ì·Ó›· ·˘Ù‹, fiÛÔ ÌÔÚÔ‡ÌÂ Ó·
·Ú·ÎÔÏÔ˘ı‹ÛÔ˘ÌÂ ÙËÓ ÈÛÙÔÚ›· ÙË˜, Â›Ó·È
Û˘Ó‰Â‰ÂÌ¤ÓË ÌÂ ÙËÓ ›‰È· ÙËÓ ¤ÓÓÔÈ· ÙË˜
·ÓıÚˆfiÙËÙ·˜Ø ·fi ÙËÓ ÚÒÙË ÛÙÈÁÌ‹ Ô˘
ÂÌÊ·Ó›˙ÔÓÙ·È ÔÈ ¿ÓıÚˆÔÈ ˆ˜ ‚ÈÔÏÔÁÈÎ‹ Î·È
ÔÏÈÙÈÛÌÈÎ‹ ÔÓÙfiÙËÙ·, Ê·›ÓÂÙ·È ˆ˜ ÌÂ ÙÔÓ ¤Ó·Ó ‹

The word archaeology, which in Greek means
“the science of the ancient”, first appears in
Plato’s Hippias Major, where it is used very
specif ical ly as a term for an organised
investigation of the past. In this dialogue, the
sophist Hippias recounts how he was made
welcome in Sparta, a city notoriously unfriendly
to intellectuals in general and sophists in
particular. The Spartans, he explains, while
refusing to allow public lectures of any kind, are
apparently pushovers for long and presumably
exhaustive accounts of the genealogies of heroes,
as well as the foundation myths of cities: in other
words,archaeology.Such a pedigree ought to be a
source of pride to archaeologists - untill, that is,
one realises that Hippias Major is the closest Plato
ever got to writing a comic dialogue, and that its
primary purpose is to deflate the pomposity of
the eponymous sophist, who like all good
socratic Aunt Sallys digs his own grave with
cheerful insouciance, never quite noticing the
goad beneath Socrates ’ urbanely barbed
questions. Plato, we may surmise, didn’t think
much of grubbing after  details of the past.

Archaeology as a discipline distinct from
antiquarianism probably goes back no further
than the 18th century, and scientific archaeology
certainly not much before the last quarter of the
19th, but a fascination with the artefacts of the
past, and particularly with those which have
emerged from the earth, is at least as old as
civilisation itself. “In a provocative book”, notes
Alain Schnapp, “the philosopher and historian
Krzystof Pomian once reminded us that
archaeology is merely a presumptuous variant of
the collecting urge, and that the latter, insofar as
one can reconstitute its history, is associated with
the very concept of humanity: from the very
earliest time it is possible to identify humans in
their cultural and biological singularity, it seems
that they have in one way or another gathered,
preserved and treasured objects of no utility
other than that of bearing the marks of a more or
less distant past”.1 Or,as the ‘early archaeologist’ in
the Gary Larson car toon proclaims to his

1

E¶ANAKATAKTøNTA™ TO ¶APE§£ON

RECUPARATING THE PAST
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ÙÔÓ ¿ÏÏÔ ÙÚfiÔ Ì¿˙Â˘·Ó, Ê‡Ï·Á·Ó Î·È
ıËÛ·‡ÚÈ˙·Ó ·ÓÙÈÎÂ›ÌÂÓ· ¿¯ÚËÛÙ·, Ô˘ ÌÔÓ·‰ÈÎfi
ÎÔÈÓfi ÙÔ˘˜ ÛËÌÂ›Ô ‹Û·Ó Ù· ÛËÌ¿‰È· ÂÓfi˜ Ï›ÁÔ-
ÔÏ‡ ·ÔÌ·ÎÚ˘ÛÌ¤ÓÔ˘ ·ÚÂÏıfiÓÙÔ˜».1 ∫¿ÙÈ
‰ËÏ·‰‹ Û·Ó ÙÔÓ “ÚÒÈÌÔ ·Ú¯·ÈÔÏfiÁÔ” ÛÙË
ÁÂÏÔÈÔÁÚ·Ê›· ÙÔ˘ Gar y Lar son, Ô ÔÔ›Ô˜
·Ó·ÎÔÈÓÒÓÂÈ ÛÙÔ˘˜ ·ÓıÚÒÔ˘˜ ÙˆÓ ÛËÏ·›ˆÓ
Ô˘ ·ÔÙÂÏÔ‡Ó ÙÔ ·ÎÚÔ·Ù‹ÚÈfi ÙÔ˘: «N· Î·È ¤Ó·
·ÁÁÂ›Ô ·fi ÁÚ·Ó›ÙË. BÚ¤ıËÎÂ ÛÂ ·Ó·ÛÎ·Ê‹ Â‰Ò
ÎÔÓÙ¿ Î·È Î·Ù¿ ¿Û· Èı·ÓfiÙËÙ· ¯ÚÔÓÔÏÔÁÂ›Ù·È
·fi... A˜ Ô‡ÌÂ ·fi ÙÔÓ ÂÚ·ÛÌ¤ÓÔ IÔ‡ÏÈÔ».

EÓÔ¯ÏÒÓÙ·˜ Ì¿ÏÏÔÓ ÙÔ˘˜ ÛÔ‚·ÚÔ‡˜
Â·ÁÁÂÏÌ·Ù›Â˜, Ë ÎÔÈÓ‹ ÁÓÒÌË ÙÔÔıÂÙÂ› ÛÙË
Î·Ú‰È¿ ÙÔ˘ ·Ú¯·ÈÔÏÔÁÈÎÔ‡ Ì‡ıÔ˘ ÙËÓ ·Ó·ÛÎ·Ê‹,
··Û¯fiÏËÛË Ô˘ Û˘Ó‰˘¿˙ÂÈ Î·Ù¿ ÙÔÓ
‰Ú·ÛÙÈÎfiÙÂÚÔ ÙÚfiÔ ÙÔ Î˘Ó‹ÁÈ ÙÔ˘ ıËÛ·˘ÚÔ‡ ÌÂ
ÙË ¯ıfiÓÈ· Ì·ÓÙÈÎ‹. ™ÙË Ú·ÁÌ·ÙÈÎfiÙËÙ·, ÔÈ
·Ú¯·ÈÔÏfiÁÔÈ ‰ÂÓ ·Û¯ÔÏÔ‡ÓÙ·È ·ÔÎÏÂÈÛÙÈÎ¿ ÌÂ ÙÈ˜
·Ó·ÛÎ·Ê¤˜, Ô‡ÙÂ Î·È Î·Ó¤Ó·˜ ÛÔ‚·Úfi˜ ÂÈÛÙ‹ÌˆÓ
·ÊÈÂÚÒÓÂÙ·È ÛÙË ıËÛ·˘ÚÔıËÚ›·Ø Ô
¯·Ú·ÎÙËÚÈÛÌfi˜ ÙÔ˘ Î˘ÓËÁÔ‡ ıËÛ·˘ÚÒÓ Ô˘
Û˘¯Ó¿ ·Ô‰fiıËÎÂ ÛÙÔÓ Schliemann Â›Ó·È ‚¤‚·ÈÔ
ˆ˜ ‰ÂÓ Â›¯Â ÎÔÏ·ÎÂ˘ÙÈÎfi ¯·Ú·ÎÙ‹Ú·. ∫È fiÌˆ˜,
ÛÙÈ˜ ·Ó·ÛÎ·Ê¤˜ ÔÊÂ›ÏÔ˘ÌÂ ÌÂÁ¿ÏÔ Ì¤ÚÔ˜ ÙˆÓ
ÁÓÒÛÂˆÓ ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜ Ô˘ ‰È·ı¤ÙÔ˘ÌÂ,
Â È‰ÈÎ¿ ÙÔ˘ ·ÒÙÂÚÔ˘ ·ÚÂÏıfiÓÙÔ˜.
Ã·Ú·ÎÙËÚÈÛÙÈÎfi ‰˘ÛÙ˘¯Ò˜ ÙÔ˘ ·Ó·ÛÎ·ÊÈÎÔ‡
¤ÚÁÔ˘ Â›Ó·È ÙÔ ÁÂÁÔÓfi˜ fiÙ È  ·Ó·fiÊÂ˘ÎÙ·
Î·Ù·ÛÙÚ¤ÊÂÈ ÙÔ ·ÓÙÈÎÂ›ÌÂÓÔ ÙË˜ ÌÂÏ¤ÙË˜ ÙÔ˘: Ù·
Â˘Ú‹Ì·Ù· ‚¤‚·È· ‰È·ÙËÚÔ‡ÓÙ·È, ·ÎfiÌ· Î·È Ù· ÈÔ
Ù·ÂÈÓ¿, Ë Ì‹ÙÚ· fiÌˆ˜ Ô˘ Ù· ÂÚÈÂ›¯Â ¤¯ÂÈ ¯·ıÂ›
·ÓÂÈÛÙÚÂÙ‹, ·ÔÎÏÂ›ÔÓÙ·˜ Ê˘ÛÈÎ¿ ÔÔÈ·‰‹ÔÙÂ
ÌÂÏÏÔÓÙÈÎ‹ Â·ÓÂÍ¤Ù·ÛË. Ÿˆ˜ ÚÔÂÈ‰ÔÔÈÂ› Ô
Carl-Axel Moberg, «ÙÔ Ó· ÛÎ¿„ÂÈ Î·ÓÂ›˜ ÛËÌ·›ÓÂÈ
ˆ˜ ÂÈÏ¤ÁÂÈ, ÂÓ ÁÓÒÛÂÈ ÙÔ˘, ÌÈ· ÂÎ‰Ô¯‹ ·ÓÙ›
¿ÏÏË˜. ∆· Ï¿ıË ÙˆÓ ·Ó·ÛÎ·ÊÒÓ ‰ÂÓ
‰ÈÔÚıÒÓÔÓÙ·È».2 √È ·Ú¯·ÈÔÏfiÁÔÈ ¤¯Ô˘Ó Â›ÁÓˆÛË
ÙÔ˘ ‰ÈÏ‹ÌÌ·ÙÔ˜, ÛÂ ‚·ıÌfi Ô˘ Ì›· Ì¿ÏÏÔÓ
ÚÈ˙ÔÛ·ÛÙÈÎ‹ ¿Ô„Ë Û‹ÌÂÚ· ‰È·ÙÂ›ÓÂÙ·È ˆ˜ ÔÈ
·Ú¯·›Â˜ ÙÔÔıÂÛ›Â˜ ‰ÂÓ Ú¤ÂÈ Î·Ó Ó·
‰È·Ù·Ú¿ÛÛÔÓÙ·È ÌÂ ·Ó·ÛÎ·Ê‹, ·ÏÏ¿ Ó·
‰ÈÂÚÂ˘ÓÒÓÙ·È ÌfiÓÔ ÌÂ ÙÂ¯ÓÈÎ¤˜ fiˆ˜ ÔÈ ˘¤ÚË¯ÔÈ
Î·È Ë ËÏÂÎÙÚÔÓÈÎ‹ ·Ó›¯ÓÂ˘ÛË.

¶ÔÈÔ˜ Ô ÛÎÔfi˜ ÙË˜ ‰ÈÂÚÁ·Û›·˜ ·˘Ù‹˜ Ô˘ ·Ú¯›˙ÂÈ

caveman audience,“Now take this granite bowl…
It was dug up not far from here, and probably
dates back to… Oh, I’d say early July”.

Probably much to the secret irritation of sober
professionals, excavation lies at the heart of the
archaeological mythos, a potent combination of
treasure-hunting and chthonic divination.These
days, not all archaeologists dig, and no serious
archaeologist digs for anything as vulgar as
treasure; the epithet ‘treasure hunter’ which was
repeatedly cast at Heinrich Schliemann was
cer tainly never meant as a compliment.
Nevertheless, it is to excavation that we owe the
greater part of our knowledge of the past,
particularly the remote past. The peculiar and
inescapable ambiguity of archaeological
excavation is that it automatically destroys the
very thing it wishes to study. The objects
discovered are of course preserved, even - at
least, these days - the most humble,but the matrix
in which they were embedded is gone for ever;
nobody else will ever be able to study it.As Carl-
Axel Moberg warns,“to dig is always to choose
one alternative over another, and to do so
knowingly. Excavation errors are irreparable”.2  So
conscious are archaeologists of this dilemma, that
one contemporary school of though holds that
sites ought never to be disturbed by excavation at
all, but only investigated by means of non-
invasive techniques such as ultrasound and
electronic scanning.

What is the purpose of this sequence of
excavat ion, col lect ion, class i f icat ion and
interpretation, given the very large number of
artefacts and observations which accumulate
around even the most modest of digs? As with
every other professional activity, there is an
inherent danger that the entire process could
become self-referential; here, too, Moberg offers a
salutary warning: “A pernicious superstition
current among archaeologists holds that an
excavation or find represents an archaeological
result. In reality, a find is only a beginning, the
start of a process for which archaeology is

ÌÂ ÙËÓ ·Ó·ÛÎ·Ê‹ Î·È Û˘ÓÂ¯›˙ÂÈ ÌÂ ÙË Û˘ÏÏÔÁ‹,ÙËÓ
Î·Ù¿Ù·ÍË Î·È ÙËÓ ÂÚÌËÓÂ›· ÙˆÓ ÙfiÛˆÓ
·ÓÙÈÎÂÈÌ¤ÓˆÓ Î·È ·Ú·ÙËÚ‹ÛÂˆÓ Ô˘
Û˘ÛÛˆÚÂ‡ÔÓÙ·È Á‡Úˆ ·fi Î¿ıÂ ·Ú¯·ÈÔÏÔÁÈÎ‹
ÙÔÔıÂÛ›·; Ÿˆ˜ ÌÔÚÂ› Ó· Û˘Ì‚Â› ÌÂ Î¿ıÂ
Â¿ÁÁÂÏÌ·, ˘¿Ú¯ÂÈ ¿ÓÙÔÙÂ Î›Ó‰˘ÓÔ˜ ÔÈ
‰Ú·ÛÙËÚÈfiÙËÙÂ˜ ·˘Ù¤˜ Ó· ·ÔÙÂÏ¤ÛÔ˘Ó ÎÏÂÈÛÙfi
Î‡ÎÏˆÌ·,Î¿ÙÈ ÁÈ· ÙÔ ÔÔ›Ô Â›ÛË˜ ÚÔÂÈ‰ÔÔÈÂ› Ô
Moberg: «ªÈ· ÂÈ‚Ï·‚‹˜ ‰ÂÈÛÈ‰·ÈÌÔÓ›· ÎÔÈÓ‹
ÛÙÔ˘˜ ·Ú¯·ÈÔÏfiÁÔ˘˜ ‰È·ÙÂ›ÓÂÙ·È ˆ˜ Ë ·Ó·ÛÎ·Ê‹
‹ ÙÔ Â‡ÚËÌ· ÈÛÔ‰˘Ó·ÌÔ‡Ó ÂÎ ÙˆÓ ÂÓfiÓÙˆÓ ÌÂ
ıÂÙ ÈÎfi ·Ú¯·ÈÔÏÔÁÈÎfi ·ÔÙ¤ÏÂÛÌ·. ™ÙË
Ú·ÁÌ·ÙÈÎfiÙËÙ·,ÙÔ Â‡ÚËÌ· Â›Ó·È ÌÔÓ¿¯· ÙÔ ÚÒÙÔ
‚‹Ì·, Ë ·Ú¯‹ ÌÈ·˜ ‰È·‰ÈÎ·Û›·˜ ÙËÓ ÔÔ›·
ÂˆÌ›˙ÂÙ·È Ë ·Ú¯·ÈÔÏÔÁ›·. ∏ Û˘ÛÛÒÚÂ˘ÛË
ÙÂÚ·ÛÙ›Ô˘ fiÁÎÔ˘ ¿¯ÚËÛÙˆÓ ÏËÚÔÊÔÚÈÒÓ Ô˘
¯·Ú·ÎÙËÚ›˙ÂÈ ÙËÓ ÂÈÛÙËÌÔÓÈÎ‹ ·ÓÙÈÌÂÙÒÈÛË Â›Ó·È
‰˘Ó·ÙfiÓ Ó· ¤¯ÂÈ ·Ó·ÛÙ·ÏÙÈÎfi ¯·Ú·ÎÙ‹Ú·».3 ∆ÂÏÈÎ¿,
ÚfiıÂÛË ÙË˜ ·Ú¯·ÈÔÏÔÁ›·˜ Â›Ó·È Ë Â·Ó¿ÎÙËÛË
ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜, Î¿ÙÈ Ô˘ ÂÓ Ì¤ÚÂÈ ÙÔ˘Ï¿¯ÈÛÙÔÓ
Á›ÓÂÙ·È ‚¿ÛÂÈ ÂÈÎ·ÛÈÒÓ: ¤Ó· ÎÙ¤ÚÈÛÌ· Á›ÓÂÙ·È
·ÊÔÚÌ‹ ÁÈ· ÙËÓ ·ÔÎ·Ù¿ÛÙ·ÛË ÂÓfi˜ ‹ÏÈÓÔ˘
·ÁÁÂ›Ô˘, Ë ·Ó·Î¿Ï˘„Ë ÂÓfi˜ ·ÁÁÂ›Ô˘ ‰›ÓÂÈ ÙËÓ
Èı·Ó‹ Ù·˘ÙfiÙËÙ· Î¿ÔÈ·˜ ·ÌÊÈÛ‚ËÙÔ‡ÌÂÓË˜
ÙÔÔıÂÛ›·˜, Î·È ¤Ó·˜ ÔÏfiÎÏËÚÔ˜ ÔÏÈÙÈÛÌfi˜ ›Ûˆ˜
ÛÙËÚÈ¯ıÂ› ¿Óˆ ÛÙËÓ ÂÍ·ÎÚ›‚ˆÛË ·˘Ù‹˜ ÙË˜
Ù·˘ÙfiÙËÙ·˜.

1.Alain Schnapp,La conquête du passé, Editions Carré, ¶·Ú›ÛÈ
1993,ÛÂÏ.11.
2. Carl-Axel Moberg, Introduction a l’archéologie, Francois
Maspero, ¶·Ú›ÛÈ 1976,Û.83.
3.Moberg,ˆ˜ ¿Óˆ,Û.13.

responsible.The accumulation of vast quantities
of unusable facts which character ises the
scientific approach already has a paralysing
effect.” 3 Ultimately, archaeology proposes to
recuperate the past, and it must do so at least
partly on the basis of conjecture: put crudely, a
clay vessel may be reconstructed on the basis of a
shard, a vessel may suggest a possible identity for
a city, and a civilisation may be predicated upon
that identification.

1.Alain Schnapp, La conquête du passé, Editions Carré, Paris
1993,p.11.
2. Carl-Axel Moberg, Introduction a l’archéologie, Francois
Maspero,Paris 1976,p.83.
3. Moberg,op. cit., p.13.
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√ ¢Ô‡Î·˜ ∞ÚÓ¤ÛÙÔ˜ ÙË˜ ∞˘ÛÙÚ›·˜ ‰È¤Ù·ÍÂ ¤Ó·Ó ·ÂÛÙ·ÏÌ¤ÓÔ ÙÔ˘ Ó· ÂÈ‚Â‚·ÈÒÛÂÈ ·fi ÚÒÙÔ ¯¤ÚÈ ÙËÓ
·Ê‹ÁËÛË ÙÔ˘ ¶ÔÏˆÓÔ‡ ÛÙÚ·ÙÈÒÙË πˆ¿ÓÓË Warchewsky, Û‡ÌÊˆÓ· ÌÂ ÙËÓ ÔÔ›· ÛÂ ÔÚÈÛÌ¤ÓÂ˜ ÂÚÈÔ¯¤˜
ÙË˜ ¶ÔÏˆÓ›·˜ ‰È¿ÊÔÚ· ‹ÏÈÓa ·ÁÁÂ›a ‰ËÌÈÔ˘ÚÁÔ‡ÓÙ·Ó ·˘ÙfiÁÔÓ· ·fi ÙË Ê‡ÛË, ¯ˆÚ›˜ ·ÓıÚÒÈÓË
Â¤Ì‚·ÛË. √ ¢Ô‡Î·˜, Ô˘ ‰ÂÓ ¤‰ÈÓÂ ÌÂÁ¿ÏË ›ÛÙË ÛÂ Ù¤ÙÔÈe˜ Ê‹ÌÂ˜ Î·È ıÂˆÚÔ‡ÛÂ ÙÔ ÁÂÁÔÓfi˜ ·›ı·ÓÔ,
¤ÛÙÂÈÏÂ ·ÍÈˆÌ·ÙÈÎfi ¤ÌÂÈÚÔ ÛÙÔ Ó· ·Ó·Î·Ï‡ÙÂÈ ÙËÓ ·Ï‹ıÂÈ·. °È· ÙÔÓ ÏfiÁÔ ·˘Ùfi Ô µ·ÛÈÏÂ‡˜ Wladislas,
ı¤ÏˆÓÙ·˜ Ó· ‰È·Ï‡ÛÂÈ ÙÈ˜ ·ÌÊÈ‚ÔÏ›Â˜ ÙÔ˘ ÂÍ·‰¤ÏÊÔ˘ ÙÔ˘, ¢Ô‡Î· ∞ÚÓ¤ÛÙÔ˘, ‹ÁÂ Ô ›‰ÈÔ˜ ÛÙÔ ¯ˆÚÈfi
Nochow, ÌÂÙ·Í‡ ÙˆÓ ¶ÔÏˆÓÈÎÒÓ fiÏÂˆÓ  Srzem Î·È Kosten. ∂ÎÂ› ¤‚·ÏÂ Ó· Á›ÓÔ˘Ó ·Ó·ÛÎ·Ê¤˜ ÛÂ
‰È¿ÊÔÚÂ˜ ÙÔÔıÂÛ›Â˜, ·ÔÎ·Ï‡ÙÔÓÙ·˜ Ú¿ÁÌ·ÙÈ ÔÏÏ¿ ·ÁÁÂ›·, fiÏ· ‰È·ÊÔÚÂÙÈÎÔ‡ Û¯‹Ì·ÙÔ˜ Î·È
ÌÂÁ¤ıÔ˘˜ Î·È fiÏ· ÙÂ¯ÓÔ˘ÚÁËÌ¤Ó· ·fi ÙËÓ ÂÎÏËÎÙÈÎ‹ ÂÓ¤ÚÁÂÈ· Î·È ‰‡Ó·ÌË ÙË˜ Ê‡ÛË˜, ·ÎÚÈ‚Ò˜ Û·Ó Ó·
Â›¯·Ó Î·Ù·ÛÎÂ˘·ÛıÂ› ·fi ÙÔ ¯¤ÚÈ ·ÁÁÂÈÔÏ¿ÛÙË. √ ‚·ÛÈÏÂ‡˜ ˘¤‰ÂÈÍÂ ÛÙÔÓ ·ÂÛÙ·ÏÌ¤ÓÔ ÙÔ˘ ‰Ô‡Î·, Ô
ÔÔ›Ô˜ Î·È ÌÂ ÂÓıÔ˘ÛÈ·ÛÌfi ÂÍ¤Ù·ÛÂ ÙÔ Î¿ıÂ ·ÁÁÂ›Ô, ˆ˜ ÙÔ ÂÎÏËÎÙÈÎfi ·˘Ùfi ¤ÚÁÔ ÙË˜ Ê‡ÛË˜ Û˘¯Ó¿
Û˘Ó·ÓÙÈ¤Ù·È ÛÙË ¶ÔÏˆÓ›·, fi¯È ÌfiÓÔ ÛÂ ¤Ó· Ì¤ÚÔ˜, ·ÏÏ¿ ÛÂ ÔÏÏ¿. ™ÙË Û˘Ó¤¯ÂÈ· ·¤ÛÙÂÈÏÂ ÛÙÔÓ ‰Ô‡Î·
‰È¿ÊÔÚ· ·ÁÁÂ›· ÛÂ ÂÈ‚Â‚·›ˆÛË ÙˆÓ Û˘Ì‚¿ÓÙˆÓ. ∆· ·ÁÁÂ›· ·˘Ù¿, Ì·Ï·Î¿ Î·È Â‡ıÚ·˘ÛÙ· fiÙ·Ó
ÚˆÙÔ‚ÁÔ‡Ó ·fi ÙÔ ¯ÒÌ·, ÛÎÏËÚ·›ÓÔ˘Ó ÛÙÔÓ ‹ÏÈÔ Î·È Á›ÓÔÓÙ·È ·ÔÏ‡Ùˆ˜ Î·Ù¿ÏÏËÏ· ÁÈ· ·ÓıÚÒÈÓË
¯Ú‹ÛË.

ÃÚÔÓÈÎfi ÙÔ˘ ‚·ÛÈÏÂ›Ô˘ ÙË˜ ¶ÔÏˆÓ›·˜, 1416

Duke Arnest of Austria dispatched an envoy to investigate an account by the Polish soldier John
Warchewsky whereby in a certain region of Poland, pots of various kinds were being spontaneously
generated by the hand of nature,without human intervention.The duke, suspicious of such stories and
judging this account highly unlikely, chose an officer skilled in determining the truth.That is why King
Wladislas, with a view to dispelling the doubts of his ducal cousin, made his way to the village of
Nochow,between the Polish towns of Srzem and Kosten.He had the earth excavated in his presence in
a number of places, bringing to light several pots, all different by reason of their shape and size and
each formed by nature’s prodigious action and power,precisely as if they had been shaped by a human
potter.The king pointed out to duke Arnest’s envoy, who eagerly examined each pot, that Poland was
often the theatre of this natural miracle,not just in one place,but in many;and he subsequently sent the
duke a number of different pots for the purpose of confirming the truth of these facts.These pots, soft
and fragile when they emerge from the ground,once hardened by the sun are in every way suitable for
human use.

Annales seu cronicae inclit regni Polonia, 1416

Jean-daniel pollet

B¿ÛÛ·È 1964 / Bassae 1964
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ºˆÙÔÁÚ·Ê›· Î·È ·Ú¯·ÈÔÏÔÁ›· Â›Ó·È Î·È ÔÈ ‰‡Ô
Ì¤ıÔ‰ÔÈ Â·Ó·ÎÙ‹ÛÂˆ˜ ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜: Ë
·Ú¯·ÈÔÏÔÁ›· ÌÂ ÙË Û˘ÏÏÔÁ‹ Î·È ÌÂÏ¤ÙË ˘ÏÈÎÒÓ
Ì·ÚÙ˘ÚÈÒÓ, Î·È Ë ÊˆÙÔÁÚ·Ê›· ¯¿ÚË ÛÙËÓ
Î·Ù·ÁÚ·Ê‹ ÙË˜ Ú·ÁÌ·ÙÈÎfiÙËÙ·˜.∫·È ÔÈ ‰‡Ô fiÌˆ˜
ÂÈı·Ú¯›Â˜ , ·Ó Î·È ıÂˆÚÔ‡ÓÙ·È ÚfiÙ˘·
·ÌÂÚfiÏËÙË˜ Ì·ÚÙ˘Ú›·˜, ˘fiÎÂÈÓÙ·È ÛÙÈ˜ ·ÔÚÈÛÙ›Â˜
ÙË˜ ÂÚÌËÓÂ›·˜. √È ÊˆÙÔÁÚ·Ê›Â˜, fiˆ˜ Î·È Ù·
Â˘Ú‹Ì·Ù· ÙˆÓ ·Ó·ÛÎ·ÊÒÓ, Û˘ÓÂÈÛÊ¤ÚÔ˘Ó ÛÙËÓ
Î·Ù·ÓfiËÛË ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜, ·ÏÏ¿ Ë Î·Ù·ÓfiËÛË
·˘Ù‹ ÂÍ·ÚÙ¿Ù·È ÛÂ ÛËÌ·ÓÙÈÎfi ‚·ıÌfi ·fi ÙÈ˜
ÚÔÎ·Ù·Ï‹„ÂÈ˜, ÂÈı˘Ì›Â˜ Î·È Â˘·ÈÛıËÛ›Â˜ ÙÔ˘
ÂÚÌËÓÂ˘Ù‹Ø Î¿ıÂ Î·ÈÓÔ‡ÚÁÈ· ÁÂÓÈ¿ ·Ó·˙ËÙÂ› - Î·È
ÌÔÈÚ·›·, ·Ó·Î·Ï‡ÙÂÈ - ÂÈ‚Â‚·›ˆÛË ÙˆÓ fiÛˆÓ
·˘Ù‹ ıÂˆÚÂ› ÛËÌ·ÓÙÈÎ¿ ÛÙÔ ·ÚÂÏıfiÓ. ∂ÈÏ¤ÔÓ,
ÊˆÙÔÁÚ·Ê›· Î·È ·Ú¯·ÈÔÏÔÁ›· ÌÔÚÔ‡Ó Ó·
ÂÎÏËÊıÔ‡Ó ˆ˜ Û˘ÛÙ‹Ì·Ù· Ù·ÍÈÓfiÌËÛË˜
ÔÚÈÛÌ¤ÓˆÓ Ù˘¯ÒÓ ÙÔ˘ ÎfiÛÌÔ˘: Ë Û˘ÛÙËÌ·ÙÈÎ‹
ÊˆÙÔÁÚ¿ÊÈÛË ‡ÚÁˆÓ ÓÂÚÔ‡ Î·È Ì›· Û˘ÏÏÔÁ‹
‚˘˙·ÓÙÈÓÒÓ ÓÔÌÈÛÌ¿ÙˆÓ, ÏfiÁÔ˘ ¯¿ÚÈÓ,
·ÓÙ ÈÚÔÛˆÂ‡Ô˘Ó ‰‡Ô ÂÎ‰Ô¯¤˜ Ù¤ÙÔÈˆÓ
Û˘ÛÙËÌ¿ÙˆÓ.

OÈ ·Ú¯·ÈÔÏÔÁÈÎ¤˜ ÁÓÒÛÂÈ˜ ÚÔÛ·˘Í¿ÓÔÓÙ·È

Photography and archaeology are both, among
other things, a means of recuperating the past;
archaeology through the col lect ion and
examinat ion of mater ia l  evidence, and
photography through representation. Both
disciplines, however, though popularly held to
embody impartial evidential value, are subject to
the vagaries of interpretation. Photographs and
excavat ion f inds can contr ibute to an
understanding of the past , but such
understanding is very much at the mercy of the
interpreter ’s  prejudices, desires and
preconceptions; each successive generation seeks
and inevitably finds confirmation of that which is
important to it in the past.Additionally, both can
be considered systems for indexing, cataloguing
and classifying certain aspects of the world:
photographic images of water towers and
fragments of late Mycenaean potter y lend
themselves equally well to such procedures.

Archaeology works by accretion: knowledge is
acquired bit by bit, fragment by fragment.
Spectacular f inds are the exception;

ÛÙ·‰È·Î¿, ÎÔÌÌ¿ÙÈ-ÎÔÌÌ¿ÙÈØ Ù· ÂÓÙ˘ˆÛÈ·Î¿
Â˘Ú‹Ì·Ù· ·ÔÙÂÏÔ‡Ó ÂÍ·›ÚÂÛË. ∂›Ó·È ÔÏ‡
Èı·ÓfiÙÂÚÔ ¤Ó·˜ ·Ú¯·ÈÔÏfiÁÔ˜ Ó· ·Û¯ÔÏÂ›Ù·È,
ÏfiÁÔ˘ ¯¿ÚÈÓ, ÌÂ ÙË ‰ÈÂÚÂ‡ÓËÛË ·Ú¯·›ˆÓ
ÂÌÔÚÈÎÒÓ ‰›·˘ÏˆÓ ·Ó·Ï‡ÔÓÙ·˜ ÛÙ·ÙÈÛÙÈÎ¿ ÙË
‰È·ÓÔÌ‹ ‹ÏÈÓˆÓ ÎÙÂÚÈÛÌ¿ÙˆÓ, ·Ú¿ ÌÂ ÙËÓ
ÂÍfiÚ˘ÍË ‚·ÛÈÏÈÎÒÓ Ù¿ÊˆÓ. ∏ ÂÈÎfiÓ·
ÔÔÈÔ˘‰‹ÔÙÂ ¯·Ì¤ÓÔ˘ ÔÏÈÙÈÛÌÔ‡ Û˘ÁÎÚÔÙÂ›Ù·È
‰ÈÛÙ·ÎÙÈÎ¿, ÂÚÈÛÙÔÈ¯ÈÛÌ¤ÓË ·fi ÂÚˆÙËÌ·ÙÈÎ¿ Î·È
·ÌÊÈ‚ÔÏ›Â˜.¶ÔÏÏ¿ ·fi Ù· ˘fi ÌÂÏ¤ÙË ·ÓÙÈÎÂ›ÌÂÓ·
Â›Ó·È ÂÎ ÙˆÓ ÂÓfiÓÙˆÓ ÂÏÎ˘ÛÙÈÎ¿, ÌÂÚÈÎ¿ Â›Ó·È
fiÌÔÚÊ·, Ï›Á· Â›Ó·È ÌÔÓ·‰ÈÎ¿Ø Ù· ÈÔ ÔÏÏ¿ Â›Ó·È
ÂÎ ÚÒÙË˜ fi„Âˆ˜ ‚·ÚÂÙ¿ Î·È ¿ÓÂ˘ ÂÓ‰È·Ê¤ÚÔÓÙÔ˜
- ÔÈ ÌË ÂÈ‰ÈÎÔ› fiÌˆ˜ Û·Ó›ˆ˜ ¤¯Ô˘Ó ÙËÓ Â˘Î·ÈÚ›·
Ó· Ù· ÂÂÍÂÚÁ·ÛıÔ‡Ó, ·ÊÔ‡ Û˘Ó‹ıˆ˜
Ê˘Ï¿ÛÛÔÓÙ·È ÛÂ Î¿ÛÂ˜ ÛÙ· ˘fiÁÂÈ· ÌÔ˘ÛÂ›ˆÓ Î·È
·ÓÂÈÛÙËÌ›ˆÓ.∏ ·Í›· ÙˆÓ ¤ÁÎÂÈÙ·È fi¯È ÙfiÛÔ ÛÙÔ Ù›
Â›Ó·È, fiÛÔ ÛÙÈ˜ ÂÈÎ·Û›Â˜ Ô˘ ÂÁÂ›ÚÂÈ Ë ·ÚÔ˘Û›·
ÙˆÓ ÛÂ ‰Â‰ÔÌ¤ÓË ÙÔÔıÂÛ›·, ÛÂ ‰Â‰ÔÌ¤ÓÔ ‚¿ıÔ˜
Î·È ÛÂ ‰Â‰ÔÌ¤ÓÂ˜ ÔÛfiÙËÙÂ˜.
∆Ô ›‰ÈÔ ÈÛ¯‡ÂÈ Î·È ÁÈ· ÙÔ ÌÂÁ·Ï‡ÙÂÚÔ Ì¤ÚÔ˜ ÙÔ˘
Û˘ÛÛˆÚÂ˘Ì¤ÓÔ˘ fiÁÎÔ˘ ÊˆÙÔÁÚ·Ê›·˜
ÙÂÎÌËÚ›ˆÛË˜: ÙÔ ÂÚ›ÊËÌÔ ·Ú¯Â›Ô ÙË˜ FSA (Farm
Security Administration - ¢ÈÂ‡ı˘ÓÛË ∞ÁÚÔÙÈÎ‹˜
¶ÚÔÛÙ·Û›·˜) ·ÔÙÂÏÂ›  ÔÏ‡ÙÈÌË ËÁ‹
ÏËÚÔÊÔÚÈÒÓ Û¯ÂÙÈÎ¿ ÌÂ ÙÈ˜ Û˘Ó¤ÂÈÂ˜ ÙÈ˜
ªÂÁ¿ÏË˜ ⁄ÊÂÛË˜  ÛÙÔÓ ·ÁÚÔÙÈÎfi ÏËı˘ÛÌfi ÙˆÓ
∏ÓˆÌ¤ÓˆÓ ¶ÔÏÈÙÂÈÒÓ,¯ˆÚ›˜ fiÏÂ˜ ÔÈ ÊˆÙÔÁÚ·Ê›Â˜
Ô˘ ÂÚÈ¤¯ÂÈ Ó· Â›Ó·È ÂÊ¿ÌÈÏÏÂ˜ ·˘ÙÒÓ ÙÔ˘ Walker
Evans. ∞ÓÙÈÛÙÔ›¯ˆ˜, Ë Î¿ıÂ ÊˆÙÔÁÚ·ÊÈÎ‹
ÏÂÙÔÌ¤ÚÂÈ· ÙË˜ ·Ú¯ÈÙÂÎÙÔÓÈÎ‹˜ ÙÔ˘ ¶·ÚÈÛÈÔ‡ Ô˘
ÔÊÂ›ÏÂÙ·È ÛÙÔ Eugene Atget ‰ÂÓ ·ÔÙÂÏÂ›
·˘ÙfiÌ·Ù· ¤Ó· ÌÈÎÚfi ·ÚÈÛÙÔ‡ÚÁËÌ·. ∂ÈÏ¤ÔÓ, Ù·
ÂÚÈÂ¯fiÌÂÓ· ·ÎfiÌ· Î·È ÂÓfi˜ ÔÌÔÏÔÁÔ˘Ì¤Óˆ˜
ÔÏÈÙÈÎÔÔÈËÌ¤ÓÔ˘ ·Ú¯Â›Ô˘ fiˆ˜ ·˘Ùfi ÙË˜ FSA
˘fiÎÂÈÓÙ·È Â‡ÎÔÏ· ÛÂ ‰È·ÊÔÚÂÙÈÎ¤˜ ÂÚÌËÓÂ›Â˜: ÌÂ
ÚÔÛÂ¯ÙÈÎ‹ ÂÈÏÔÁ‹, ÔÈ ·fiÎÏËÚÔÈ ·ÁÚfiÙÂ˜ Ô˘
··ı·Ó¿ÙÈÛ·Ó Ô Evans Î·È Ë Dorothea Lange
ÌÔÚÔ‡Ó Ó· ·ÚÔ˘ÛÈ·ÛıÔ‡Ó Î·È Ó· ÂÚÌËÓÂ˘ıÔ‡Ó
Â›ÙÂ ˆ˜ Â˘ÁÂÓÈÎ¿ ı‡Ì·Ù· ÙÔ˘ ·¯·Ï›ÓˆÙÔ˘
Î·ÈÙ·ÏÈÛÌÔ‡, Â›ÙÂ ˆ˜ ·Ó›Î·ÓÔÈ Î·È ¿ÍÂÛÙÔÈ
ÚÔÏÂÙ¿ÚÈÔÈ , ¿ÍÈÔÈ  ÙË˜ ÌÔ›Ú·˜ ÙˆÓ. ∏
Â·Ó·Î·Ù·ÛÎÂ˘‹ ·ÎfiÌ· Î·È ÙÔ˘ Û¯ÂÙ ÈÎ¿
ÚfiÛÊ·ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜ Â›Ó·È ¤ÙÛÈ ‹ ·ÏÏÈÒ˜
ÂÁ¯Â›ÚËÌ· ÁÂÌ¿ÙÔ ·‚Â‚·ÈfiÙËÙ·Ø fiÙ·Ó Ì¿ÏÈÛÙ·
·ÓÙÈÌÂÙˆ›˙ÂÙ·È ÚÔÌÂÏÂÙËÌ¤ÓË ·¿ÙË, fiˆ˜

archaeologists are more likely to be tracing trade
routes through stat is t ical  analysis of the
distribution of pottery shards than uncovering
royal hoards.The image of any lost culture is built
up hesitantly, hedged about by speculation and
doubt. Many of the objects and artefacts studied
are attractive in their own right, a few are
beautiful, fewer still are unique; many more are
superficially dull and uninteresting, but non-
specialists rarely see these, since they tend to live
in  packing cases in the basements of museums
and universities.Their value lies not so much in
what they are, as in the conjectures provoked by
their presence in a specific place, in a given
stratum and in particular quantities.

The same might be said of the accumulated mass
of evidential photography: the FSA archive is an
invaluable source on the effects of the Great
Depression on rural America, but not all of its
contents are of Walker Evans quality, any more
than every one of Atget’s innumerable images of
Par is ian archi tectural detai l ing is a l i t t le
masterpiece. Moreover, even the contents of as
overtly politicised an archive as the FSA’s are
subject to a variety of interpretations: given a
modicum of selectivity, Evans’ or Dorothea
Lange’s dispossessed farmers can be presented
and seen as ei ther the noble vict ims of
speculative capitalism, or as feckless rednecks.
The reconstruction of even the relatively recent
past through photographs is at best an enterprise
fraught with uncer tainty; when deliberate
deception is involved, as is notoriously the case
with the iconography of the Stalin era, it can
become virtually impossible.

From a strictly functional viewpoint, photography
is of course closely associated with archaeology
as an invaluable tool, one whose utility was
recognised relatively early on. Not only as an aid
to eventual publication,but also because it can to
some extent mitigate the irreversibility of
excavat ion by establ ishing a record of
intermediate states.A mid-20th century essay on
the use of technology in the field makes precisely
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Û˘Ì‚·›ÓÂÈ ÌÂ ÙËÓ ÂÈÎÔÓÔÁÚ·Ê›· ÙË˜ ™Ù·ÏÈÓÈÎ‹˜
ÂÔ¯‹˜,Î·ı›ÛÙ·Ù·È Û¯Â‰fiÓ ·‰‡Ó·ÙÔ.

∞fi Î·ı·Ú¿ ÏÂÈÙÔ˘ÚÁÈÎ‹ ¿Ô„Ë, Ë ÊˆÙÔÁÚ·Ê›·
Û¯ÂÙ›˙ÂÙ·È ÌÂ ÙËÓ ·Ú¯·ÈÔÏÔÁ›· ˆ˜ ÔÏ‡ÙÈÌÔ
ÂÚÁ·ÏÂ›Ô, Ë ¯ÚËÛÈÌfiÙËÙ· ÙÔ˘ ÔÔ›Ô˘
·Ó·ÁÓˆÚ›ÛıËÎÂ ·ÚÎÂÙ¿ ÓˆÚ›˜, fi¯È ÌfiÓÔ Û·Ó
‚Ô‹ıËÌ· ÛÙË ‰ËÌÔÛ›Â˘ÛË, ·ÏÏ¿ ÎÈ ÂÂÈ‰‹
ÌÔÚÔ‡ÛÂ, Î·Ù·ÁÚ¿ÊÔÓÙ·˜ ÂÓ‰È¿ÌÂÛ· ÛÙ¿‰È·, Ó·
·Ì‚Ï‡ÓÂÈ ˆ˜ ¤Ó· ‚·ıÌfi ÙÔ ·ÌÂÙ¿ÎÏËÙÔ ÙË˜
·Ó·ÛÎ·Ê‹˜.ŒÓ· ÂÈÛÙËÌÔÓÈÎfi ‰ÔÎ›ÌÈÔ ÙˆÓ Ì¤ÛˆÓ
ÙÔ˘ 20Ô˘ ·ÈÒÓ· Û¯ÂÙÈÎ¿ ÌÂ ÙËÓ ¯Ú‹ÛË ÙË˜
ÙÂ¯ÓÔÏÔÁ›·˜ ÂÈÌ¤ÓÂÈ Û’ ·˘Ùfi ·ÎÚÈ‚Ò˜ ÙÔ ÛËÌÂ›Ô:
«∞ÓÙÈÚÚ‹ÛÂÈ˜ Û¯ÂÙÈÎ¿ ÌÂ ÙÔ ˘„ËÏfi ‰‹ıÂÓ ÎfiÛÙÔ˜
ÙË˜ ÊˆÙÔÁÚ¿ÊÈÛË˜ Î·È ÙÔ˘ ÊˆÙÔÁÚ·ÊÈÎÔ‡ ˘ÏÈÎÔ‡
‰ÂÓ ÛÙ¤ÎÔÓÙ·ÈØ Â›Ó·È ÚÔÙÈÌfiÙÂÚÔ Ó· ÛÎ¿‚ÂÈ Î·ÓÂ›˜
ÏÈÁfiÙÂÚÔ Î·È Ó· Â›Ó·È ÛˆÛÙ¿ ÂÍÔÏÈÛÌ¤ÓÔ˜, ·Ú¿
Ó· ÛÎ¿‚ÂÈ ÂÚÈÛÛfiÙÂÚÔ, ·ÏÏ¿ ÌÂ ÂÏÏÂÈ‹
Î·Ù·ÁÚ·Ê‹ ÙˆÓ ÂÍ·Ê·ÓÈÛı¤ÓÙˆÓ ÛÙÚˆÌ¿ÙˆÓ.
¶fiÛÂ˜ ÊÔÚ¤˜ ‰ÂÓ Ê¿ÓËÎÂ ·‰‡Ó·ÙÔÓ Ó·
··ÓÙËıÔ‡Ó ÌÂÙ·ÁÂÓ¤ÛÙÂÚÂ˜ ·ÔÚ›Â˜ ÂÂÈ‰‹ ‰ÂÓ
˘‹Ú¯Â Â ÈÎfiÓ· ÈÎ·Ó‹ Ó· Û˘Ó‰Ú¿ÌÂÈ ÛÙ È˜
·Ó·ÌÓ‹ÛÂÈ˜;».1 ∆Ô fiÙÈ Ë ÏÂÈÙÔ˘ÚÁÈÎ‹ ÊˆÙÔÁÚ·Ê›·
¤¯ÂÈ  Û˘¯Ó¿ ÙËÓ ‰ÈÎ‹ ÙË˜ ÛÂÌÓ‹ ÔÌÔÚÊÈ¿
˘ÔÁÚ·ÌÌ›˙ÂÙ·È ·fi ÙËÓ ÂÚÁ·Û›· ÙÔ˘ ™ˆÎÚ¿ÙË
ª·˘ÚÔÌ¿ÙË, Â› ¤Ó· Ù¤Ù·ÚÙÔ ÙÔ˘ ·ÈÒÓ· Â›ÛËÌÔ˘
ÊˆÙÔÁÚ¿ÊÔ˘ ÙË˜ ∂ÈÙÚÔ‹˜ ™˘ÓÙËÚ‹ÛÂˆ˜
ªÓËÌÂ›ˆÓ ∞ÎÚÔfiÏÂˆ˜Ø ÔÈ ÏÂÙÔÌÂÚÂ›˜ ÙÔ˘
ÊˆÙÔÁÚ·Ê›Â˜ ·fi ÙÔ ‰·¤‰Ô˘ ÙÔ˘ ¶·ÚıÂÓÒÓ·
Â›Ó·È Û¯Â‰fiÓ „ËÏ·ÊËÙ¤˜.

ÕÏÏÔÈ ÊˆÙÔÁÚ¿ÊÔÈ ÏËÛÈ¿˙Ô˘Ó Ù· ·Ú¯·ÈÔÏÔÁÈÎ¿
ı¤Ì·Ù· ÌÂ ÈÌÚÂÛÈÔÓÈÛÙÈÎ‹ ‰È¿ıÂÛË. ∞ÓÙ› ‰ËÏ·‰‹
ÁÈ· Â·ÎÚÈ‚‹ Î·Ù·ÁÚ·Ê‹,ÚÔÛ·ıÔ‡Ó Ì¿ÏÏÔÓ Ó·
ÌÂÙ·Ê¤ÚÔ˘Ó ÙËÓ ·›ÛıËÛË Ì˘ÛÙËÚ›Ô˘ ‹ ıÂ˚Î‹˜
·ÚÔ˘Û›·˜ Ô˘ ÙfiÛÔ Û˘¯Ó¿ ¯·Ú·ÎÙËÚ›˙ÂÈ ÙÈ˜
·Ú¯·›Â˜ ÙÔÔıÂÛ›Â˜. ™ÙÔ ÓÂ‡Ì· ·˘Ùfi ÎÈÓÔ‡ÓÙ·È Ô
ÕÚÈ˜ °ÂˆÚÁ›Ô˘ Î·È Ô £ˆÌ¿˜ °ÂÚ·ÛfiÔ˘ÏÔ˜ ÛÙËÓ
∂ÏÏ¿‰·, Ô Alain Ceccaroli ÛÙË µfiÚÂÈÔ ∞ÊÚÈÎ‹ Î·È
ÙËÓ ª¤ÛË ∞Ó·ÙÔÏ‹, Î·È Ë ∂ÚÈ¤Ù· ∞ÙÙ¿ÏË ÛÂ
ÛÙÔÈ¯ÂÈˆÌ¤Ó· ·fi ÙÔÓ ¿ÓÂÌÔ ·Ú¯·›· °È·ˆÓ¤˙ÈÎ·
ÎÔÈÌËÙ‹ÚÈ·. ∆ËÓ ›‰È· ÚfiıÂÛË ¤¯ÂÈ  Î·È Ô
‰È·ÏÔÁÈÛÌfi˜ ÙÔ˘ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÛÙ‹ Jean-Daniel
Pollet ¿Óˆ ÛÙÈ˜ µ¿ÛÛÂ˜, Û›ÁÔ˘Ú· Ô ÔÌÔÚÊfiÙÂÚÔ˜
Î·È ÈÔ ·fiÌÂÚÔ˜ fiÏˆÓ ÙˆÓ ·Ú¯·›ˆÓ ÂÏÏËÓÈÎÒÓ
Ó·ÒÓ.

this point: Objections regarding the high cost of
photographic equipment and of photography
itself are irrelevant, for it is better to dig less and
be properly equipped, than to dig more and have
but an incomplete record of vanished strata.How
often has a subsequently arising question proved
impossible to resolve for lack of an image
capable of bolstering a description based on
memory. 1 That functional photographic images
often have a sober beauty of their own is
underlined by the work of Sokratis Mavromatis,
who for the last quarter-century has been official
photographer to the Acropolis Monuments
Restorat ion project ; his detai led, l i fes ize
photographs of the Parthenon’s worn flagstones
have an almost tactile quality.

Other photographers approach archaeological
subjects in a more impressionistic spirit; rather
than provide an accurate record, they seek to
communicate that sense of the numinous which
so often characterises ancient sites. In this spirit,
Aris Georgiou and Thomas Gerasopoulos turn
their attention to ancient Greek sites, Alain
Ceccaroli to North Africa and the Middle East, and
Erieta Attali to ancient Japanese cemeteries
haunted by wind in the pine trees. Similar in
intention is Jean-Daniel Pollet’s filmic meditation
on the temple of Apollo at Bassae, surely the
loneliest and probably the most beautiful of all
Greek temples.

It is possible, too, to play games with archaeology
and its cer t i tudes. Ian Walker does so by
combining recent photographic images of the
statues, which once stood in the Agora of
Thessaloniki and were known as the Incantadas
or Enchanted Ones with subtly dif ferent
engravings taken from Revett and Stuart’s famous
Antiquities of Athens, one of the sourcebooks of
Greek revival. Stergios Karavatos undertakes an
exhaustive typological study, reminiscent in some
way of the Bechers, of castles and fortifications
but the structures in question are ephemeral
constructions made of sand, encountered on
beaches around the Mediterranean.Also playing

∂›Ó·È Â›ÛË˜ ‰˘Ó·ÙfiÓ Ó· ·›ÍÂÈ Î·ÓÂ›˜ ÌÂ ÙËÓ
·Ú¯·ÈÔÏÔÁ›· Î·È ÙÈ˜ ‚Â‚·ÈfiÙËÙ¤˜ ÙË˜. √ Ian Walker
·ÓÙÈ·Ú·‚¿ÏÂÈ ÚfiÛÊ·ÙÂ˜ ÊˆÙÔÁÚ·Ê›Â˜ ÙˆÓ
«M·ÁÂÌ¤ÓˆÓ ÙË˜ £ÂÛÛ·ÏÔÓ›ÎË˜» Ô˘ ‚Ú›ÛÎÔÓÙ·È
Û‹ÌÂÚ· ÛÙÔ §Ô‡‚ÚÔ ÌÂ ÙÈ˜ ·ÚÎÂÙ¿ ‰È·ÊÔÚÂÙÈÎ¤˜
¯·ÏÎÔÁÚ·Ê›Â˜ ÙˆÓ ›‰ÈˆÓ ·Á·ÏÌ¿ÙˆÓ ÛÙÔ ÏÂ‡ÎˆÌ·
AÚ¯·ÈfiÙËÙÂ˜ ÙˆÓ AıËÓÒÓ ÙˆÓ Revett Î·È Stuart,
‚·ÛÈÎ‹ ËÁ‹ ÙË˜ ÏÂÁfiÌÂÓË˜ ∂ÏÏËÓÈÎ‹˜
·Ó·Á¤ÓÓËÛË˜.™ÙÔ ÚfiÙ˘Ô ÙˆÓ Becher,Ô ™Ù¤ÚÁÈÔ˜
∫·Ú¿‚·ÙÔ˜ ÂˆÌ›˙ÂÙ·È ÙËÓ ÂÍ·ÓÙÏËÙÈÎ‹
Ù˘ÔÏÔÁÈÎ‹ ÌÂÏ¤ÙË Î¿ÛÙÚˆÓ Î·È Ô¯˘ÚÒÓ - ÌÂ ÙË
‰È·ÊÔÚ¿ ˆ˜ Ù· ÂÓ ÏfiÁˆ ÎÙ›ÛÌ·Ù· Â›Ó·È
ÚÔÛˆÚÈÓ¤˜ Î·Ù·ÛÎÂ˘¤˜ ·fi ¿ÌÌÔ Ô˘
Û˘Ó¿ÓÙËÛÂ ÛÂ ‰È¿ÊÔÚÂ˜ ªÂÛÔÁÂÈ·Î¤˜ ·ÌÌÔ˘‰È¤˜.
H §›˙Ë K·ÏÏÈÁ¿ Î·È Ô Keith Arnatt  ·›˙Ô˘Ó ¿ÏÏ·
·È¯Ó›‰È· ÌÂ ÙÈ˜ Ù˘ÔÏÔÁÈÎ¤˜ ÛÂÈÚ¤˜: Ù· ıÚ·‡ÛÌ·Ù·
ÌˆÛ·˚ÎÒÓ ·ÙˆÌ¿ÙˆÓ Ô˘ ÊˆÙÔÁÚ·Ê›˙ÂÈ Ë
∫·ÏÏÈÁ¿ Î·È Ù· ·˙‹ÙËÙ· ÛÎÔ˘›‰È· ÙÔ˘ Arnatt ı·
ÌÔÚÔ‡Û·Ó, ÊˆÙÔÁÚ·ÊËÌ¤Ó· ÌÂ ÙfiÛË Ù¤¯ÓË Î·È
ÛÔ‚·ÚfiÙËÙ·, ¿ÓÂÙ· Ó· ¿ÚÔ˘Ó ÙË ı¤ÛË ÙÔ˘˜ ÛÂ
Î¿ÔÈ· ÌÔ˘ÛÂÈ·Î‹ Û˘ÏÏÔÁ‹. ŸÛÔ ÁÈ· Ù È˜
·Ú¿ÍÂÓ· ·Ú·ÌÔÚÊˆÌ¤ÓÂ˜ ·ÓıÚÒÈÓÂ˜ Ì¿ÛÎÂ˜
ÙÔ˘ ™Ù·‡ÚÔ˘ ∫Ô˘Î¤ÏË, ÚfiÎÂÈÙ·È ÚÔÊ·ÓÒ˜ ÁÈ·
·ÓÙÈÎÂ›ÌÂÓ· Ï·ÙÚÂ˘ÙÈÎ‹˜ ¯Ú‹ÛË˜, ‹ ›Ûˆ˜ Ù·
ÚfiÛˆ· ÙˆÓ ÚÔ˚ÛÙÔÚÈÎÒÓ ÙˆÌ¿ÙˆÓ Ô˘ Î·Ù¿
Î·ÈÚÔ‡˜ ·Ó·Û‡ÚÔÓÙ·È, Ì˘ÛÙËÚÈˆ‰Ò˜ ‰È·ÙËÚËÌ¤Ó·,
·fi ÙÔ˘˜ ÛÎ·Ó‰ÈÓ·‚ÈÎÔ‡˜ ‚¿ÏÙÔ˘˜.

∏ ÈÛÙÔÚ›·, ÈÛ¯˘Ú›˙ÂÙ·È Ô Ian Jeffrey ÛÂ ¤Ó· ÎÂ›ÌÂÓÔ
¿Óˆ  ÛÙÔÓ Kai-Olaf Hesse, «Â›Ó·È ÂÍ·ÈÚÂÙÈÎ¿
‰˘ÛÚfiÛÈÙË, Î·ıÒ˜ ·ÔÙÂÏÂ›Ù·È ·fi ¿ÂÈÚ·
·Û‹Ì·ÓÙ· ÁÂÁÔÓfiÙ· Î·È ·ÂÈÚÔÂÏ¿¯ÈÛÙÂ˜ ·ÏÏ·Á¤˜
ÚÔÔÙÈÎ‹˜». ™ÙË ÛÂÈÚ¿ 67/89, Ô Hesse ÛÙÚ¤ÊÂÈ
ÙËÓ ‰ÈÎ·ÓÈÎ‹ Ì·ÙÈ¿ ÙÔ˘ ·Ú¯·ÈÔÏfiÁÔ˘ ÛÙÈ˜
·Ó·¿ÓÙÂ¯· ÎÔÈÓfiÙÔÂ˜ ÙÔÔıÂÛ›Â˜ ÔÏÈÙÈÎ‹˜ ‚›·˜
ÛÙË °ÂÚÌ·Ó›· ÙˆÓ ÂÙÒÓ 1967-1989. ∆¤ÏÔ˜, Ô Joan
Fontcuberta ÚÔÛÊ¤ÚÂÈ ÊˆÙÔÁÚ·ÊÈÎ‹ Ì·ÚÙ˘Ú›·
Û¯ÂÙÈÎ¿ ÌÂ ÙËÓ ÂÌÊ‡ÙÂ˘ÛË ·ÔÈÎ›·˜ µ¿ÛÎˆÓ
Ê·Ï·ÈÓÔı‹ÚˆÓ Î·Ù¿ ÙÈ˜ ·Ú¯¤˜ ÙÔ˘ 16Ô˘ ·ÈÒÓ·
ÛÙËÓ ÂÚÈÔ¯‹ ÙÔ˘ ∫·Ó·‰ÈÎÔ‡ QuebecØ ÔÈ
Ì·ÚÙ˘Ú›Â˜ ·˘Ù¤˜ Ú¤ÂÈ Ê˘ÛÈÎ¿ Ó· ·ÍÈÔÏÔÁËıÔ‡Ó
ÂÓ fi„ÂÈ ÔÚÈÛÌ¤ÓˆÓ ÚÔËÁÔ˘Ì¤ÓˆÓ ÂÚÁ·ÛÈÒÓ ÙÔ˘
ÁÓˆÛÙÔ‡ ∫·Ù·Ï·ÓÔ‡ Î·ÏÏÈÙ¤¯ÓË.

1. Albert France-Lanord, “Intérêt et Limites des Méthodes
Scientifiques en Archéologie”, ÛÙÔ Études Archéologiques, ed.
Paul Courbin,¶·Ú›ÛÈ 1963,Û.107.

with typologies, Keith Arnett and Lizzie Calligas
consider the status of the found object, taking it as
a subject for study and display; as photographed
by them, Arnatt’s objects from a rubbish dump
(the original title of his series) and Calligas’wave-
worn fragments of industrial mosaic paving could
both easily claim museum status. As for the
strangely distorted human masks produced by
Stavros Koukelis, these are clearly objects of ritual
significance, or perhaps the faces of prehistoric
men recovered from the peat bogs of
Scandinavia.

History, Ian Jeffrey claims in an essay on the
photography of Kai-Olaf Hesse, is unusually
difficult of access, made up as it is of a myriad
small events and adjustments of perspective; in
his ser ies 67/89 , Hesse brings the survey
archaeologist’s quasi-forensic focus to bear on the
disconcertingly banal sites of German political
and civil violence between 1967 and 1989.Finally,
Joan Fontcuber ta provides photographic
evidence relating to the existence of an early
16th-century Basque whalers’ settlement in what
later became Quebec. Evidence which must be
evaluated in the light of the well-known artist’s
previous projects.

1. Albert France-Lanord, “Intérêt et Limites des Méthodes
Scientifiques en Archéologie”, in Études Archéologiques, ed.
Paul Courbin,Paris 1963,p.107.
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∂ÓfiÛˆ ÛÎ¿‚·ÌÂ Ì›· Ù¿ÊÚÔ ‚ÔÚÂ›ˆ˜ ÙˆÓ ·Ó·ÙÔÏÈÎÒÓ Ô¯˘ÚˆÌ·ÙÈÎÒÓ ¤ÚÁˆÓ, ·Ó·Î·Ï‡„·ÌÂ ¤Ó·Ó ·Ú¯·›Ô
Ù¿ÊÔ ÛÂ ‚¿ıÔ˜ ÌÂÚÈÎÒÓ Ì¤ÙÚˆÓ. ∆›ÔÙ· ÛÙËÓ ÂÈÊ¿ÓÂÈ· ‰ÂÓ Ì·ÚÙ˘ÚÔ‡ÛÂ ÙËÓ ‡·ÚÍË Ù¿ÊÔ˘, Ô‡ÙÂ Î·È
¯ÚËÛÈÌÔÔÈ‹ıËÎ·Ó ÎÂÚ·Ì›‰È· ÁÈ· ÙËÓ Û·ÚÎÔÊ¿ÁÔ,Ô˘ ‹Ù·Ó ·fi Í‡ÏÔ.ª¤Û· ÛÙË Û·ÚÎÔÊ¿ÁÔ ‹Û·Ó ‰‡Ô
ÙÂÙÚ¿ÁˆÓ· Ê¤ÚÂÙÚ·, ¯ˆÚ›˜ ÔÈÎfiÛËÌ·. µÚ‹Î·ÌÂ Â›ÛË˜ ¿Óˆ ·fi Â›ÎÔÛÈ Í‡ÏÈÓ· ·Á¿ÏÌ·Ù·, ‡„Ô˘˜ ÂÓfi˜
ÂÚ›Ô˘ Ì¤ÙÚÔ˘. ŸÙ·Ó ·ÓÔ›¯ıËÎÂ ÁÈ· ÚÒÙË ÊÔÚ¿ Ô Ù¿ÊÔ˜, Â›‰·ÌÂ fiÙÈ Ù· ·Á¿ÏÌ·Ù· ·Ú›ÛÙ·Ó·Ó
·ÓıÚÒÈÓÂ˜ ÌÔÚÊ¤˜, ÌfiÏÈ˜ fiÌˆ˜ Ù· ·ÁÁ›Í·ÌÂ, fiÛÔ Î·È ÂÏ·ÊÚÈ¿, ·Ì¤Ûˆ˜ ‰È·Ï‡ıËÎ·Ó Î·È ¤ÁÈÓ·Ó ÛÎfiÓË
ÛÙ· ¯¤ÚÈ· Ì·˜.¶¿Óˆ ÛÙ· Ê¤ÚÂÙÚ· ‹Û·Ó ÂÚÈÛÛfiÙÂÚ· ·fi ÂÎ·Ùfi ÓÔÌ›ÛÌ·Ù· «wu shu» ÙË˜ ‰˘Ó·ÛÙÂ›·˜ ÙˆÓ
Ã¿Ó. ª¤Û· ÛÙÔ ÓÂÚfi, ·ÎfiÌ· ÊÚ¤ÛÎ·, ‹Û·Ó ÎÔÌÌ¿ÙÈ· ˙·Î·ÚÔÎ¿Ï·ÌÔ, ÎÔ˘ÎÔ‡ÙÛÈ· ·fi ‰·Ì¿ÛÎËÓ· Î·È
ÛfiÚÔÈ ÂÔÓÈÔ‡.

∏ ÂÈÙ‡Ì‚ÈÔ˜ ÂÈÁÚ·Ê‹ ‰ÂÓ Â¤˙ËÛÂ,ÒÛÙÂ ‰ÂÓ ÌÔÚ¤Û·ÌÂ Ó· ÂÍ·ÎÚÈ‚ÒÛÔ˘ÌÂ fiÛÔ ·ÏÈfi˜ ‹Ù·Ó Ô Ù¿ÊÔ˜.
√ ÕÚ¯ÔÓÙ·˜ ‰È¤Ù·ÍÂ ÙÔ˘˜ ÂÚÁ¿ÙÂ˜ ÙˆÓ Ô¯˘ÚˆÌ·ÙÈÎÒÓ ¤ÚÁˆÓ Ó· Í·Ó·ı¿„Ô˘Ó Ù· Ê¤ÚÂÙÚ· Î¿Ùˆ ·fi ÙÔÓ
∞Ó·ÙÔÏÈÎfi §fiÊÔ, ÎÈ ÂÎÂ› ÙÂÏ¤Û·ÌÂ ÙËÓ ÙÂÏÂÙ‹ ÙˆÓ ·Ôı·ÓfiÓÙˆÓ ÌÂ ÎÚ·Û› Î·È ¯ÔÈÚÈÓfi ÎÚ¤·˜. ∂ÂÈ‰‹ ‰ÂÓ
ÁÓˆÚ›˙·ÌÂ Ù· ÔÓfiÌ·Ù¿ ÙˆÓ, Ô‡ÙÂ ÙÔÓ ‚·ıÌfi Û˘ÁÁÂÓÂ›·˜ ÙˆÓ Ì·˙› Ì·˜, ÙÔ˘˜ ÚÔÛÊˆÓ‹Û·ÌÂ ÚÔÛˆÚÈÓ¿
«ÕÁÓˆÛÙÔ˜ ÕÚ¯ÔÓÙ·˜ Î·È ÕÁÓˆÛÙË ∞Ú¯fiÓÙÈÛÛ·».

∫·Ù¿ ÙÔ ¤‚‰ÔÌÔ ¤ÙÔ˜ ÙË˜ ÂÚÈfi‰Ô˘ Yuanjia, ÙËÓ ‰¤Î·ÙË Ù¤Ù·ÚÙË ËÌ¤Ú· ÙÔ˘ ¤Ó·ÙÔ˘ Ì‹Ó·, ÂÁÒ Ô µ·ÚÒÓÔ˜
Zhu Lin, ‰ÈÂ˘ı˘ÓÙ‹˜ ÛÔ˘‰ÒÓ Î·È ÁÚ·ÌÌ·Ù¤·˜ ÙÔ˘ ÁÚ·ÊÂ›Ô˘ ÙË˜ ·ÔÁÚ·Ê‹˜, ‰ÈÔÈÎËÙ‹˜ ÙÔ˘
ÔÏÔÛÙ·Û›Ô˘, ·Ú¯ÈÎ·ÁÁÂÏ¿ÚÈÔ˜, ‰ÈÎ·ÛÙ‹˜ ÙË˜ fiÏË˜ ÙÔ˘ Linzhang, ÚÔÂÙÔ›Ì·Û· ÙËÓ  ÙÂÏÂÙ‹ ÙÔ˘ ÎÚ·ÛÈÔ‡
Î·È ÙÔ˘ ¯ÔÈÚÈÓÔ‡ Î·È ÙËÓ ÚÔÛ¤ÊÂÚ· ÌÂ ÛÂ‚·ÛÌfi ÛÙ· ÓÂ‡Ì·Ù· ÙÔ˘  ÕÁÓˆÛÙÔ˘ ÕÚ¯ÔÓÙ· Î·È ÙË˜
ÕÁÓˆÛÙË˜ ∞Ú¯fiÓÙÈÛÛ·˜.

∫ÈÓ¤˙ÈÎÔ ÎÂ›ÌÂÓÔ,430 Ì.Ã.

While engaged in the digging of a trench along the north side of the eastern fortifications, we
uncovered an ancient tomb at a depth of several feet.There was nothing above ground to indicate the
presence of a sepulchre, nor had clay tiles been used for the sarcophagus, but only wood. Inside the
sarcophagus were two coffins,precisely square,without armorial bearings.There were also over twenty
wooden statues, each three feet high.When the tomb was first opened, we were able to see that they
represented human figures,but no sooner had we touched them,or even merely grazed them,than they
disintegrated into dust between our hands. Lying on the coffins were over a hundred “wu shu”coins of
the Han dynasty.Floating in the water, still fresh,were sugarcane stalks,plum stones and melon grains.

The funerary inscription had vanished, and so we were unable to determine the date and age of the
tomb.My Lord commanded those working on the fortifications to bury the coffins once more beneath
the East Hill, and it was there that we performed the ceremony for the departed with pork and wine.
Since we did not know their names, or the degree of their relationship to us, we gave them the
provisional names of “Obscure Master and Mistress”.

In the seventh year of the Yuanjia era [430 AD],on the fourteenth day of the ninth month,baron Zhu Lin,
director of studies and clerk of the census, entrusted with the general administration of the arsenal,
chancellor general, magistrate of Linzhang, prepared the ceremony of pork and wine and respectfully
offered it to the spirits of the Obscure Master and Mistress.

Chinese text, 430 ADXÚËÛÙÔÛ Ko˘ÎÂÏËÛ

¶ÚÔÛˆÂ›·, 2002 / Masks, 2002
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∏ ·ÓıÚÒÈÓË ÁÂˆÁÚ·Ê›· Â›Ó·È È‰È·›ÙÂÚ·
Û˘ÓÙËÚËÙÈÎ‹: fiÙ·Ó Î¿ÔÈ· ÙÔÔıÂÛ›· ¤¯ÂÈ
Î·ÙÔÈÎËıÂ› ÌÂ ÂÈÙ˘¯›· ÁÈ· ÛËÌ·ÓÙÈÎfi ¯ÚÔÓÈÎfi
‰È¿ÛÙËÌ·, ‰‡ÛÎÔÏ· ÂÁÎ·Ù·ÏÂ›ÂÙ·È, ¤ÎÙÔ˜ ·Ó
·ÏÏ¿ÍÔ˘Ó ÚÈ˙ÈÎ¿ ÔÈ Û˘Óı‹ÎÂ˜. ŒÙÛÈ ‚Ï¤Ô˘ÌÂ Ó·
ıÂÌÂÏÈÒÓÔÓÙ·È Ó·Ô› ¿Óˆ ·fi ÈÂÚ¿ ÎÔÚ˘Ê‹˜,
ÒÛÔ˘ Ó· ·ÓÙÈÎ·Ù·ÛÙ·ıÔ‡Ó ÌÂ ÙË ÛÂÈÚ¿ ÙÔ˘˜ ·fi
¯ÚÈÛÙÈ·ÓÈÎ¤˜ ÂÎÎÏËÛ›Â˜, ÂÓÒ Î˘ÎÏÒÂÈ· ÙÂ›¯Ë,
‚˘˙·ÓÙÈÓ¿ Î¿ÛÙÚ· Î·È ÊÚ¿ÁÎÈÎÔÈ ‡ÚÁÔÈ
·ÏÏËÏÔ‰È·‰¤¯ÔÓÙ·È ÛÙËÓ ›‰È· ¿ÓÙ· Ô¯˘Ú‹
ÙÔÔıÂÛ›·. ™ÙÈ˜ ÂÁÎ·Ù·ÏÂÏÂÈÌÌ¤ÓÂ˜ Ï¤ÔÓ
ÙÔÔıÂÛ›Â˜, Ë ‰È·‰Ô¯‹ ·˘Ù‹, ÌÂ Ù· ·ÏÏÂ¿ÏÏËÏ·
ÛÙÚÒÌ·Ù· Ô˘ ·Ê‹ÓÂÈ, ‰ËÌÈÔ˘ÚÁÂ› ÚfiÛÊÔÚÔ
¤‰·ÊÔ˜ ÁÈ· ·Ú¯·ÈÔÏÔÁÈÎ¤˜ ¤ÚÂ˘ÓÂ˜Ø ·ÓÙÈı¤Ùˆ˜, Ë
Û˘ÓÂ¯È˙fiÌÂÓË Î·ÙÔ›ÎËÛË ÈÛÙÔÚÈÎÒÓ ÙÔÔıÂÛÈÒÓ
Û˘¯Ó¿ ‰ËÌÈÔ˘ÚÁÂ› ·Ó˘¤Ú‚ÏËÙ·, fiˆ˜
·Ô‰ÂÈÎÓ‡Ô˘Ó ÔÈ ∞ıËÓ·˚Î¤˜ ÂÚÈ¤ÙÂÈÂ˜ ÙÔ˘
ªÔ˘ÛÂ›Ô˘ ÙË˜ ∞ÎÚÔfiÏÂˆ˜ Î·È ÙÔ˘ ªÔ˘ÛÂ›Ô˘
°Ô˘Ï·Ó‰Ú‹.

™ÙÔ ‰›ÏËÌÌ· «·Ú¯·›· ‹ Î·ÙÔÈÎ›·», Ë ÔÈÎÔÓÔÌÈÎ‹
Î·È ÔÏÈÙÈÎ‹ ÏÔÁÈÎ‹, ÙÔ˘Ï¿¯ÈÛÙÔÓ fiÙ·Ó ÚfiÎÂÈÙ·È
ÁÈ· ÌÂÁ¿Ï· ·ÛÙÈÎ¿ Î¤ÓÙÚ·,ÎÏÂ›ÓÂÈ Û·ÊÒ˜ ˘¤Ú ÙË˜
Î·ÙÔÈÎ›·˜. ™ËÌ·ÓÙÈÎ‹ ÂÍ·›ÚÂÛË ÛÙÔÓ Î·ÓfiÓ·
·ÔÙ¤ÏÂÛÂ Ë ·Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ, Ô˘ ÛÙÈ˜

Human geography is innately conservative; once
a location has been successfully occupied for a
significant length of time, it is rarely abandoned,
unless conditions change radically.Temples were
often founded on the sites of primitive shrines
until superseded in turn by Christian churches,
while cyclopean walls, byzantine castles and
crusader keeps might succeed one another upon
the same commanding position.Was such a site to
be abandoned, the consecutive strata offered rich
picking to the archaeologist; conversely, the
continued occupation of historical sites often
poses serious practical problems, such as occur
almost daily in Athens or Rome.

In the difficult choice between old and new,
financial and political logic both incline towards
the new, at least in major urban centres. One
major exception to this rule was the site of
ancient Delphi, which at the beginning of the
19th century was almost entirely covered by the
village of Kastri. The new Greek state, however,
fully alive to the crucial role to be played in the
development of a national consciousness by its
identification with ancient Greece, showed a

·Ú¯¤˜ ÙÔ˘ 19Ô˘ ·ÈÒÓ· ‚ÚÈÛÎfiÙ·Ó ÛÂ ÌÂÁ¿ÏÔ
‚·ıÌfi ÛÎÂ·ÛÌ¤ÓÔÈ ·fi ÙÔ ¯ˆÚÈfi ∫·ÛÙÚ›. ∆Ô
Î·ÈÓÔ‡ÚÁÈÔ fiÌˆ˜ ÂÏÏËÓÈÎfi ÎÚ¿ÙÔ˜, ¤¯ÔÓÙ·˜
Â›ÁÓˆÛË ÙÔ˘ ÎÚ›ÛÈÌÔ˘ ÚfiÏÔ˘ Ô˘ ı· ¤·È˙Â ÛÙËÓ
·Ó¿Ù˘ÍË ÙË˜ ÂıÓÈÎ‹˜ Û˘ÓÂ›‰ËÛË˜ Ë Ù·‡ÙÈÛË ÌÂ
ÙËÓ ·Ú¯·›· ∂ÏÏ¿‰·, ¤‰ÂÈÍÂ ·fi ÙËÓ ÚÒÙË ÛÙÈÁÌ‹
È‰È·›ÙÂÚÔ ÂÓ‰È·Ê¤ÚÔÓ ÁÈ· ÙËÓ ÈÛÙÔÚÈÎ¿ fiÛÔ Î·È
Û˘Ó·ÈÛıËÌ·ÙÈÎ¿ ÊÔÚÙÈÛÌ¤ÓË ·˘Ù‹ ÙÔÔıÂÛ›·Ø ÔÈ
ÚÒÙÂ˜ ·Ó·ÛÎ·Ê¤˜, ·fi ÙÔÓ °ÂÚÌ·Ófi ·Ú¯ÈÙ¤ÎÙÔÓ·
Edmund Laurent, ¤ÁÈÓ·Ó Î·ÙfiÈÓ ÂÓÙÔÏ‹˜ ÙÔ˘
πˆ¿ÓÓË ∫·Ô‰›ÛÙÚÈ·.1

∏ Ï‹ÚË˜ fiÌˆ˜ ·ÔÎ¿Ï˘„Ë ÙˆÓ ÌÓËÌÂ›ˆÓ ‹Ù·Ó
Î·Ù’ Ô˘Û›·Ó ·‰‡Ó·ÙË ÂÊfiÛÔÓ ‰ÂÓ ÚÔËÁ‹ıËÎÂ Ë
·ÔÌ¿ÎÚ˘ÓÛË ÙÔ˘ ¯ˆÚÈÔ‡, ÙÔ ÔÔ›Ô ·Ó Î·È Â›¯Â
˘ÔÛÙÂ› ˙ËÌÈ¤˜ ·fi ÙÔ˘˜ ÛÂÈÛÌÔ‡˜ ÙÔ˘ 1823, ÂÓ
ÙÔ‡ÙÔÈ˜ Í·Ó·ÎÙ›ÛıËÎÂ ÛÙËÓ ›‰È· ·ÎÚÈ‚Ò˜
ÙÔÔıÂÛ›·.ÃÚÂÈ¿ÛıËÎ·Ó 68 ÔÏfiÎÏËÚ· ¯ÚfiÓÈ· ÁÈ·
Ó· Û˘ÌÏËÚˆıÂ› Ë ‰È·‰ÈÎ·Û›· ·˘Ù‹, Ô˘ ¿Ú¯ÈÛÂ
ÙÔ 1838 ÌÂ ÙËÓ ÚÒÙË Î·Ù·ÁÚ·Ê‹ ÙË˜ ·Î›ÓËÙË˜
ÂÚÈÔ˘Û›·˜ ÙˆÓ Î·ÙÔ›ÎˆÓ. ∞Ó¿ÌÂÛ· ÛÙ· ¿ÂÈÚ·
ÚÔ‚Ï‹Ì·Ù· Ô˘ ·ÓÙÈÌÂÙˆ›ÛıËÎ·Ó ‹Û·Ó ÔÈ
˘ÂÚ‚ÔÏÈÎ¤˜ ··ÈÙ‹ÛÂÈ˜ ÙˆÓ ∫·ÛÙÚÈÔÙÒÓ, Î·Ù¿ Ù·
ÏÂÁfiÌÂÓ· ÙÔ˘Ï¿¯ÈÛÙÔÓ ÙˆÓ fiÚÁ·ÓˆÓ ÙÔ˘ ÎÚ¿ÙÔ˘˜
(«£· ˙ËÙ‹ÛˆÛÈÓ ÙÔ ÙÚÈÏ¿ÛÈÔÓ ÙË˜ ·Í›·˜ ›Ûˆ˜ Î·È
ÙÔ ÙÂÙÚ·Ï¿ÛÈÔÓ ·˘Ù‹˜», Û‡ÌÊˆÓ· ÌÂ ·Ó·ÊÔÚ¿
ÔÈÎÔÓÔÌÈÎÔ‡ ÂÊfiÚÔ˘), Ë ‹‰Ë ı·ÏÂÚ‹ ÂÏÏËÓÈÎ‹
ÁÚ·ÊÂÈÔÎÚ·Ù›·, Ô ‰Â‡ÙÂÚÔ˜ ÛÂÈÛÌfi˜ ÙÔ˘ 1870 Î·È
ÙÔ ÁÂÁÔÓfi˜ fiÙÈ Ë ƒÔ‡ÌÂÏË ÂÏ˘Ì·›ÓÂÙÔ ÙfiÙÂ ·fi
ÏËÛÙ¤˜. ∂È‚Â‚·›ˆÛË ÙÔ˘ fiÙÈ Ù›ÔÙÂ Î·Ù¿ ‚¿ıÔ˜
‰ÂÓ ·ÏÏ¿˙ÂÈ ·ÔÙÂÏÂ› Ë ÏËÚÔÊÔÚ›· fiÙÈ ÙÔ 1841,
·ÊÔ‡ Â›¯Â ‹‰Ë ÚÔ Î·ÈÚÔ‡ ··ÁÔÚÂ˘ıÂ› Ë
·Ó¤ÁÂÚÛË Ó¤ˆÓ ÎÙÈÚ›ˆÓ, «·Ó·ÊÔÚ·› ÔÏÈÙÒÓ ÙÚÂÈ˜
ÁÂÓfiÌÂÓ·È [˙ËÙÔ‡Ó] ‹ Ó· Á›ÓË Ë ·Ó·ÛÎ·Ê‹ ‹ Ó·
‰Ôı‹ ¿‰ÂÈ· ÔÈÎÔ‰ÔÌ‹˜».

∂›Ó·È Úfi‰ËÏË Ë ¤ÏÏÂÈ„Ë ÂÌ¿ıÂÈ·˜ Ô˘
¯·Ú·ÎÙËÚ›˙ÂÈ ‰ËÌfiÛÈÔ˘˜ ˘·ÏÏ‹ÏÔ˘˜ Î·È
∞ıËÓ·›Ô˘˜ ‰È·ÓÔÔ‡ÌÂÓÔ˘˜ ÛÙË Û¯¤ÛË ÙÔ˘˜ ÌÂ
ÙÔ˘˜ ·˘Ùfi¯ıÔÓÂ˜, ÙÔ˘˜ ÔÔ›Ô˘˜ ÚÔÊ·ÓÒ˜
‚Ï¤Ô˘Ó Û·Ó ÂÓÔ¯ÏËÙÈÎfi Î·È ·Ú¿ÏÔÁ·
··ÈÙËÙÈÎfi ÂÌfi‰ÈÔ. √ ¢. ¶‡ÚÚÔ˜ ÙÔ 1848 ÙÔ˘˜
¯·Ú·ÎÙËÚ›˙ÂÈ «Î·Ù¿ ÔÏÏ¿ ‰˘ÛÙ˘¯Â›˜ ¯ÚÈÛÙÈ·ÓÔ‡˜
[...] Î·Ù·Ì·˘ÚÈÛÌ¤ÓÔ˘˜ ·fi Ù·˜ Î·ÎÔ˘¯›·˜,
Î·‡ÛˆÓ·˜, ·ÁÂÙÔ‡˜», ÂÓÒ ÙÔ 1864 ÙÔ ÀÔ˘ÚÁÂ›Ô
√ÈÎÔÓÔÌÈÎÒÓ ·ÛÎÂ› ·ÁˆÁ‹ ÂÓ·ÓÙ›ÔÓ ÙˆÓ, «ÌË
ıÂÏfiÓÙˆÓ Ó· ·Ú·¯ˆÚ‹ÛˆÛÈÓ Ù· Á‹Â‰¿ ÙˆÓ

particular interest in this historically and
emotionally loaded site; the tentative earliest
excavations, by the German architect Edmund
Laurent, were carried out at the express order of
the first head of state, John Capodistria.

Full excavations were obviously out of the
question until such time as the village was
removed elsewhere, yet even after suffering
damage from the earthquake of 1823, it was
rebuilt on the same spot. It took 68 years to
complete the process of removal, which began
with a formal property census in 1838. Among
the myriad problems to be dealt with were the
excessive demands of the locals, at least
according to government functionaries ("They
will claim three, perhaps even four times the
value of their property", opined an inspector of
finances), the already hydra-headed Greek
bureaucracy, the second earthquake of 1870, and
a persistent plague of bandits. Confirming that
nothing ever changes, a report dated 1841
informs us that some considerable time after all
new construction had been forbidden, "repeated
requests were submitted, demanding either that
excavations be put in hand, or that construction
permits be issued".

There is an evident lack of empathy between
officials and Athenian intellectuals on the one
hand and locals on the other, with the later seen
as an irritating and demanding irrelevance. In
1848, Mr. Pyros calls them "most miserable
christians… blackened by hardship, heat and
frost", while in 1864 the Ministry of Finance
initiates court proceedings against them for
"contumaciously refusing to relinquish their land
at a set price". As for Mr. P. Calligas of Committee
of Friends of Archaeology, his 1867 newspaper
article begins "What is the aspect of this village?
Vile and deplorable. A mass of hutments small as
pigeon coops, piled higgledy-piggledy from top
to bottom of a slope so steep, they seem about to
sl ide over the cl i f f  edge […] Alas for the
desecration! All these cribs are perched on the
foundations of ancient monuments…", and
concludes with the ambiguous comment that

3

“ÊÂ˘ ÙËÛ ‚Â‚ËÏˆÛÂˆÛ!”

“·las for the desecration!”
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Î·Ù¿ Ù·˜ ÓÔÌ›ÌÔ˘˜ ÙÈÌ¿˜». ŸÛÔ ÁÈ· ÙÔÓ ¶. ∫·ÏÏÈÁ¿
ÙË˜ ∂ÈÙÚÔ‹˜ ÙˆÓ ºÈÏ·Ú¯·›ˆÓ, ÙÔ ¿ÚıÚÔ ÙÔ˘
ÛÙËÓ ÂÊËÌÂÚ›‰· ¶·ÏÈÁÁÂÓÂÛ›· ÙÔ 1867 ·Ú¯›˙ÂÈ
«¶Ô›· Ë fi„È˜ ÙÔ˘ ¯ˆÚ›Ô˘; √ÈÎÙÚ¿ Î·È ÂÏÂÂÈÓ‹.
™ˆÚfi˜ ÔÈÎ›ÛÎˆÓ ÌÈÎÚÒÓ ˆ˜ ÂÚÈÛÙÂÚÒÓˆÓ,
Ê‡Ú‰ËÓ Ì›Á‰ËÓ ˘ÂÚÎÂÈÌ¤ÓˆÓ ·ÏÏ‹ÏˆÓ Ì¤¯ÚÈ
ÎÔÚ˘Ê‹˜, Â› ÙÔÛÔ‡ÙÔÓ Î·ÙˆÊÂÚÔ‡˜ Â‰¿ÊÔ˘˜,
ÒÛÙÂ ÓÔÌ›˙ÂÈ ÙÈ˜ fiÙÈ Û˘ÓˆıÔ‡ÌÂÓ·È Ê¤ÚÔÓÙ·È Î·Ù¿
ÎÚËÌÓÔ‡ […] ºÂ˘ ÙË˜ ‚Â‚ËÏÒÛÂˆ˜! Õ·Û·È ·È
Ê¿ÙÓ·È ·‡Ù·È ÂÛÙËÚ›¯ıËÛ·Ó Â› ÙˆÓ ıÂÌÂÏ›ˆÓ
·Ú¯·›ˆÓ ÌÓËÌÂ›ˆÓ…» Î·È Î·Ù·Ï‹ÁÂÈ ÌÂ ÙË
‰ÈÊÔÚÔ‡ÌÂÓË ·Ú·Ù‹ÚËÛË ˆ˜ «Ô˘‰·ÌÔ‡ ÙË˜
ÂÈÎÚ·ÙÂ›·˜ Ë ıÓËÛÈÌfiÙË˜ ÙˆÓ ·È‰ÈÒÓ Â›Ó·È ÙfiÛÔÓ
Û¿ÓÈ· fiÛÔÓ ÂÓ ¢ÂÏÊÔ›˜».

¶ÚÔ˜ ÛÙÈÁÌ‹Ó Ê¿ÓËÎÂ ˆ˜ ÔÈ ÛÂÈÛÌÔ› ÙÔ˘ 1870 ı·
¿ÓÔÈÁ·Ó ÙÔÓ ‰ÚfiÌÔ ÁÈ· ÙÔÓ ÔÚÈÛÙ ÈÎfi
‰È·Î·ÓÔÓÈÛÌfi ÙÔ˘ ı¤Ì·ÙÔ˜. ™Â ÂÈÛÙÔÏ‹ ÙÔ˘, Ô
°ÂÓÈÎfi˜ ŒÊÔÚÔ˜ ÙË˜ ∞Ú¯·ÈÔÏÔÁÈÎ‹˜ ∂Ù·ÈÚÂ›·˜
ÙÔÓ›˙ÂÈ ˆ˜ «·ÏÏËıÒ˜ ÔÈ ÏÂ›ÛÙÔÈ ÙˆÓ Î·ÙÔ›ÎˆÓ
ÙÔ˘ ¯ˆÚ›Ô˘ Î·ÙÂ¯fiÌÂÓÔÈ ˘fi ÙÔ˘ ÙÚfiÌÔ˘ ÙˆÓ
ÛÂÈÛÌÒÓ Î·È ÊÔ‚Ô‡ÌÂÓÔÈ ÌËÓ Â·Ó·ÏËÊıÒÛÈ ÌÂÙ¿
ÙË˜ ·˘Ù‹˜ ÛÊÔ‰ÚfiÙËÙ·˜, ÂÈı˘ÌÔ‡ÛÈ Ó˘Ó Ó·
ÌÂÙÔÈÎ‹ÛˆÛÈÓ ÂÎ ¢ÂÏÊÒÓ».µ¤‚·È·,˘‹Ú¯·Ó ¿ÓÙ·
Î¿ÔÈÔÈ ÂÈÛÌ·Ù¿ÚË‰Â˜ («ÔÏ›ÁÔÈ ‰Â ÙÈÓ¤˜ Á¤ÚÔÓÙÂ˜
ÚÔÙÈÌÒÛÈ Ó· ·Ôı¿ÓˆÛÈ ÂÓ Ù·È˜ ÙˆÓ ·Ù¤ÚˆÓ
·˘ÙÒÓ Î·Ï‡‚·È˜ ‹ Ó· ÂÁÎ·Ù·ÏÂ›„ˆÛÈ ÙÔ ÚÔÛÊÈÏ¤˜
·˘ÙÔ›˜ ¯ˆÚ›ÔÓ ∫·ÛÙÚ›»), ·ÏÏ¿ ÛÂ ÁÂÓÈÎ¤˜ ÁÚ·ÌÌ¤˜
Ô ¤ÊÔÚÔ˜ ÌÔÚÔ‡ÛÂ Ó· Î·Ù·Ï‹ÍÂÈ «¯·›ÚˆÓ fiÙÈ ÔÈ
ÙˆÓ ¢ÂÏÊÒÓ ÛÂÈÛÌÔ› ·Ú¤Û¯ÔÓ ·ÊÔÚÌ‹Ó ÂÈ˜ ÙËÓ
˘ÌÂÙ¤Ú·Ó ÂÈÛÙÔÏ‹Ó».

∆· Ú¿ÁÌ·Ù· fiÌˆ˜ ‰ÂÓ ‹Û·Ó ÙfiÛÔ ·Ï¿…
¶ÚÔÙÔ‡ ÌÂÙ·ÎÈÓËıÂ› ÙÔ ¯ˆÚÈfi, ¤ÚÂÂ Ó·
·Ô˙ËÌÈˆıÔ‡Ó ÔÈ Î¿ÙÔÈÎÔ› ÙÔ˘, Î·È ÏÂÊÙ¿ ÁÈ· ÙÔÓ
ÛÎÔfi ·˘Ùfi ‰ÂÓ ˘‹Ú¯·Ó. ◊‰Ë ·fi ÙÔ 1879 Ë
°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹ ∞ıËÓÒÓ Â›¯Â
ÂÎÊÚ¿ÛÂÈ ÙËÓ ÂÈı˘Ì›· Ó· ·Ó·Ï¿‚ÂÈ ÙËÓ ·Ó·ÛÎ·Ê‹
ÙˆÓ ¢ÂÏÊÒÓ ÌÂ ¤ÍÔ‰¿ ÙË˜ °·ÏÏÈÎ‹˜ Î˘‚¤ÚÓËÛË˜,
Î·È ÙÔ 1881 ¤ÁÈÓ·Ó ÚÔÛ¿ıÂÈÂ˜ Ó· Û˘Ó·ÊıÂ›
Û¯ÂÙÈÎ‹ Û˘ÌÊˆÓ›· ÌÂÙ·Í‡ ÙˆÓ Î˘‚ÂÚÓ‹ÛÂˆÓ. ∆Ô
·ÈÛÈfi‰ÔÍÔ ·˘Ùfi Û¯¤‰ÈÔ ÙÔÚÈÏ›ÛıËÎÂ ·fi ÙÔ˘˜
∫·ÛÙÚÈfiÙÂ˜, fiˆ˜ ÏËÚÔÊÔÚ‹ıËÎÂ ÂÈÛ‹Ìˆ˜ Ô
°¿ÏÏÔ˜  Ú¤Û‚Ë˜ de Moüy: «√ Úˆı˘Ô˘ÚÁfi˜ ÌÔ˘
Â›Â fiÙÈ Â›¯Â Ï¿‚ÂÈ ·fi ÙÔÓ ¤ÊÔÚÔ √ÈÎÔÓÔÌÈÎÒÓ…
¤Ó· ÁÚ¿ÌÌ· Ô˘ ¿ÏÏ·˙Â ÙËÓ Î·Ù¿ÛÙ·ÛË. √
˘¿ÏÏËÏÔ˜ ÙÔ˘ ÁÓˆÛÙÔÔÈÔ‡ÛÂ fiÙÈ ÔÈ Î¿ÙÔÈÎÔÈ

"nowhere else in the state is child mortality as
rare as in Delphi".

I t  appeared for a moment that the 1870
earthquake might open the way for a final
resolution of the problem. In a letter, the
Secretary General of the Archaeological Society
claimed that "the major ity of inhabitants,
consumed by fear of earthquakes and fearing a
violent repetition, genuinely desire to remove
from Delphi". There were, of course, a few
stubborn holdouts (“some few old men prefer to
die in their ancestral huts"), but in general the
secretary felt he could conclude "rejoicing that
the Delphi earthquakes have been the occasion
for this missive".

Things were not that simple. Before the village
could be shifted, somebody had to compensate
the villagers, but no funds were available for the
purpose. In 1879, the French Archaeological
School of Athens expressed an interest in
undertaking the excavation of Delphi at French
government expense, and a serious attempt at
concluding a treaty between the two
governments came close to fruition in 1881. It
was, however, torpedoed by the Kastriotes, as the
French ambassador de Moüy was officially
advised: "The prime minister told me he had
received a letter from the finance director which
changed everything. He was informed that the
inhabitants of Delphi, who have long since been
made aware of the archaeological value of their
land, have made unacceptable demands for
compensation at least twenty times higher… the
Government is therefore obliged to apply to
Parliament for the right to expropriate and
expend the necessary funds".

There followed interminable negotiations
between the French, the Greek government and
the Kastriotes, which ended in 1891 when
appropriate legislation was finally passed. As
usual, however, putting it into practice proved
another matter entirely. In September, according
to Théophile Homolle, the School’s director, "no
sooner had work began, than the whole village

ÙˆÓ ¢ÂÏÊÒÓ,Ô˘ Â›¯·Ó ·fi Î·ÈÚfi ÂÓËÌÂÚˆıÂ› ÁÈ·
ÙËÓ ·Ú¯·ÈÔÏÔÁÈÎ‹ ·Í›· ÙˆÓ Â‰·ÊÒÓ ÙÔ˘˜, ‹ÁÂÈÚ·Ó
··Ú¿‰ÂÎÙÂ˜ ·ÍÈÒÛÂÈ˜ Î·È ··ÈÙÔ‡Û·Ó
·Ô˙ËÌÈÒÛÂÈ˜ Â ›ÎÔÛÈ ÙÔ˘Ï¿¯ÈÛÙÔÓ ÊÔÚ¤˜
ÌÂÁ·Ï‡ÙÂÚÂ˜… Ë ∫˘‚¤ÚÓËÛË Â›Ó·È [ÏÔÈfiÓ]
˘Ô¯ÚÂˆÌ¤ÓË Ó· ÚÔÛÙÚ¤ÍÂÈ ÛÙË µÔ˘Ï‹ ÁÈ· Ó·
¿ÚÂÈ ·fi ·˘Ù‹Ó ÙËÓ ÂÈ‰ÈÎ‹ ÂÍÔ˘ÛÈÔ‰fiÙËÛË
··ÏÏÔÙÚ›ˆÛË˜ ‰È’ ·˘ÙÔ„›·˜, Î·È Ó· Î¿ÓÂÈ Ù·
··Ú·›ÙËÙ· ¤ÍÔ‰· ÁÈ· ÙËÓ ·fiÎÙËÛË ÙˆÓ Â‰·ÊÒÓ».
∞ÎÔÏÔ‡ıËÛ·Ó ·Ù¤ÏÂÈˆÙÂ˜ ‰È·Ú·ÁÌ·ÙÂ‡ÛÂÈ˜
ÌÂÙ·Í‡ ÙˆÓ °¿ÏÏˆÓ,ÙË˜ ÂÏÏËÓÈÎ‹˜ Î˘‚¤ÚÓËÛË˜ Î·È
ÙˆÓ ∫·ÛÙÚÈÔÙÒÓ, Ô˘ ¤ÏËÍ·Ó ÙÔ 1891 ÌÂ ÙË
„‹ÊÈÛË Û¯ÂÙÈÎÔ‡ ÓfiÌÔ˘. ø˜ Û˘Ó‹ıˆ˜ fiÌˆ˜, Ë
„‹ÊÈÛË ÓfiÌÔ˘ Î·È Ë ÂÊ·ÚÌÔÁ‹ ÙÔ˘ ‹Û·Ó ‰‡Ô
ÙÂÏÂ›ˆ˜ ‰È·ÊÔÚÂÙÈÎ¿ Ú¿ÁÌ·Ù·. ∫·Ù¿ ÙË ‰È¿ÚÎÂÈ·
ÙÔ˘ ™ÂÙÂÌ‚Ú›Ô˘, Û‡ÌÊˆÓ· ÌÂ ÙÔÓ ‰ÈÂ˘ı˘ÓÙ‹ ÙË˜
°·ÏÏÈÎ‹˜ ™¯ÔÏ‹˜ Théophile Homolle, «ÌfiÏÈ˜ Â›¯Â
·ÓÔ›ÍÂÈ ÙÔ ÂÚÁÔÙ¿ÍÈÔ, Ì·˙Â‡ÙËÎÂ ÙÔ ¯ˆÚÈfi Î·È ÔÈ
ÈÔ ıÂÚÌfi·ÈÌÔÈ ·fi ÙÔ˘˜ Î·ÙÔ›ÎÔ˘˜ ÂÈÙ¤ıËÎ·Ó
ÛÙÔ˘˜ ÂÚÁ¿ÙÂ˜ Î·È ÙÔ˘˜ ‹Ú·Ó Ù· ÂÚÁ·ÏÂ›· ·fi Ù·
¯¤ÚÈ·,ÊˆÓ¿˙ÔÓÙ·˜ fiÙÈ, ÂÂÈ‰‹ ‰ÂÓ ÏËÚÒıËÎ·Ó ÔÈ
·Ô˙ËÌÈÒÛÂÈ˜, ı· ÂÌfi‰È˙·Ó ÔÔÈ·‰‹ÔÙÂ
ÂÚÁ·Û›·…».

™ÙÈ˜ ·Ó·ÛÎ·Ê¤˜ Ô˘ ÙÂÏÈÎ¿ ¤ÊÂÚÂ ÂÈ˜ ¤Ú·˜ Ë
°·ÏÏÈÎ‹ ™¯ÔÏ‹, Î·È È‰È·ÈÙ¤Úˆ˜ ÛÙÔ ÂÓ‰È·Ê¤ÚÔÓ
Ô˘ ¤‰ÂÈÍÂ Ô Homolle ÁÈ· ÙË ÊˆÙÔÁÚ·Ê›·,
ÔÊÂ›ÏÔ˘ÌÂ ÙÈ˜ ÊˆÙÔÁÚ·Ê›Â˜ Ô˘ ÌÓËÌÔÓÂ‡Ô˘Ó ÙË
Û¿ÓÈ· fiÛÔ Î·È ÚÔÛˆÚÈÓ‹ Û˘Ì‚›ˆÛË
·Ú¯·ÈÔÏÔÁÈÎÔ‡ ÂÚÁÔÙ·Í›Ô˘ Î·È Î·ÙÔÈÎËÌ¤ÓË˜
ÂÚÈÔ¯‹˜. √È ∫·ÛÙÚÈfiÙÂ˜ ÙÂÏÈÎ¿ ·ÔÌ·ÎÚ‡ÓıËÎ·Ó
ÛÙÔ Î·ÈÓÔ‡ÚÁÈÔ ÙÔ˘˜ ¯ˆÚÈfi, ·Ê‹ÓÔÓÙ·˜ ÙÔ˘˜
¢ÂÏÊÔ‡˜ ¤ÚÌ·ÈÔ ÙˆÓ ·Ú¯·ÈÔÏfiÁˆÓ – Î·È ÙˆÓ
ÙÔ˘ÚÈÛÙÒÓ. √ÌÔÏÔÁÒ fiÙÈ ÌÂ ÈÎ·ÓÔÔ›ËÛÂ Ë
ÏËÚÔÊÔÚ›· ˆ˜ 40 ¯ÚfiÓÈ· ·ÚÁfiÙÂÚ·, ÔÈ
·fiÁÔÓÔ› ÙˆÓ ∫·ÛÙÚÈÔÙÒÓ Û˘Ó¤¯È˙·Ó Ó· Î¿ÓÔ˘Ó
ÙËÓ ·ÚÔ˘Û›· ÙÔ˘˜ ·ÈÛıËÙ‹: ÛÂ Î¿ÔÈÔ ¤ÁÁÚ·ÊÔ
ÙÔ˘ 1930,Ô ∂ÈÌÂÏËÙ‹˜ ∞Ú¯·ÈÔÙ‹ÙˆÓ ÙˆÓ ¢ÂÏÊÒÓ,
∞Ï¤Í·Ó‰ÚÔ˜ ∫ÔÓÙÔÏ¤ˆÓ, ·Ú·ÔÓÂ›Ù·È ˆ˜ «ÔÈ
Á˘Ó·›ÎÂ˜ ÙˆÓ ¢ÂÏÊÒÓ ÂÍ·ÎÔÏÔ˘ıÔ‡Ó Ó· Ï¤ÓÔ˘Ó
Ù· ÚÔ‡¯· ÙÔ˘˜ ÛÙËÓ ∫·ÛÙ·Ï›·».∞Ì‹Ó.

1. √È ÏËÚÔÊÔÚ›Â˜ Î·È Ù· Ï‹ÌÌ·Ù· ÙÔ˘ ÎÂÊ·Ï·›Ô˘ ·˘ÙÔ‡
·ÓÙÏÔ‡ÓÙ·È ·fi ÙÔÓ Û˘ÏÏÔÁÈÎfi ÙfiÌÔ ¢ÂÏÊÔ›, ∞Ó·˙ËÙÒÓÙ·˜ ÙÔ
¯·Ì¤ÓÔ πÂÚfi , École francaise d’Athènes & ∂ÊÔÚÂ›·
∞Ú¯·ÈÔÙ‹ÙˆÓ ¢ÂÏÊÒÓ, ∂Î‰fiÛÂÈ˜ °È·ÓÓ›ÎÔ˜-∫·Ï‰‹˜,
∞ı‹Ó· 1992.

gathered round, and the more hot-blooded
among the inhabitants attacked the workmen and
took the tools from their hands, crying that
because compensation had not been paid, they
would prevent work from proceeding…".
It is to the excavations finally completed by the
French School, and particularly to Homolle’s great
interest in photography, that we owe the
photographs which commemorate the unusual
(and very provisional) co-existence of an
archaeological excavation and an occupied
habitation. The Kastr iotes were eventually
removed to a new site, abandoning Delphi to
archaeologists – and tourists. I admit to a certain
satisfaction upon finding that even 40 years later,
the descendants of the Kastriotes were making
their presence felt: in a document dated 1930,
Alexander Kondoleon, Overseer of Antiquities,
complains that "the women of Delphi persist in
washing their clothes in the Kastalian spring".
Amen.

1. This chapter is based upon the commemorative volume
Delphoi,Anazitontas to chameno iero [Delphi, Searching for
the Lost Sanctuary], École Francaise d’Athènes & Directorate
of Delphi Antiquities, Yiannikos-Kalthis, Athens 1992,
from which all subsequent quotations have been taken 
and translated.
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OÈ ·fi„ÂÈ˜ ‰È›ÛÙ·ÓÙ·È Û¯ÂÙÈÎ¿ ÌÂ ÙËÓ ˘ÂÍ·›ÚÂÛË ÙˆÓ ÌÂÁ¿ÏˆÓ ÌÓËÌÂ›ˆÓ ÙË˜ ÎÏ·ÛÛÈÎ‹˜ ·Ú¯·ÈfiÙËÙ·˜
·fi ÙÔÓ ¯ÒÚÔ ÛÙÔÓ ÔÔ›Ô ·Ó·Î·Ï‡ÙÔÓÙ·È Î·È ÛÙÔÓ ÔÔ›Ô Ê˘ÛÈÎ¿ ·Ó‹ÎÔ˘Ó. ŸÙ·Ó fiÌˆ˜ ÚfiÎÂÈÙ·È ÁÈ·
ÌÈÎÚ¿ Â˘Ú‹Ì·Ù·, ·ÓÙÈÎÂ›ÌÂÓ· ÂÌÔÚÈÎÒÓ Û˘Ó·ÏÏ·ÁÒÓ Î·È ¿Ú· ÂÏÂ‡ıÂÚ· ·fi ÙÔÈÎÔ‡˜ ‰ÂÛÌÔ‡˜, ÔÈ
ÏfiÁÔÈ, Ô˘ ¤¯Ô˘Ó ‚·Ú‡ÙËÙ· ˘fi ¿ÏÏÂ˜ Û˘Óı‹ÎÂ˜, ¯¿ÓÔ˘Ó ÙËÓ ÈÛ¯‡ ÙÔ˘˜... E›Ó·È ·Ï‹ıÂÈ· ˆ˜ Ô‡ÙÂ ÔÈ
ŒÏÏËÓÂ˜, Ô‡ÙÂ Ë ÙÔ‡ÚÎÈÎË Î˘‚¤ÚÓËÛË ‰ÂÓ ·ÓÙÈÏ·Ì‚¿ÓÔÓÙ·È Ù· Ú¿ÁÌ·Ù· ·ÎÚÈ‚Ò˜ ¤ÙÛÈ. H ¿Ô„Ë fiÌˆ˜
fiÙÈ ÔÈ ÛËÌÂÚÈÓÔ› Î¿ÙÔÈÎÔÈ ÙË˜ EÏÏ¿‰·˜ ‹ ÔÈ OıˆÌ·ÓÔ› Î¿ÙÔ¯ÔÈ ÙË˜ AÓ·ÙÔÏÈÎ‹˜ A˘ÙÔÎÚ·ÙÔÚ›·˜ Â›Ó·È ÔÈ
ÌfiÓÔÈ ÓfiÌÈÌÔÈ ÎÏËÚÔÓfiÌÔÈ ·ÎfiÌ· Î·È ÙˆÓ ÂÏ·ÛÛfiÓˆÓ ÌÓËÌÂ›ˆÓ ÙÔ˘ ·Ú¯·›Ô˘ ÔÏÈÙÈÛÌÔ‡, Ì¿ÏÏÔÓ ‰ÂÓ
ı· Ù‡¯ÂÈ ÂÈ‰ÔÎÈÌ·Û›·˜ ·fi ÙÔÓ ˘fiÏÔÈÔ ÎfiÛÌÔ. £· ‹Ù·Ó ÛÎÏËÚfi Ú¿ÁÌ·ÙÈ Ó· ÌËÓ ÌÔÚÂ› Ó· ÊÙ¿ÛÂÈ
ÛÂ Ì·˜ Ô‡ÙÂ ¤Ó· ÌÈÎÚÔ·ÓÙÈÎÂ›ÌÂÓÔ ·fi ÙÔ Ï›ÎÓÔ ÙÔ˘ ÔÏÈÙÈÛÌÔ‡ Ì·˜!

Sir Artur Evans, «ŒÓ·˜ M˘ÎËÓ·˚Îfi˜ ıËÛ·˘Úfi˜ ·fi ÙËÓ A›ÁÈÓ·»,
Journal of Hellenic Studies, 1893 

Opinions may well differ as to the propriety of removing from the soil on which they are found and to
which they naturally belong the great monuments of Classical Antiquity. But in the case of small
objects, made themselves for commerce, and free from the same local ties, the considerations, which
weigh under other circumstances, lose their validity… This, it is true, is not the standpoint of the
Greeks, or, for that matter, of the Turkish Government. But the theory that the present occupants of
Greece or the Ottoman posessors of the Eastern Empire are the sole legitimate heirs even of such
minor monuments of ancient culture is not likely to commend itself to the outside world.

Sir Artur Evans, “A Mykènean Treasure from Aegina”,
Journal of Hellenic Studies, 1893

Jean-daniel pollet

B¿ÛÛ·È 1964 / Bassae 1964
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√ John D. Cooney, ¤ÊÔÚÔ˜ ·Ú¯·›·˜ Ù¤¯ÓË˜ ÛÙÔ
ÌÔ˘ÛÂ›Ô ÙÔ˘ Cleveland,Â›Â ÛÂ ¤Ó·Ó ‰ËÌÔÛÈÔÁÚ¿ÊÔ
fiÙÈ ÙÔ 95% ÙˆÓ ·Ú¯·ÈÔÙ‹ÙˆÓ ÛÙÈ˜ ∏ÓˆÌ¤ÓÂ˜
¶ÔÏÈÙÂ›Â˜ Â›¯·Ó ÂÈÛ·¯ıÂ› Ï·ıÚ·›·. «ŒÎÙÔ˜ Â¿Ó Î·ÓÂ›˜
Â›Ó·È ˘ÂÚ‚ÔÏÈÎ¿ ·ıÒÔ˜ ‹ Ï›ÁÔ ¯·˙fi˜», Û˘Ó¤¯ÈÛÂ Ô
Î‡ÚÈÔ˜ Cooney, «ı· Ú¤ÂÈ Ó· Í¤ÚÂÈ ˆ˜ ¤Ó· ÔÏ‡
ÌÂÁ¿ÏÔ ÔÛÔÛÙfi ÙË˜ ·Ú¯·›·˜ Ù¤¯ÓË˜ Â ›Ó·È
ÎÏÂÌÌ¤ÓÔ». ∏ ÂÈÏÈÎÚ›ÓÂÈ¿ ÙÔ˘ ¤¯ÂÈ ÂÓÔ¯Ï‹ÛÂÈ
ÔÏÏÔ‡˜ ÛÙÔÓ ¯ÒÚÔ ÙˆÓ ÌÔ˘ÛÂ›ˆÓ...

Karl E.Mayer,∆Ô ÏÂËÏ·ÙËÌ¤ÓÔ ·ÚÂÏıfiÓ 1

∞fi ÙÔÓ π·ÓÔ˘¿ÚÈÔ Ì¤¯ÚÈ ÙÔÓ ∞Ú›ÏÈÔ ÙÔ˘ 1994, Ë
µ·ÛÈÏÈÎ‹ ∞Î·‰ËÌ›· ÙˆÓ ∆Â¯ÓÒÓ, ¤Ó·˜ ·fi ÙÔ˘˜
ÛËÌ·ÓÙÈÎfiÙÂÚÔ˘˜ ÂÎıÂÛÈ·ÎÔ‡˜ ¯ÒÚÔ˘˜ ÙÔ˘
§ÔÓ‰›ÓÔ˘, ·ÚÔ˘Û›·ÛÂ ÌÈ· ·Û˘Ó‹ıÈÛÙË fiÛÔ Î·È
Ï·ÌÚ‹ ¤ÎıÂÛË Ô˘ ÛËÌÂ›ˆÛÂ ÌÂÁ¿ÏË ÂÈÙ˘¯›· ÌÂ
ÙÔ ÎÔÈÓfi: ∫¿Ùˆ ·fi ÙÔÓ Ù›ÙÏÔ ∫˘ÓËÁÒÓÙ·˜ ÙÔ
∞fiÏ˘ÙÔ: ∆¤¯ÓË ÙÔ˘ ∞Ú¯·›Ô˘ ∫fiÛÌÔ˘ ·fi ÙË
™˘ÏÏÔÁ‹ George Ortiz, ·ÚÔ˘Û›·˙Â ·ÔÎÏÂÈÛÙÈÎ¿
ÙÔ ÂÚÈÂ¯fiÌÂÓÔ Ì›·˜ Î·È ÌfiÓÔÓ È‰ÈˆÙÈÎ‹˜
Û˘ÏÏÔÁ‹˜. ∏ ¤ÎıÂÛË Û˘ÌÂÚÈÏ¿Ì‚·ÓÂ 280
·ÓÙÈÎÂ›ÌÂÓ·, ˆ˜ Â› ÙÔ ÏÂ›ÛÙÔÓ ÌÈÎÚ¿ Î·È
ÙÚÈÛ‰È¿ÛÙ·Ù·Ø Ù· ÂÚÈÛÛfiÙÂÚ· ‹Û·Ó ÂÏÏËÓÈÎ‹˜ ‹
ÂÏÏËÓÈÛÙÈÎ‹˜ ÚÔÂÏÂ‡ÛÂˆ˜, ·ÏÏ¿ ˘‹Ú¯·Ó Â›ÛË˜
¤ÚÁ· Ù¤¯ÓË˜ ·fi ÙÔ ™Ô˘Ì¤Ú, ÙË µ·‚˘ÏÒÓ·, ÙËÓ
∞Ó·ÙÔÏ›·, ÙËÓ ∞ÊÚÈÎ‹, ·ÎfiÌ· ÎÈ ·fi ÙËÓ
¶ÔÏ˘ÓËÛ›·. ŸÏ· ‹Û·Ó ÂÍ·ÈÚÂÙÈÎ‹˜, «ÌÔ˘ÛÂÈ·Î‹˜»
ı· ¤ÏÂÁÂ Î·ÓÂ›˜, ÔÈfiÙËÙ·˜ Î·ÏÏÈÙÂ¯ÓÈÎ¿ Î·È
ÔÏÈÙÈÛÌÈÎ¿, Î·È ÙÔ Î¿ıÂ ¤Ó· ÍÂ¯ˆÚÈÛÙ¿ ¿ÍÈ˙Â
ÔÏÏ¤˜ ÒÚÂ˜ ·ÊÔÛÈˆÌ¤ÓË˜ ÚÔÛ‹ÏˆÛË˜.

∞Ó¿ÌÂÛ· ÛÙ· ÂÎı¤Ì·Ù· ‹Û·Ó ıËÛ·˘ÚÔ› fiˆ˜ ¤Ó·
Î˘ÎÏ·‰ÈÎfi ÂÚÈÛÙ¤ÚÈ Ô˘ Û¯ËÌ¿ÙÈ˙·Ó ‰‡Ô ¤ÓÙÂ¯Ó·
Û˘˙Â˘ÁÌ¤ÓÂ˜ Ì·ÚÌ¿ÚÈÓÂ˜ ÎˆÓÈÎ¤˜Ø Ì›· ·Ï¤Ù· ·fi
Ì·‡ÚÔ Û¯ÈÛÙfiÏÈıÔ ÛÂ Û¯‹Ì· ÊÚ·ÁÎfiÎÔÙ·˜,
·ÁÓÒÛÙÔ˘ ÚÔÂÏÂ‡ÛÂˆ˜, Ô˘ ı· ÌÔÚÔ‡ÛÂ Ó·
Â›¯Â ‚ÁÂÈ ·fi Ù· ¯¤ÚÈ· ÙÔ˘ Gaudier-BreszkaØ Ì›·
Ù¤ÏÂÈ· ÂÚÈÎÂÊ·Ï·›· ÎÔÚÈÓıÈ·ÎÔ‡ Ù‡Ô˘ ·fi
Ì·˘ÚÈÛÌ¤ÓÔ ÔÚÂ›¯·ÏÎÔØ Ô ÎÔÚÌfi˜ ÂÓfi˜
Ì·ÚÌ¿ÚÈÓÔ˘ ÎÔ‡ÚÔ˘ ÙÔ˘ 5Ô˘ ·ÈÒÓ·Ø ¤Ó·
ÂÎÏËÎÙÈÎfi ÚËÙfi ·fi ÂÈ¯Ú˘ÛˆÌ¤ÓÔ ·Û‹ÌÈ ÛÙÔ
Û¯‹Ì· ÎÂÊ·Ï‹˜ ˙·ÚÎ·‰ÈÔ‡, Èı·ÓÒ˜ ·fi ÙÔÓ
¶fiÓÙÔØ Ì›· Ì·˘ÚÈÛÌ¤ÓË ·fi ÙË ÊˆÙÈ¿ ·ÏÏ¿
ÂÍ·ÈÚÂÙÈÎ¿ Û·ÁËÓÂ˘ÙÈÎ‹ ÂÏÏËÓÔ‚Ô˘‰ÈÛÙÈÎ‹

John D. Cooney, curator of ancient art at the
Cleveland Museum, told a reporter that 95 per
cent of the ancient art material in the United
States had been smuggled in.‘Unless you’re naïve
or not very bright,’Mr Cooney went on,‘you’d have
known that much ancient art is stolen.’ His
frankness was upsetting to many in the museum
field…  

Karl E.Mayer,The Plundered Past 1

Between January and April of 1994, the Royal
Academy of Ar ts , one of London’s most
prestigious venues, staged an exhibition as
splendid and popular as i t  was unusual :
consisting entirely of objects from a single private
collection, it was called In Pursuit of the Absolute:
Art of the Ancient World from the George Ortiz
Collection. On exhibits were 280 mostly small,
three-dimensional objects; the majority of Greek
or Hellenistic origin, but others from as far afield
as Sumer, Babylon, Anatolia, Africa and even
Polynesia. All were of extremely high, ‘museum’
quality, artistically as well as culturally; one might
have spent hours in contemplation of almost any
one of them.

They included such treasures as a 13 cm-high
Cycladic dove made up of two subt ly
superimposed conical shapes in white marble; a
slate make-up palette of unknown origins in the
shape of a guinea fowl which could have been
carved by Gaudier-Breszka; a perfect Corinthian
helmet in blackened bronze; the torso of a 5th-
century BC marble kouros; a superb silver-gilt
rhyton or drinking horn in the shape of a stag’s
head,perhaps from the Black Sea; a fire-damaged
but still extraordinarily mesmeric greco-buddhist
head of Prince Siddhartha, allegedly from
Peshawar; a tiny (3.2 cm) silver sphinx with an
enigmatic smile; a perfectly formed wooden
dagger from Hawaii; a 2nd-century AD glass
vessel,allegedly Alexandrian and still undamaged;
and a tiny but incredibly powerful marble head of

4
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ÎÂÊ·Ï‹ ÙÔ˘ Ú›ÁÎÈ· Siddhartha, ÙÔ˘ ÌÂÙ¤ÂÈÙ·
µÔ‡‰·Ø ÌÈ· ÌÈÎÚÔÛÎÔÈÎ‹ (ÌfiÏÈ˜ 3.2 ÂÎ.)
·ÛËÌ¤ÓÈ· ÛÊ‹ÁÎ· ÌÂ ·ÈÓÈÁÌ·ÙÈÎfi ¯·ÌfiÁÂÏÔØ ¤Ó·
ı·˘Ì¿ÛÈÔ Í‡ÏÈÓÔ Û·ı› ·fi ÙË Ã·‚¿ËØ ¤Ó· ÏÂÙfi
Á˘¿ÏÈÓÔ ‰Ô¯Â›Ô ÙÔ˘ 2Ô˘ Ì.Ã. ·ÈÒÓ·, ∞ÏÂÍ·Ó‰ÚÈÓfi
˘ÔÙ›ıÂÙ·È Î·È ÙÂÏÂ›ˆ˜ ¿ıÈÎÙÔØ Î·È Ì›· ÌÈÎÚ‹ ·ÏÏ¿
ÂÍ·ÈÚÂÙÈÎ¿ ‰˘Ó·ÌÈÎ‹ Ì·ÚÌ¿ÚÈÓË ÎÂÊ·Ï‹, ›Ûˆ˜ ÙÔ˘
·˘ÙÔÎÚ¿ÙÔÚ· °Ú·ÙÈ·ÓÔ‡.

∫·È fiÌˆ˜, ·Ú¿ ÙËÓ ÌÔÓ·‰ÈÎ‹ ÙÔ˘˜ Î·ÏÏÈÙÂ¯ÓÈÎ‹
ÔÈfiÙËÙ·, Ù· ·ÓÙÈÎÂ›ÌÂÓ· ·˘Ù¿ ·ÔÙÂÏÔ‡Û·Ó fiÏ·,
·fi ·Ú¯·ÈÔÏÔÁÈÎ‹˜ ·fi„Âˆ˜, ÓÔıÂ˘Ì¤ÓÔ
ÂÌfiÚÂ˘Ì·. ∆Ô ÂÈ‚Â‚·›ˆÓÂ Û¯Â‰fiÓ Î¿ıÂ ÛÂÏ›‰·
ÙÔ˘ ÔÏ˘ÙÂÏÔ‡˜ ÂÈÎÔÓÔÁÚ·ÊËÌ¤ÓÔ˘ Î·Ù·ÏfiÁÔ˘,
fiÔ˘ ÙÈ˜ ÂÚÈÛÛfiÙÂÚÂ˜ ÊÔÚ¤˜ Ë ÂÈÛÙËÌÔÓÈÎ¿
··Ú·›ÙËÙË ¤Ó‰ÂÈÍË ÚÔÂÏÂ‡ÛÂˆ˜ ‹Ù·Ó
·ÂÏÈÛÙÈÎ¿ ·fiÚÈÛÙË Î·È ·Û·Ê‹˜: «ÀÔÙ›ıÂÙ·È ·fi
ÙËÓ ∂ÙÚÔ˘Ú›·, ÙË ƒfi‰Ô ‹ ÙË ¡·˘ÎÚ·Ù›‰·»Ø
«¶ÚÔ¤ÏÂ˘ÛË: ¿ÁÓˆÛÙË»Ø «º¤ÚÂÙ·È ˆ˜ ÂÏÏËÓÈÎfi»Ø
«∞fi ÙËÓ ÀÂÌ¤ÓË,§·ÎˆÓÈÎfi;»Ø «ÿÛˆ˜ ·fi ÙËÓ ¶›Û·,
ÎÔÓÙ¿ ÛÙËÓ √Ï˘Ì›·»Ø «∫ÂÓÙÚÈÎ‹ ∂˘ÚÒË, ›Ûˆ˜
√˘ÁÁ·Ú›·»Ø «¶ÚÔ¤ÏÂ˘ÛË: Î·Ì›· ¤Ó‰ÂÈÍË. ÿÛˆ˜
ÎÂÓÙÚÈÎ‹ ∂ÏÏ¿‰·. ÀÛÙÂÚÔÌÈÓˆÈÎfi πππ µ, 14Ô˜-13Ô˜
.Ã.». ªÂ ¿ÏÏ· ÏfiÁÈ·, Ù· Â˘Ú‹Ì·Ù· ‰ÂÓ Â›¯·Ó
·ÏÒ˜ ·ÔÛ˘Ó‰ÂıÂ› ·fi ÙÈ˜ ÙÔÔıÂÛ›Â˜ fiÔ˘
‚Ú¤ıËÎ·Ó, ‹Û·Ó Ï¤ÔÓ ·ÓÂÍ¿ÚÙËÙ· Î¿ıÂ
ÈÛÙÔÚÈÎÔ‡, ÔÏÈÙÈÛÌÈÎÔ‡ ‹ ·Ú¯·ÈÔÏÔÁÈÎÔ‡
Ï·ÈÛ›Ô˘. ŒÌÔÈ·˙·Ó, Î·Ù¿ ‚¿ıÔ˜, ÌÂ Ï¿ÛÌ·Ù·
fiÌÔÚÊ· ·ÏÏ¿ ÌÔ˘ÁÁ¿: ÔˆÛ‰‹ÔÙÂ
‰È·ÎÔÛÌËÙÈÎ¿, Û›ÁÔ˘Ú· ÁÔËÙÂ˘ÙÈÎ¿, ·ÏÏ¿ ·‰fiÍˆ˜
‚Ô˘‚¿. ∫·Úfi˜, ÌÂ Ï›ÁÂ˜ Ì¿ÏÏÔÓ ÂÍ·ÈÚ¤ÛÂÈ˜,
ÏÂËÏ·ÙËÌ¤ÓˆÓ ‹ ·Ú¿ÓÔÌˆÓ ·Ó·ÛÎ·ÊÒÓ, ·fi
·˘Ù¤˜ Ô˘ Î·Ù·ÛÙÚ¤ÊÔ˘Ó Û¯Â‰fiÓ fiÏ· fiÛ·
·ÁÁ›˙Ô˘Ó, ‰ÂÓ ÚÔÛ¤ıÂÙ·Ó Î·Ù¿ ‚¿ıÔ˜ Ù›ÔÙ· ÛÙÈ˜
ÁÓÒÛÂÈ˜ Ì·˜ ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜. ◊Û·Ó Û·Ó
ÊˆÙÔÁÚ·Ê›Â˜ ¯ˆÚ›˜ ˘fiÌÓËÌ·Ø ÙÔ fiÓÔÌ· ÙÔ˘
ÊˆÙÔÁÚ¿ÊÔ˘, ÙÔ ı¤Ì·, Ô ÙfiÔ˜ Î·È Ë ¯ÚÔÓÔÏÔÁ›·
Â›¯·Ó fiÏ· ÂÍ·ÏÂÈÊıÂ›.

∆· ÙÂÏÂ˘Ù·›· ¯ÚfiÓÈ·, Î¿ÔÈÂ˜ ·ÏÏ·Á¤˜ ÛÙË ‰ÈÂıÓ‹
ÓÔÌÔıÂÛ›· Î·È Ë ›ÂÛË ÙË˜ ÎÔÈÓ‹˜ ÁÓÒÌË˜, Î·ıÒ˜
Î·È ÌÂÚÈÎ¿ È‰È·ÈÙ¤Úˆ˜ ÂÍÔÚÁÈÛÙÈÎ¿ ÛÎ¿Ó‰·Ï·,
Â›¯·Ó ˆ˜ ·ÔÙ¤ÏÂÛÌ· Ù· ÌÔ˘ÛÂ›· ÙÔ˘Ï¿¯ÈÛÙÔÓ Ó·
·Ó·ÁÎ·ÛıÔ‡Ó Ó· ‰›ÓÔ˘Ó ÔÏ‡ ÌÂÁ·Ï‡ÙÂÚË
ÛËÌ·Û›· ÛÙË ÚÔ¤ÏÂ˘ÛË ÙˆÓ ·Ú¯·›ˆÓ
·ÔÎÙËÌ¿ÙˆÓ ÙÔ˘˜, ·ÏÏ¿ ·˘Ùfi ‚¤‚·È· ‰ÂÓ

the Valentinian period, possibly representing the
emperor Gratian.

Despite their exemplary quality, however, these
artefacts were all, in terms of their archaeological
value,damaged or at least incomplete goods. The
proof could be found on virtually every page of
the massive illustrated catalogue: for item after
i tem, the provenance consisted of vague
conjectures along the lines of “Allegedly from
Etruria, Rhodes or Naucratis”; “Provenance: no
indication”; “Allegedly from Greece”;“From Yemen
Laconian”; “Said to be from Pisa near Olympia”;
“Central Europe,possibly Hungary”; “Provenance:
No indication;Central Greece: Late Mycenaean III
B 14th-13th century BC”. In other words, these
were objects not merely separated from their
original site, but utterly divorced from any
historical, cultural or archaeological context.They
were, in effect, dumb blondes: decorative, even
often ravishingly beautiful, but ingloriously mute.
Almost certainly the fruit of plundered or illegal
digs,of the kind which destroy most of what they
touch, they contr ibuted nothing to our
knowledge of the past . They were l ike
photographs without captions; the name of the
photographer and all mention of the place, the
date or the subject had vanished.

In recent years, new legislation and the force of
public opinion,as well as some widely publicised
scandals, have ensured that museums at least are
now more careful of provenance when they
acquire antiquities, but such restrictions do not
apply to private collectors. The morality of
purchasing what are in effect stolen goods has
often been debated, and the excuse invariably
given by collectors like Ortiz has been the rather
self-serving one that such treasures are safer in
their hands than out of them.The point is moot,
since by the time they reach the collector, the
destruction of context is already a fait accompli.
One of the saddest images to emerge from
Afghanistan in recent years was that of the
curator of the Kabul Museum, an institution
whose collections were literally unique, standing
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‰ÂÛÌÂ‡ÂÈ ÛÂ Ù›ÔÙÂ ÙÔ˘˜ È‰ÈˆÙÈÎÔ‡˜ Û˘ÏÏ¤ÎÙÂ˜. ∏
ËıÈÎ‹ ‰È¿ÛÙ·ÛË ÙË˜ ·ÁÔÚ¿˜ ·ÓÙÈÎÂÈÌ¤ÓˆÓ Î·Ù’
Ô˘Û›·Ó ÎÏÂÌÌ¤ÓˆÓ ¤¯ÂÈ Û˘¯Ó¿ Û˘˙ËÙËıÂ›, Î·È
Û˘ÏÏ¤ÎÙÂ˜ fiˆ˜ Ô Or t iz ÚÔ‚¿ÏÏÔ˘Ó
Û˘ÛÙËÌ·ÙÈÎ¿ ÙËÓ Î¿ˆ˜ Ê·ÚÈÛ·˚Î‹ ‰ÈÎ·ÈÔÏÔÁ›·
fiÙÈ ·ÁÔÚ¿˙ÔÓÙ·˜ Ù¤ÙÔÈÔ˘˜ ıËÛ·˘ÚÔ‡˜ ÙÔ˘˜
ÚÔÛÙ·ÙÂ‡Ô˘Ó ·fi ¯ÂÈÚfiÙÂÚË ›Ûˆ˜ ÌÔ›Ú·. ∏
¿Ô„Ë ·˘Ù‹ Â›Ó·È ·ÌÊÈÛ‚ËÙ‹ÛÈÌË, ·ÊÔ‡ Ì¤¯ÚÈ Ó·
Êı¿ÛÔ˘Ó ÔÈ ·Ú¯·ÈfiÙËÙÂ˜ ÛÙ· ¯¤ÚÈ· ÙˆÓ
Û˘ÏÏÂÎÙÒÓ, ¤¯Ô˘Ó ÚÔ Î·ÈÚÔ‡ ¯·ıÂ› fiÏÂ˜ ÔÈ
Û¯ÂÙÈÎ¤˜ ÏËÚÔÊÔÚ›Â˜. ª›· ·fi ÙÈ˜ ıÏÈ‚ÂÚfiÙÂÚÂ˜
ÊˆÙÔÁÚ·Ê›Â˜ ·fi ÙÔ ∞ÊÁ·ÓÈÛÙ¿Ó Ù· ÙÂÏÂ˘Ù·›·
¯ÚfiÓÈ· ¤‰ÂÈ¯ÓÂ ÙÔÓ ‰ÈÂ˘ı˘ÓÙ‹ ÙÔ˘ ªÔ˘ÛÂ›Ô˘ ÙË˜
∫·ÌÔ‡Ï, ›‰Ú˘Ì· ÔÈ Û˘ÏÏÔÁ¤˜ ÙÔ˘ ÔÔ›Ô˘ ‹Û·Ó
Î˘ÚÈÔÏÂÎÙÈÎ¿ ÌÔÓ·‰ÈÎ¤˜, Ó· ÛÙ¤ÎÂÙ·È
Û˘ÓÙÂÙÚÈÌÌ¤ÓÔ˜ ÛÙË Ì¤ÛË ÂÓfi˜ Î·Ù¿ Ù· ¿ÏÏ·
ÂÓÙÂÏÒ˜ ¿‰ÂÈÔ˘ ÂÎıÂÛÈ·ÎÔ‡ ¯ÒÚÔ˘: ÛÙ· ÙfiÛ·
¯ÚfiÓÈ· Ù·Ú·¯ÒÓ Î·È ¿Ó·Ú¯Ô˘ ÔÏ¤ÌÔ˘, Û¯Â‰fiÓ
Î¿ıÂ Ù È  ÙÔ ÊÔÚËÙfi Â›¯Â ÎÏ·Â› ·fi ÙÔ˘˜
ÎÔ˘ÌÔ˘ÚÔÊfiÚÔ˘˜ fiÏˆÓ ÙˆÓ ·Ú·Ù¿ÍÂˆÓ. ∂¿Ó
Î¿ÙÈ ÛÙÔÓ ÎfiÛÌÔ ·˘Ùfi ÌÔÚÂ› Ó· ıÂˆÚËıÂ›
‚¤‚·ÈÔ, ·˘Ùfi Â›Ó·È ˆ˜ Ù· ÂÚÈÂ¯fiÌÂÓ· ÙÔ˘
ÌÔ˘ÛÂ›Ô˘ ÙË˜ ∫·ÌÔ‡Ï ı· ÂÌÊ·ÓÈÛıÔ‡Ó Î¿ÔÙÂ -
›Ûˆ˜ ¤¯Ô˘Ó ‹‰Ë ÂÌÊ·ÓÈÛıÂ› - ÛÙÈ˜ Û˘ÏÏÔÁ¤˜ ÙÔ˘
George Ortiz Î·È ÙˆÓ Û˘Ó·‰¤ÏÊˆÓ ÙÔ˘, Î˘ÓËÁÒÓ
ÙÔ˘ ·ÔÏ‡ÙÔ˘.

1. Karl E. Mayer, The Plundered Past, Penguin Books,
Harmondsworth 1977,Û.127.

dejectedly in an otherwise empty exhibition hall -
during the years of war and anarchy, virtually
everything movable in the museum had been
looted by the men with guns. If anything is
certain in this world, it is that the contents of the
Kabul Museum will surface - have no doubt
already surfaced - in the collections of George
Ortiz and his fellow pursuers of the absolute.

1. Karl E. Mayer, The Plundered Past , Penguin Books,
Harmondsworth 1977,p.127.
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«∆Ú›ÙË 24 √ÎÙˆ‚Ú›Ô˘.µÚ¤¯ÂÈ.¢ÂÓ ‰Ô˘ÏÂ‡Ô˘ÌÂ».
«∆ÂÙ¿ÚÙË 25 √ÎÙˆÚ›Ô˘.¢ÂÓ ‚Ú¤¯ÂÈ.¢Ô˘ÏÂ‡Ô˘ÌÂ.¢ÂÓ ‚Ú›ÛÎÔ˘ÌÂ Ù›ÔÙÂ».

∞Ó·ÛÎ·ÊÈÎfi ∏ÌÂÚÔÏfiÁÈÔ °·ÏÏÈÎ‹˜ ∞Ú¯·ÈÔÏÔÁÈÎ‹˜ ™¯ÔÏ‹˜,¢ÂÏÊÔ› 1893

“Tuesday October 24th.Rain.No work.”
“Tuesday October 25th.No rain.Work.Nothing found”.

Excavation Journal, French Archaeological School,Delphi 1893
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°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹.∏ ªÂÁ¿ÏË ∞Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ,1892-1893:™È‰ËÚÔÙÚÔ¯È¤˜ Î·È ‚·ÁÔÓ¤Ù· Decauville ÛÙÔ Î¿Ùˆ ÙÌ‹Ì· ÙÔ˘ πÂÚÔ‡.
École Francaise d’Athénes. The Great Excavation of Delphi, 1892-1893: The Decauville light railway by the lower part of the alter.

°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹. ∏ ªÂÁ¿ÏË ∞Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ,1892-1893: °ÂÓÈÎ‹ ¿Ô„Ë ÙÔ˘ ∫·ÛÙÚÈÔ‡.
École Francaise d’Athénes. The Great Excavation of Delphi, 1892-1893: The village of Kastri on the site of ancient Delphi.
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°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹.∏ ªÂÁ¿ÏË ∞Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ,1892-1893: ∏ ·ÔÎ¿Ï˘„Ë ÙÔ˘ «ÚÒÙÔ˘ ∞ÚÁÂ›Ô˘» (∫Ï¤Ô‚È˜).
École Francaise d’Athénes. The Great Excavation of Delphi, 1892-1893: Discovery of the “first Argive”.

°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹. ∏ ªÂÁ¿ÏË ∞Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ,1892-1893: ∏ ÛÙÔ¿ ÙˆÓ ∞ıËÓ·›ˆÓ Î·È Ô ÔÏ˘ÁˆÓÈÎfi˜ ÙÔ›¯Ô˜.
École Francaise d’Athénes. The Great Excavation of Delphi, 1892-1893: The Stoa of the Athenians and the polygonal wall.
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°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹. ∏ ªÂÁ¿ÏË ∞Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ,1892-1893: ∆Ì‹Ì· ÙË˜ πÂÚ¿˜ √‰Ô‡ ÌÚÔÛÙ¿ ·fi ÙË ÛÙÔ¿ ÙˆÓ ∞ıËÓ·›ˆÓ.
École Francaise d’Athénes. The Great Excavation of Delphi, 1892-1893: Part of the Sacred Way, by the Stoa of the Athenians.

°·ÏÏÈÎ‹ ∞Ú¯·ÈÔÏÔÁÈÎ‹ ™¯ÔÏ‹. ∏ ªÂÁ¿ÏË ∞Ó·ÛÎ·Ê‹ ÙˆÓ ¢ÂÏÊÒÓ,1892-1893: ¶ÚÒÙÂ˜ Î·ÙÂ‰·Ê›ÛÂÈ˜ ÛÙË ı¤ÛË ÙÔ˘ ıËÛ·˘ÚÔ‡ ÙˆÓ ∞ıËÓ·›ˆÓ.
École Francaise d’Athénes. The Great Excavation of Delphi, 1892-1893: First demolitions at the site of the Treasury of the Athenians.
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Alain ceccaroli

¶¤ÙÚ·, πÔÚ‰·Ó›·, 1997 / Petra, Jordan,1997
Alain ceccaroli

∫··‰ÔÎ›·,1999 / Cappadocia, 1999
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Alain ceccaroli

NÂÌÚÔ‡Ù NÙ·ÁÎ, TÔ˘ÚÎ›·,1999 / Nemrut Dâgi, Turkey,1999
Alain ceccaroli

¶˘Ú·Ì›‰· ÙÔ˘ ∫ÂÊÚ¤Ó,∞›Á˘ÙÔ˜, 1995 / Pyramid of Kephren,Egypt, 1995
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™ÙÂÚÁÈÔÛ Î·Ú·‚·ÙÔÛ / SÙÂrgios Î·ravatos

Afi ÙË ÛÂÈÚ¿ Homo Ludens, 1999-2001 / From the series Homo Ludens, 1999-2001
™ÙÂÚÁÈÔÛ Î·Ú·‚·ÙÔÛ / SÙÂrgios Î·ravatos

Afi ÙË ÛÂÈÚ¿ Homo Ludens, 1999-2001 / From the series Homo Ludens, 1999-2001
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™ÙÂÚÁÈÔÛ Î·Ú·‚·ÙÔÛ / SÙÂrgios Î·ravatos

Afi ÙË ÛÂÈÚ¿ Homo Ludens, 1999-2001 / From the series Homo Ludens, 1999-2001
™ÙÂÚÁÈÔÛ Î·Ú·‚·ÙÔÛ / SÙÂrgios Î·ravatos

Afi ÙË ÛÂÈÚ¿ Homo Ludens, 1999-2001 / From the series Homo Ludens, 1999-2001
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√ ·Ú¯·ÈÔÏfiÁÔ˜ Ú¤ÂÈ Ó· ‰È·Ï¤ÁÂÈ, Ó· ¤ÚÓÂÈ ·ÔÊ¿ÛÂÈ˜. √È ÂÈÏÔÁ¤˜ fiÌˆ˜ Â›Ó·È ÔÏÏ·Ï¤˜: Ì‹ˆ˜ ı·
‹Ù·Ó ÚÔÙÈÌfiÙÂÚÔ Ó· ·Ú·ÙËÚ‹ÛÂÈ Î·ÓÂ›˜ ÌfiÓÔ, ¯ˆÚ›˜ Ô‡ÙÂ Ó· ·ÁÎ›ÍÂÈ, Ô‡ÙÂ Ó· ÛÎ¿„ÂÈ; ¶ÔÈ¿ ÛÙÔÈ¯Â›·
Ú¤ÂÈ Ó· Î·Ù·ÁÚ·ÊÔ‡Ó; ¶ÔÈ¿ ÌÔÚÔ‡Ó Ó· ·ÁÓÔËıÔ‡Ó; ∫¿ıÂ ·Ó·ÛÎ·Ê‹ Â›Ó·È Î·È Î·Ù·ÛÙÚÔÊ‹Ø
Û˘ÓÂ¿ÁÂÈ ˙ËÌÈ¿, fiˆ˜ ·ÎÚÈ‚Ò˜ ÔÈ ÂÚÁ·ÛÙËÚÈ·Î¤˜ ·Ó·Ï‡ÛÂÈ˜ Ô˘ ÚÔ¸Ôı¤ÙÔ˘Ó ÙËÓ ÔÏÈÎ‹ ‹ ÌÂÚÈÎ‹
Î·Ù·ÛÙÚÔÊ‹ Î¿ÔÈÔ˘ ·ÓÙÈÎÂÈÌ¤ÓÔ˘. ¶Ú¤ÂÈ ÏÔÈfiÓ Ó· ‰È·Ï¤ÍÂÈ Î·ÓÂ›˜: ÙÈ Â›Ó·È ÔÈfi ÛËÌ·ÓÙÈÎfi, Ë
Û˘ÓÙ‹ÚËÛË ‹ Ë ÁÓÒÛË;

Carl-Axel Moberg,∂ÈÛ·ÁˆÁ‹ ÛÙËÓ ·Ú¯·ÈÔÏÔÁ›·

L’archéologue doit choisir, il doit se décider. Or, les choix sont multiples: fautil seulement observer sans
toucher ni disséquer? Quelles informations enregistrer? Quelles autres omettre?  Toute fouille est une
destruction; elle entraîne un dommage, tout comme les techniques de laboratoire qui exigent une
dégradation totale ou partielle d’un object. Il faut donc choisir: est-il plus important (ou moins
important) de sauvergarder ou de connaître?

Carl-Axel Moberg, Introduction a l’archéologie

The archaeologist must choose, must decide.The choices, however, are multiple: should one perhaps
merely observe without either touching or dissecting? Which facts should be recorded? Which omitted?
Every excavation is simultaneously a source of destruction; it inevitably causes damage, like those
laboratory analyses which require the total or partial degradation of some object. One must therefore
choose: is it more important to preserve or to know?

Carl-Axel Moberg, Introduction to Archaeology
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§È˙Ë K·ÏÏÈÁ· / LÈ˙ie c·lliga

Afi ÙË ÛÂÈÚ¿ MˆÛ·˚Î¿, 2003 / From the Mosaics series, 2003
§È˙Ë K·ÏÏÈÁ· / LÈ˙ie c·lliga

Afi ÙË ÛÂÈÚ¿ MˆÛ·˚Î¿, 2003 / From the Mosaics series, 2003
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§È˙Ë K·ÏÏÈÁ· / LÈ˙ie c·lliga

Afi ÙË ÛÂÈÚ¿ MˆÛ·˚Î¿, 2003 / From the Mosaics series, 2003
§È˙Ë K·ÏÏÈÁ· / LÈ˙ie c·lliga

Afi ÙË ÛÂÈÚ¿ MˆÛ·˚Î¿, 2003 / From the Mosaics series, 2003
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Ian walker

Las Incantadas (√È ª·ÁÂÌ¤ÓÂ˜ ÙË˜ £ÂÛÛ·ÏÔÓ›ÎË˜), 2003 / Las Incantadas (The Enchanted Ones of Thessaloniki), 2003
Ian walker

Las Incantadas (√È ª·ÁÂÌ¤ÓÂ˜ ÙË˜ £ÂÛÛ·ÏÔÓ›ÎË˜), 2003 / Las Incantadas (The Enchanted Ones of Thessaloniki), 2003
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Ian walker

Las Incantadas (√È ª·ÁÂÌ¤ÓÂ˜ ÙË˜ £ÂÛÛ·ÏÔÓ›ÎË˜), 2003 / Las Incantadas (The Enchanted Ones of Thessaloniki), 2003
Ian walker

Las Incantadas (√È ª·ÁÂÌ¤ÓÂ˜ ÙË˜ £ÂÛÛ·ÏÔÓ›ÎË˜), 2003 / Las Incantadas (The Enchanted Ones of Thessaloniki), 2003
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keith arnatt

T· ‰¿ÎÚ˘· ÙˆÓ Ú·ÁÌ¿ÙˆÓ, ‰ÂÎ·ÂÙ›· 1990 / The tears of things, 1990s
keith arnatt

T· ‰¿ÎÚ˘· ÙˆÓ Ú·ÁÌ¿ÙˆÓ, ‰ÂÎ·ÂÙ›· 1990 / The tears of things, 1990s
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keith arnatt

T· ‰¿ÎÚ˘· ÙˆÓ Ú·ÁÌ¿ÙˆÓ, ‰ÂÎ·ÂÙ›· 1990 / The tears of things, 1990s
keith arnatt

T· ‰¿ÎÚ˘· ÙˆÓ Ú·ÁÌ¿ÙˆÓ, ‰ÂÎ·ÂÙ›· 1990 / The tears of things, 1990s
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eÚÈÂÙ· aÙÙ·ÏË / erÈÂÙÙ· aÙÙ·lÈ

TÔ ÎÔÈÌËÙ‹ÚÈÔ Mandarado,Kamakura, 2003 / Mandarado Cemetery,Kamakura,2003
eÚÈÂÙ· aÙÙ·ÏË / erÈÂÙÙ· aÙÙ·lÈ

™Î·ÏÈÛÙfi˜ µÔ‡‰·˜,·Úı¤ÓÔ ‰¿ÛÔ˜ Kasuga,2003 / Carved Buddha,Kasuga Virgin Forest, 2003
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eÚÈÂÙ· aÙÙ·ÏË / erÈÂÙÙ· aÙÙ·lÈ

TÔ ÎÔÈÌËÙ‹ÚÈÔ Mandarado,Kamakura, 2003 / Mandarado Cemetery,Kamakura,2003
eÚÈÂÙ· aÙÙ·ÏË / erÈÂÙÙ· aÙÙ·lÈ

TÔ ÎÔÈÌËÙ‹ÚÈÔ Mandarado,Kamakura, 2003 / Mandarado Cemetery,Kamakura, 2003
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√ Û¯ÔÏÈ·ÛÌfi˜ Î·È Ë ÙÂÎÌËÚ›ˆÛË, ÛÎ¤ÊÙËÎÂ, ÂÂÈ‰‹ ·ÎÚÈ‚Ò˜ ÏÂÈÙÔ˘ÚÁÔ‡Ó Â¿Óˆ ÛÂ ‰ÔÌ¤˜ ÂÈÊ·ÓÂ›·˜
Î·Ù·Ï‹ÁÔ˘Ó ÛÂ ·Ó·ÁÓÒÛÂÈ˜, Ô˘ ÛÙËÓ Î·Ï‡ÙÂÚË ÂÚ›ÙˆÛË ıÂˆÚÔ‡ÓÙ·È «·ÚÎÔ‡ÓÙˆ˜ ‰ÈÎ·ÈÔÏÔÁËÌ¤ÓÂ˜».
º¤ÚÓÔ˘Ó fiÌˆ˜ ÛÙËÓ ÂÈÊ¿ÓÂÈ· ÎÂÓ¿ Î·È ·‰˘Ó·Ì›Â˜, Ô˘ ÚÔÎ·ÏÔ‡Ó ·Ó·ÛÙÔÏ¤˜ Î·È ÂÚˆÙËÌ·ÙÈÎ¿, fiÓÙˆ˜
‰ËÌÈÔ˘ÚÁÈÎ¿,Ì¤Û· ÛÙÔ ÛÒÌ· ÙË˜ ›‰È·˜ ÙË˜ ÌÂıÔ‰ÔÏÔÁ›·˜.

∞˘Ù¿ Ù· ÂÚˆÙËÌ·ÙÈÎ¿ Î·È ÔÈ ·Ó·ÛÙÔÏ¤˜ ·˘Ù¤˜ ÙÔÓ ··Û¯ÔÏÔ‡Û·Ó. ∫·È ÙÒÚ· Ô˘ ı¤ÏËÛÂ Ó· ÙÔ˘˜ ‰ÒÛÂÈ
Û¿ÚÎ· Î·È ÔÛÙ¿, Ô˘ ÚÔÛ¿ıËÛÂ Ó· ˘ÏÔÔÈ‹ÛÂÈ ÌÈ· ·Ó¿ÁÓˆÛË, ‰ÂÓ ¤Î·ÓÂ Ù›ÔÙ’ ¿ÏÏÔ ·Ú¿ Ó·
Î·Ù·ÛÎÂ˘¿ÛÂÈ Î·È ¿ÏÈ ¤Ó· Û‡ÛÙËÌ· Û¯ÔÏÈ·ÛÌÒÓ Î·È ÙÂÎÌËÚÈÒÛÂˆÓ. ªfiÓÔÓ Ô˘ ÙÒÚ· ‰ÂÓ ¿ÏÂ˘·Ó,
fiˆ˜ Û˘Ó‹ıˆ˜, ÁÈ· ÙËÓ ·ÓÙÈÎÂÈÌÂÓÈÎ‹ ·Ï‹ıÂÈ·,·ÓÙ›ıÂÙ· Û˘ÓËÁÔÚÔ‡Û·Ó ÁÈ· ÌÈ¿ ÂÛÎÂÌÌ¤ÓË Ï¿ÓË.

Ã·Ú¿Ï·ÌÔ˜ ª·ÎÈÚÙ˙‹˜,¶Â˙¿ ÎÂ›ÌÂÓ· ÌÂ Ù›ÙÏÔ ·Ú¯·ÈÔÏÔÁÈÎ·› ÌÂÏ¤Ù·È

Exposition and substantiation,he reflected,precisely because they act upon surface structures, result in
readings which can at best be regarded as adequate. However, they also bring to light discontinuities
and vulnerabilities, which in turn give rise to hesitations and questionings, however creative, of the
methodological body itself.

It was these questionings and hesitations that concerned him.And now that he wanted to actualise
them, to impose a specific reading, all he had achieved was the creation of yet another system of
exposition and substantiation. Except that this time they no longer struggled, as usual, to achieve an
objective truth,but cultivated on the contrary a deliberate falsehood.

Charalambos Bakirtzis, Prose texts entitled archaeological studies
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joan fontcuberta

º·Ï·ÈÓÔıËÚÈÎfi Î·Ì¿ÎÈ, 16Ô˜ ·ÈÒÓ·˜,MÔ˘ÛÂ›Ô B¿ÛÎˆÓ,Bilbao,2003
XVI Century harpoon head,Museo Vasco,Bilbao,2003

joan fontcuberta

ºÔ‡ÚÓÔ˜ ÁÈ· Ï›Ô˜ Ê¿Ï·ÈÓ·˜,¡ËÛ› ÙˆÓ µ¿ÛÎˆÓ,Québec,2003
Oven for whale oil, Isle-aux-Basques,Québec,2003
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joan fontcuberta

∞Ó··Ú¿ÛÙ·ÛË ÌÂÛ·ÈˆÓÈÎ‹˜ µ¿ÛÎÈÎË˜ Ù·Ê‹˜.ªÔ˘ÛÂ›Ô µ¿ÛÎˆÓ,Bilbao,2003
Reconstruction of medieval Basque burial.Museo Vasco,Bilbao,2003

joan fontcuberta

§ÈˆÌ¤ÓÔ ÌÔÏ‡‚È Ô˘ ¯ÚËÛÈÌÔÔÈ‹ıËÎÂ ·fi Ê·Ï·ÈÓÔı‹ÚÂ˜ ÛÙËÓ ÙÂÏÂÙ‹ ÙÔ˘ KÏÂ›‰ˆÓ·.ªÔ˘ÛÂ›Ô µ¿ÛÎˆÓ,Bilbao,2003
Lead piece used by fishermen for premonitory reading.Museo Vasco,Bilbao,2003
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kai-olaf hesse

ŒÓ·ÚÍË ÙË˜ ‰›ÎË˜, 21 ª·˝Ô˘ 1975, 2002 / Start of the Trial,May 21st 1975, 2002
kai-olaf hesse

∞ÔÎÏÂÈÛÌfi˜, 1-3 ™ÂÙÂÌ‚Ú›Ô˘ 1983, 2002 / Blockade, September 1st-3rd 1983,2002
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7574

kai-olaf hesse

Peter Lorenz,25 ºÂ‚ÚÔ˘·Ú›Ô˘ 1975,2002 / Peter Lorenz,February 25th 1975,2002
kai-olaf hesse

Gorleben,3 ª·˝Ô˘ 1980,2002 / Gorleben,May 3rd 1980,2002
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77

Antony hernandez

TÔ›Ô ÁÈ· ÙÔ˘˜ ¿ÛÙÂÁÔ˘˜, 1988-89 / Landscape for the homeless, 1988-89

76

Antony hernandez

TÔ›Ô ÁÈ· ÙÔ˘˜ ¿ÛÙÂÁÔ˘˜, 1988-89 / Landscape for the homeless, 1988-89

APX-catalogue  10-02-03 22:07  ™ÂÏ›‰· 76



78 79

Antony hernandez

TÔ›Ô ÁÈ· ÙÔ˘˜ ¿ÛÙÂÁÔ˘˜, 1988-89 / Landscape for the homeless, 1988-89
Antony hernandez

TÔ›Ô ÁÈ· ÙÔ˘˜ ¿ÛÙÂÁÔ˘˜, 1988-89 / Landscape for the homeless, 1988-89

APX-catalogue  10-02-03 22:07  ™ÂÏ›‰· 78



8180

√È ·Ú¯·ÈÔÏfiÁÔÈ ÁÓˆÚ›˙Ô˘Ó ˆ˜ Î¿ıÂ ·Ó·ÛÎ·Ê‹ ·ÔÙÂÏÂ› Î·È fiÏÂıÚÔ, ˆ˜ ÙÔ ‚È‚Ï›Ô ÙÔ˘ Â‰¿ÊÔ˘˜
Î·Ù·ÛÙÚ¤ÊÂÙ·È fiÙ·Ó ÙÔ Ê˘ÏÏÔÌÂÙÚÔ‡ÌÂ Î·È ˆ˜ Ô ÌfiÓÔ˜ ÙÚfiÔ˜ Ó· ÂÈ‚Ú·‰‡ÓÔ˘ÌÂ ÙË ÌÔÈÚ·›· ÊıÔÚ¿
ÙÔ˘ ¯ÚfiÓÔ˘ Â›Ó·È Ë Û˘ÓÙ‹ÚËÛË.

Alain Schnapp,∏ Î·Ù¿ÎÙËÛË ÙÔ˘ ·ÚÂÏıfiÓÙÔ˜

Les archéologues savent que toute fouille est anéantissement,que le livre de la terre se détruite mesure
qu’on le feuillette et que seule la conservation permet de ralentir l’inevitable érosion du temps.

Alain Schnapp,La Conquête du passé

Archaeologists know that every excavation is also an annihilation, that the book of the soil crumbles as
we turn its pages and that conservation is the only way to delay the inevitable erosion of time.

Alain Schnapp,The Conquest of the Past
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ıˆÌ·Û ÁÂÚ·ÛÔÔ˘ÏÔÛ / thomas gerassopoulos

MÓËÌÂ›·,2002 / Monuments, 2002
ıˆÌ·Û ÁÂÚ·ÛÔÔ˘ÏÔÛ / thomas gerassopoulos

MÓËÌÂ›·, 2002 / Monuments, 2002
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ıˆÌ·Û ÁÂÚ·ÛÔÔ˘ÏÔÛ / thomas gerassopoulos

MÓËÌÂ›·,2002 / Monuments, 2002
ıˆÌ·Û ÁÂÚ·ÛÔÔ˘ÏÔÛ / thomas gerassopoulos

MÓËÌÂ›·, 2002 / Monuments, 2002
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™ˆÎÚ·ÙËÛ M·˘ÚÔÌ·ÙËÛ / Sokratis Mavromatis 

ZÂ‡ÁÔ˜ Ï·ÎÒÓ ÙÔ˘ ‰·¤‰Ô˘ ÙÔ˘ ¶·ÚıÂÓÒÓ·
Pair of flagstones from the floor of the Parthenon

™ˆÎÚ·ÙËÛ M·˘ÚÔÌ·ÙËÛ / Sokratis Mavromatis 

ZÂ‡ÁÔ˜ Ï·ÎÒÓ ÙÔ˘ ‰·¤‰Ô˘ ÙÔ˘ ¶·ÚıÂÓÒÓ·
Pair of flagstones from the floor of the Parthenon
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™ˆÎÚ·ÙËÛ M·˘ÚÔÌ·ÙËÛ / Sokratis Mavromatis 

ZÂ‡ÁÔ˜ Ï·ÎÒÓ ÙÔ˘ ‰·¤‰Ô˘ ÙÔ˘ ¶·ÚıÂÓÒÓ·
Pair of flagstones from the floor of the Parthenon

™ˆÎÚ·ÙËÛ M·˘ÚÔÌ·ÙËÛ / Sokratis Mavromatis 

ZÂ‡ÁÔ˜ Ï·ÎÒÓ ÙÔ˘ ‰·¤‰Ô˘ ÙÔ˘ ¶·ÚıÂÓÒÓ·
Pair of flagstones from the floor of the Parthenon
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AÚÈÛ ÁÂˆÚÁÈÔ˘ / Aris georgiou

¢›ÔÓ,1990 / Dion,1990
AÚÈÛ ÁÂˆÚÁÈÔ˘ / Aris georgiou

¢‹ÏÔ˜,1989 / Delos, 1989
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AÚÈÛ ÁÂˆÚÁÈÔ˘ / Aris georgiou

¢›ÔÓ,1990 / Dion,1990
AÚÈÛ ÁÂˆÚÁÈÔ˘ / Aris georgiou

¢›ÔÓ,1990 / Dion,1990
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¯ÚËÛÙÔÛ ÎÔ˘ÎÂÏËÛ / christos Îoukelis

¶ÚÔÛˆÂ›·,2002 / Masks, 2002
¯ÚËÛÙÔÛ ÎÔ˘ÎÂÏËÛ / christos Îoukelis

¶ÚÔÛˆÂ›·, 2002 / Masks, 2002
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AÙÔÌÈÎÂÛ ¤ÎıÂÛÂÈÛ

Solo ¤xhibitions
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·Ú¯ÈÙÂÎÙfiÓˆÓ Î·È ÙˆÓ ÔÏÂÔ‰fiÌˆÓ: ÂÍÂÚÂ˘ÓËÙ‹˜
ÙÔ˘ Û‡Á¯ÚÔÓÔ˘ ÎfiÛÌÔ˘, ˘ÔÁÚ·ÌÌ›˙ÂÈ Î·Ï‡ÙÂÚ·
·fi ÔÔÈÔÓ‰‹ÔÙÂ ¿ÏÏÔÓ ÙÈ˜ ·ÚÂÎÙÚÔ¤˜, ÙÔ˘˜
·Ú·ÏÔÁÈÛÌÔ‡˜ - ÔÏ‡ Û˘¯Ó¿ ÙÂÚ·ÙÒ‰ÂÈ˜ - ÙÈ˜
¯ˆÚÔÙ·ÍÈÎ¤˜ Î·ÎÔÊˆÓ›Â˜ Î·È ÙÈ˜ ‰ÂÔÓÙÔÏÔÁÈÎ¤˜
“ÂÎÙÒÛÂÈ˜”, ·fi ÙÈ˜ ÔÔ›Â˜ ¯·Ú·ÎÙËÚ›˙ÂÙ·È Ô
ÎfiÛÌÔ˜ ·˘Ùfi˜. ∫·Ù¿ ÙËÓ ÙÂÏÂ˘Ù·›· ‰ÂÎ·ÂÙ›·
˘‹ÚÍÂ ¤Ó·˜ ·fi ÙÔ˘˜ Ï·ÌÚfiÙÂÚÔ˘˜ ·Ó·‰ÔÌËÙ¤˜
ÙÔ˘ Á·ÏÏÈÎÔ‡ ¯ÒÚÔ˘ ÁÈ· ÙË ºˆÙÔÁÚ·ÊÈÎ‹
∞ÔÛÙÔÏ‹ DATAR Î·È ÂÓ Û˘ÓÂ¯Â›· ·Û¯ÔÏ‹ıËÎÂ -
ÁÈ· Î¿ıÂ fiÏË ‹ ÂÚÈÔ¯‹ - ÌÂ ÙË ‰ÈÂÚÂ‡ÓËÛË ÙË˜
˘Ô‚¿ıÌÈÛË˜ ÙÔ˘ Û‡Á¯ÚÔÓÔ˘ ̄ ÒÚÔ˘,ÙËÓ ÔÔ›· ÙÔ
·‰È¿ÏÏ·ÎÙÔ ‚Ï¤ÌÌ· ÙÔ˘ Î·Ù¤ÛÙËÛÂ ÚÔÊ·Ó‹. √
Û‡Á¯ÚÔÓÔ˜ ·˘Ùfi˜ ¯ÒÚÔ˜, ·fi ÙÔ µÂÚÔÏ›ÓÔ ¤ˆ˜ ÙÔ
Vigo, ÏËÛÌÔÓÂ› fiÙ È  ÂÎÂ›  Î·ÏÔ‡ÓÙ·È Ó·
Î·ÙÔÈÎ‹ÛÔ˘Ó, Ó· ‰Ú·ÛÙËÚÈÔÔÈËıÔ‡Ó Î·È Ó·
˙‹ÛÔ˘Ó ¿ÓıÚˆÔÈ. ∞Ó·Ï˘ÙÈÎ‹ fiÛÔ Î·È ÎÚÈÙÈÎ‹
ÂÚÁ·Û›·, Ô˘ ÔÏÔÎÏËÚÒÓÂÙ·È ÌÂ ÙËÓ ¤Î‰ÔÛË ÌÈ·˜
·ÍÈfiÏÔÁË˜ ÛÂÈÚ¿˜ ‚È‚Ï›ˆÓ.

∆Ô Ó· ÚÔÙÂ›ÓÂÈ  Î·ÓÂ›˜ ÛÙÔÓ Basi l ico Ó·
ÂÁÎ·Ù·ÏÂ›„ÂÈ Ï‹Úˆ˜ Î·È ÛÂ ‚·ıÌfi ·ÂÏÈÛ›·˜
ÙÔÓ ÂÓıÔ˘ÛÈ·ÛÌfi ÙÔ˘ ÁÈ· ÙÔÓ Û‡Á¯ÚÔÓÔ ·ÛÙÈÎfi
¯ÒÚÔ, ÚÔÎÂÈÌ¤ÓÔ˘ Ó· ·Û¯ÔÏËıÂ› ÂÎ ÙÔ˘
Û‡ÓÂÁÁ˘˜ ÌÂ Ù· ÂÚÂ›È· ÙË˜ ∞Ú¯·›·˜ ¶ÚÔ‚ËÁÎ›·˜,
‹Ù·Ó ÌÈ· ·Ú·ÎÈÓ‰˘ÓÂ˘Ì¤ÓË ÂÓ¤ÚÁÂÈ·. ∆Ô
·ÔÙ¤ÏÂÛÌ· ‰Â Î·Ù·‰ÂÈÎÓ‡ÂÈ ÌÂ ÙÔÓ Î·Ï‡ÙÂÚÔ
ÙÚfiÔ fiÙÈ ·˘Ù‹ Ë ÂÓ¤ÚÁÂÈ· Â›¯Â ÓfiËÌ· - ·fi ÙË
ÛÙÈÁÌ‹ Ô˘ ÚfiÎÂÈÙ·È ÁÈ· ÊˆÙÔÁÚ·Ê›·, ‰ÂÓ
·Ô‰ÂÈÎÓ‡ÂÈ Ù›ÔÙÂ, ‰ÂÓ ÈÛÙÔÔÈÂ› Ù›ÔÙÂ, ÏËÓ
fiÌˆ˜ Ì·˜ ̆ Ô¯ÚÂÒÓÂÈ,ÂÓ›ÔÙÂ ‚›·È·,Ó· ÎÔÈÙ¿ÍÔ˘ÌÂ,
Ó· ÚÔÛ·ı‹ÛÔ˘ÌÂ Ó· ‰Ô‡ÌÂ, Ó· ··ÏÏ·ÁÔ‡ÌÂ
·fi ÙÈ˜ ÔÙÈÎ¤˜ Ì·˜ Û˘Ì‚·ÙÈÎfiÙËÙÂ˜, ÒÛÙÂ Ó·
Î·Ù·Ï‹ÍÔ˘ÌÂ ÛÂ ¤Ó·Ó ‰È·ÏÔÁÈÛÌfi Ô˘ Ó·
‚·Û›˙ÂÙ·È ÛÂ ¤Ó· Ì·ÎÚÈÓfi ·ÚÂÏıfiÓ Ô˘
Ù·˘Ùfi¯ÚÔÓ· ¤¯ÂÈ Â·Ó¤ÏıÂÈ ÛÙÔ ÚÔÛÎ‹ÓÈÔ.

∏ È‰È·›ÙÂÚ· ÚÔÛÂÎÙÈÎ‹ ÂÚÈ‰È¿‚·ÛË Ô˘ Ì·˜
ÚÔÙÂ›ÓÂÙ·È, Ì·˜ ÙÔÔıÂÙÂ› ÛÂ Ì›· ¤ÓÙ·ÛË ÌÂÙ·Í‡
ÙË˜ ÛÙÈÁÌ‹˜, Î·Ù¿ ÙËÓ ÔÔ›· Ù· ·Ú¯·›· ÌÓËÌÂ›·
ÊˆÙÔÁÚ·Ê‹ıËÎ·Ó, ÛÙ· Ì¤Û· ÙÔ˘ 19Ô˘ ·ÈÒÓ· Î·È
ÙÔ˘ Û‹ÌÂÚ·, ÛÙÈ˜ ·Ú¯¤˜ ÙË˜ ÙÚ›ÙË˜ ¯ÈÏÈÂÙ›·˜, ÌÂ ÙËÓ
˘Ô‚¿ıÌÈÛ‹ ÙÔ˘˜ Ó· Â›Ó·È ÚÔÊ·Ó‹˜ Î·È
·ÓËÛ˘¯ËÙÈÎ‹.

¶Ú¿ÁÌ·ÙÈ, ‰ÂÓ ÌÔÚÔ‡ÌÂ Ó· ÌËÓ ı˘ÌËıÔ‡ÌÂ ÙÈ˜

its aberrations, its absurdities, which are very
often monstrous, its spatial cacophonies and
ethical abdications. Over the last ten years, after
being recognised as one of the most brilliant
designers of French space for the DATAR
Photographic Mission, he became particularly
fond, no matter the town or region, of exploring
the desolation - manifest through his eyes - of
contemporary spaces which, from Berlin right
through to Vigo, have forgotten that people are
meant to inhabit them, experience them, live in
them. His analytical and critical work ending in a
remarkable series of books.

Proposing to Basilico that he set aside his
fascination for contemporary urban spaces, to the
point of emptiness and hopelessness, and turn to
the archaeological ruins of Provence instead was
a risky endeavour.And the result is sublime proof
that the r isk made sense: because i t  is
photography, it proves nothing, it testifies to
nothing, but it brings us face to face - sometimes
violently - with the need to look, to attempt to
see, to strip away our visual conventions so as to
end up with a reflection anchored to a distant
past, yet adapted to the present.

The journey suggested by this intense focus
places us on a tightrope between the moment
when ancient monuments were photographed, in
the middle of the 19th century, and today, at the
very beginning of the third millennium, when
their degradation has become evident and
disquieting.

In effect, one cannot avoid reflecting upon the
views of Baldus,Nègre, or others such as Le Gray
and the Bisson Brothers, who, thanks to the
'heliographic technique', collected the first fixed
images of the same sites. From Basil ico's
approach one essentially recaptures something of
that quiet respect and admiring contemplation of
his predecessors when faced with the grandeur
of these constructions. And one cannot but be
struck by the manner in which during the last few
years this architect, who had favoured deserted

Gabriele Basilico:
AÚ¯ÈÙ¤ÎÙˆÓ ÙË˜ ÊˆÙÔÁÚ·Ê›·˜

∂‰Ò Î·È 25 ¯ÚfiÓÈ· Ô Gabriele Basilico ·Ó·Ï‡ÂÈ
ÙÔÓ ·ÛÙÈÎfi ¯ÒÚÔ Î·È ÙËÓ ·Ú¯ÈÙÂÎÙÔÓÈÎ‹, ÙÔÌÂ›˜ ÌÂ
ÙÔ˘˜ ÔÔ›Ô˘˜ ÌÈ· Ì¤Ú· ·ÔÊ¿ÛÈÛÂ Ó· ÌËÓ
·Û¯ÔÏËıÂ› È· ˆ˜ Î·ÏÏÈÙ¤¯ÓË˜ ‹ ˆ˜ ˘Â‡ı˘ÓÔ˜
·ÏÏ¿ ˆ˜ ıÂ·Ù‹˜. ŒÙÛÈ, Ô ÊˆÙÔÁÚ¿ÊÔ˜ ·˘Ùfi˜ Â›Ó·È Ô
ÌÔÓ·‰ÈÎfi˜ ·ÏËıÈÓfi˜ "Î·ÏÏÈÙ¤¯ÓË˜ ÙË˜
ÊˆÙÔÁÚ·Ê›·˜", fiˆ˜ ·ÎÚÈ‚Ò˜ Î·È Ô John Davis
Â›Ó·È ¤Ó·˜ "ÁÂˆÁÚ¿ÊÔ˜ ÙË˜ ÊˆÙÔÁÚ·Ê›·˜".

∞˘Ùfi ÙÔ ÚÔÔ›ÌÈÔ, Ô˘ ‰ÂÓ ·ÔÙÂÏÂ› ÚËÙÔÚÈÎfi
Û¯‹Ì·, ÌÔ˘ Ê·›ÓÂÙ·È ··Ú·›ÙËÙÔ ·fi ÙË ÛÙÈÁÌ‹
Ô˘ ¤¯Ô˘ÌÂ Ó· Î¿ÓÔ˘ÌÂ ÌÂ ÙÔÓ ÈÔ ÂÎÏËÎÙÈÎfi,
·Úfi‚ÏÂÙÔ Î·È ÚÈ˙ÔÛ¿ÛÙË ‰ËÌÈÔ˘ÚÁfi ·’fiÏÔ˘˜
·˘ÙÔ‡˜ - Ô˘ Â›Ó·È ÔÏÏÔ› Î·È ÂËÚÂ¿˙ÔÓÙ·È
Û˘¯Ó¿ ·fi ÙË ÁÂÚÌ·ÓÈÎ‹ ıÂÒÚËÛË ÙˆÓ
Ú·ÁÌ¿ÙˆÓ- ÔÈ ÔÔ›ÔÈ ·Ó·Ï·Ì‚¿ÓÔ˘Ó Ó·
·Ó·‰ÔÌ‹ÛÔ˘Ó ÙÔ Û‡Á¯ÚÔÓÔ ÙÔ›Ô, È‰›ˆ˜ ÛÙËÓ
·ÛÙÈÎ‹ ÙÔ˘ ‰È¿ÛÙ·ÛË.

√ Basilico,·Ú¯ÈÙ¤ÎÙˆÓ Î·È ÌÂÙ¤ÂÈÙ· ÊˆÙÔÁÚ¿ÊÔ˜,
Â›Ó·È Û‹ÌÂÚ· Ô ‰˘ÛÎÔÏfiÙÂÚÔ˜ ÔÌÔÙÚ¿Â˙Ô˜ ÙˆÓ

Gabriele Basilico:
Architect of photography

For a quarter of a century Gabriele Basilico has
been exploring urban space and architecture,one
day having decided that he would no longer be
an active participant in these, but rather an
observer.We can thus view this photographer as
the only true "architect of photography", in the
same way that John Davis is a "geographer of
photography".

I feel that this preamble, which is not a rhetorical
figure, is necessary, given that we are speaking of
the most surprising, unpredictable and radical of
all those authors who, numerous as they are, and
often of Germanic persuasion, have got down to
ef fect ively reshaping the contemporar y
landscape in its urban dimension.

An architect turned photographer, Basilico makes
a very difficult companion to architects and town
planners: as an explorer of the modern world, he,
more than anyone else, has placed emphasis on

Gabriele Basilico

Provincia antiqua
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Ó· Ì·˜ ·ÔÎÚ‡„Ô˘Ó ÙËÓ ÔÏ˘ÏÔÎfiÙËÙ· ÙÔ˘
Ú·ÁÌ·ÙÈÎÔ‡. ªÈ· ·fi ÙÈ˜ ÚÒÙÂ˜ ¯·Ú¤˜ ·˘Ù‹˜ ÙË˜
ÚfiÛÎÏËÛË˜ Ó· ÌÔÈÚ·ÛÙÔ‡ÌÂ ·ÚÌÔÓÈÎ¿ ÙÔÓ
ÌÓËÌÂÈ·Îfi ¯·Ú·ÎÙ‹Ú· Ô˘ Û˘¯Ó¿ ÏËÛÌÔÓÔ‡ÌÂ,
ÔÊÂ›ÏÂÙ·È ÛÙÔ ÁÂÁÔÓfi˜ fiÙÈ ¿ÓÙ· ·ÈÛı·ÓfiÌ·ÛÙÂ
ÙËÓ ·ÚÔ˘Û›· ÙÔ˘ ÊˆÙÔÁÚ¿ÊÔ˘ ÛÙÔ ¤ÚÁÔ. ª·˜
ÂÈÙÚ¤ÂÈ Ó· ÙÔÓ Û˘ÓÔ‰Â‡ÛÔ˘ÌÂ ÛÙËÓ ÂÚÁ·Û›· ÙÔ˘
ÂÁÎ·ıÈÛÙÒÓÙ·˜ ·Ó¿ÌÂÛ· ÛÙÔÓ ›‰ÈÔ Î·È ÂÌ¿˜, ¤Ó·
Â›‰Ô˜ "Û˘ÓÂÓÔ¯‹˜" Ô˘ ·Ô˘Û›·˙Â Ï‹Úˆ˜ ·fi ÙË
ÊˆÙÔÁÚ·ÊÈÎ‹ Ù¤¯ÓË ÙÔ˘ 19Ô˘ ·ÈÒÓ·.

ŸÙ·Ó ‹ıÂÏ·Ó Ó· Ì·˜ ÂÈÛËÌ¿ÓÔ˘Ó ÙÔÓ ÌÓËÌÂÈ·Îfi
¯·Ú·ÎÙ‹Ú· ÂÓfi˜ ÙfiÔ˘ Î·È ÚÔÎÂÈÌ¤ÓÔ˘ Ó· Ì·˜
‰Â›ÍÔ˘Ó ÙËÓ ÎÏ›Ì·Î·, ÔÈ ÊˆÙÔÁÚ¿ÊÔÈ ÙÔ˘
·ÚÂÏıfiÓÙÔ˜ Û˘ÌÂÚÈÏ¿Ì‚·Ó·Ó ÛÙËÓ ÊˆÙÔÁÚ·Ê›·
Î·È ¤Ó·Ó ¿ÓıÚˆÔ, Ô˘ Ê·ÈÓfiÙ·Ó ÌÈÎÚÔÛÎÔÈÎfi˜
ÌÚÔÛÙ¿ ÛÙÈ˜ Î·Ù·ÛÎÂ˘¤˜ Ô˘ ÊˆÙÔÁÚ¿ÊÈ˙·Ó.™ÙÈ˜
ÊˆÙÔÁÚ·Ê›Â˜ ÙÔ˘ Basilico Ô ¿ÓıÚˆÔ˜ Â›Ó·È
ÂÓÙÂÏÒ˜ ·ÒÓ. H ÏÂÙfiÙËÙ· ÙˆÓ ‰È·‚·ıÌ›ÛÂˆÓ
ÙˆÓ Ï¿ÓˆÓ, ÔÈ ÚÔÔÙÈÎ¤˜ Ô˘ ÂÈÏ¤ÁÂÈ, ÙÔ
ÁÂÁÔÓfi˜ fiÙÈ ‰›ÓÂÈ ÛËÌ·Û›· ÛÙÈ˜ ÏÂÙÔÌ¤ÚÂÈÂ˜ ÙÔ˘
ÂÚÈ‚¿ÏÏÔÓÙÔ˜ (·fi ÙËÓ ·ÚÔ˘Û›· ‚Ï¿ÛÙËÛË˜ ÛÙ·
ÂÚÂ›È· - Ô ÓÔ˘˜ Ì·˜ Û›ÁÔ˘Ú· ·Ó·ÙÚ¤¯ÂÈ ÛÙÈ˜
ÚÒÙÂ˜ ÊˆÙÔÁÚ·Ê›Â˜ ÙˆÓ ˘Ú·Ì›‰ˆÓ ÙË˜
∞ÈÁ‡ÙÔ˘ ‹ ÙÔ˘˜ Ó·Ô‡˜ ÙÔ˘ Angkor - ˆ˜ Ù·
ÛÙÔÈ¯Â›· ÙÔ˘ Û‡Á¯ÚÔÓÔ˘ ·ÛÙÈÎÔ‡ ÙÔ›Ô˘) Ì·˜
ÂÈÙÚ¤ÂÈ Ó· ·ÓÙÈÏËÊıÔ‡ÌÂ Ï‹Úˆ˜ ÙÈ˜ ·Ó·ÏÔÁ›Â˜.
∏ ‰Â‡ÙÂÚË ·fi‰ÂÈÍË, Ô˘ Û˘Ó‹ıˆ˜ ÂÈÙ˘Á¯¿ÓÂÙ·È
ÌÂ ‰È·ÎÚÈÙÈÎ¤˜ ÂÂÌ‚¿ÛÂÈ˜, Â›Ó·È ÙÔ fiÙÈ Ù· ·Ú¯·›·
ÌÓËÌÂ›· ·Ó‹ÎÔ˘Ó Î·È ÛÙËÓ ÂÔ¯‹ Ì·˜.£˘ÌfiÌ·ÛÙÂ
ÙÔÓ ÙÚfiÔ ÌÂ ÙÔÓ ÔÔ›Ô Ô Basilico, ‹‰Ë ·fi ÙÈ˜
ÚÒÙÂ˜ ÊˆÙÔÁÚ·Ê›Â˜ ÙÔ˘ ·ÛÙÈÎÔ‡ ÙÔ›Ô˘,
Û˘ÌÂÚÈ¤Ï·‚Â ÛÙÔ Ï¿ÓÔ ÙÔ˘ Ù· ËÏÂÎÙÚÈÎ¿
Î·ÏÒ‰È· Î·È ÙÈ˜ ‰È·‚¿ÛÂÈ˜ Â˙ÒÓ, ÛÙÔÈ¯Â›· Ù·
ÔÔ›· ÔÈ ÂÚÈÛÛfiÙÂÚÔÈ ÊˆÙÔÁÚ¿ÊÔÈ
ÚÔÛ·ıÔ‡Û·Ó Ó· ·ÔÊ‡ÁÔ˘Ó. ™˘ÓÂ¯›˙ÂÈ ÌÂ ÙËÓ
›‰È· ‰È¿ıÂÛË Î·È ˙ˆËÚ¿‰·, ÂÈÙ˘Á¯¿ÓÔÓÙ·˜ Ó·
Û˘ÌÂÚÈÏ¿‚ÂÈ ÏËıÒÚ· ÛÙÔÈ¯Â›ˆÓ ÙË˜ Û‡Á¯ÚÔÓË˜
˘Ô‰ÔÌ‹˜ ÛÂ ÊˆÙÔÁÚ·Ê›Â˜ ÙË˜ ·Ú¯·›·˜
ÎÏËÚÔÓÔÌÈ¿˜. ∆· ÛÙÔÈ¯Â›· ·˘Ù¿, ÂÍ¿ÏÏÔ˘, ·Ó‹ÎÔ˘Ó
ÛÂ ‰È¿ÊÔÚÂ˜ ÂÔ¯¤˜ Î·È Ì·˜ ·ÔÎ·Ï‡ÙÔ˘Ó,
·ÓÙ›ÛÙÔÈ¯·, ‰È¿ÊÔÚÂ˜ Ù˘¯¤˜ ÙË˜ ÈÛÙÔÚ›·˜ ÙˆÓ
ÌÓËÌÂ›ˆÓ. ªÔÚÔ‡ÌÂ Ó· ÂÓÙÔ›ÛÔ˘ÌÂ ·Ú¯·›·
Û˘ÛÙ‹Ì·Ù· ·Ï˘Û›‰ˆÓ Ô˘ ··ÁfiÚÂ˘·Ó ÙË
‰È¤ÏÂ˘ÛË ·ÏÏ¿ Î·È ÈÔ ÚfiÛÊ·Ù· ÛÙÔÈ¯Â›·, fiˆ˜
Û˘ÛÙ‹Ì·Ù· ÊˆÙÈÛÌÔ‡ ÌÂ ÚÔ‚ÔÏÂ›˜, ÛËÌÂÈ·Îfi

finesse with which he gradates the levels, the
perspectives he chooses, the fact that he makes
the most of details in the environment (ranging
from vegetation among the ruins - the first
photographs of the Egyptian pyramids or the
temples of Angkor obviously come to mind - to
elements from the current urban context) make
us distinctly aware of the proportions involved.

The second piece of evidence, achieved by
discrete touches most of the time, is that the
ancient monuments also exist in our time. One
recal ls  how, from his ver y f i r s t  urban
photographs, Basilico knew to include electrical
wires and pedestrian crossings, which most
photographers tried to avoid.He has continued in
the same vein and with the same panache,
successful ly including a mult i tude of
contemporary symbols when composing his
visions of ancient heritage. Moreover, these signs
belong to many dif ferent per iods and
consequently reveal to us details of the history of
these monuments. One can pinpoint former
systems of chains prohibiting entry, as well as
more recent elements, such as lighting systems
with f loodlights, spotlights, and even electric
circuit boards, electric wires or sound systems, all
of ten more absurd or out of place than
anachronistic. One could even make a delightful
list of traffic signs. These would include those
directing visitors within the site itself (an arrow
indicating that we need to climb the stairs, seat
numbering for performances, whether bull fights
or other, or perhaps an exit sign) as well as those
in the city where the monuments are found, if this
be the case.The use of road signs and markings,
with solid or broken lines, signposts, arrows and
pedestrian crossings, is under perfect control,
never overdone and sometimes amusing; yet it
tells us, with a rare efficacy, the state of these
monuments today, in a city precinct where the
automobile reigns supreme, forging a blatant
chemical attack on the ancient stones.

The presence of monuments in their
contemporary environment is unceasing in this

ÊˆÙÔÁÚ·Ê›Â˜ ÙˆÓ Baldus,Nègre ‹ ÙÔ˘ Le Gray Î·È
ÙˆÓ ·‰ÂÏÊÒÓ Bisson Ô˘ Ì·˜ ÚfiÛÊÂÚ·Ó, ¯¿ÚË
ÛÙÔ “ËÏÈÔÁÚ·ÊÈÎfi Û¯¤‰ÈÔ”, ÙÈ˜ ÚÒÙÂ˜ ÛÙ·ıÂÚ¤˜
ÂÈÎfiÓÂ˜ ·˘ÙÒÓ ÙˆÓ ÙÔÔıÂÛÈÒÓ. ™ÙËÓ ÚÔÛ¤ÁÁÈÛË
ÂÎÏËÎÙÈÎ‹˜ ·Ó·ÁÓÒÚÈÛË˜ ÙˆÓ ÚÔÎ·Ùfi¯ˆÓ ÙÔ˘
ÌÚÔÛÙ¿ ÛÙÔ ÌÂÁ·ÏÂ›Ô ·˘ÙÒÓ ÙˆÓ ÙÔ˘ Basilico
‚Ú›ÛÎÔ˘ÌÂ Ú¿ÁÌ·ÙÈ  ÛÙÔÈ¯Â›· ÛÈˆËÚÔ‡
ÛÂ‚·ÛÌÔ‡ Î·È Î·Ù·ÛÎÂ˘ÒÓ. ∫·È ‰ÂÓ ÌÔÚÔ‡ÌÂ
·Ú¿ Ó· ÌÂ›ÓÔ˘ÌÂ ÂÌ‚ÚfiÓÙËÙÔÈ ·fi ÙÔÓ ÙÚfiÔ
Ô˘ Ô ÙÔÔÁÚ¿ÊÔ˜, Ù· ÙÂÏÂ˘Ù·›· ¯ÚfiÓÈ·, ¤‰ˆÛÂ
ÚÔÙÂÚ·ÈfiÙËÙ· ÛÙÔ˘˜ ¿‰ÂÈÔ˘˜ ̄ ÒÚÔ˘˜ ÛÙ¿ıÌÂ˘ÛË˜
Î·È Ù È˜  ÂÚ›ÏÔÎÂ˜ ÏˆÚ›‰Â˜ ÙˆÓ ·ÛÙÈÎÒÓ
ÂÚÈÊÂÚÂÈ·ÎÒÓ Ô‰ÒÓ, ÁÂÌ›˙ÔÓÙ·˜ Î·È ¿ÏÈ ÙÔ
Ï¿ÓÔ ÙÔ˘ ÌÂ Ï›ıÈÓÔ˘˜ fiÁÎÔ˘˜,Ë ˘Ê‹ ÙˆÓ ÔÔ›ˆÓ
Î·ı›ÛÙ·Ù·È ÂÍ·ÈÚÂÙÈÎ¿ ·ÚÔ‡Û·, ÙfiÛÔ ·ÈÛıËÙ‹ Ô˘
Û¯Â‰fiÓ “È¿ÓÂÙ·È” ÌÂ ÙÔ Ì¿ÙÈ. √ÚÈÛÌ¤ÓÂ˜ ÂÈÎfiÓÂ˜
Î·Ù·Ï·Ì‚¿ÓÔÓÙ·È ÂÍÔÏÔÎÏ‹ÚÔ˘ ·fi ÙËÓ
Î·Ù·ÛÎÂ˘‹, ÛÙËÓ ÔÔ›· Ô ‹ÏÈÔ˜ ÛÎÈ·ÁÚ·ÊÂ›
·ÊÂÓfi˜ ÙÔÓ ÏÔ‡ÙÔ ÙˆÓ ‰È·ÎÔÛÌËÙÈÎÒÓ ÙË˜,
·ÊÂÙ¤ÚÔ˘  ÙËÓ ˘Ô‚¿ıÌÈÛ‹ ÙË˜ ÏfiÁˆ ÙÔ˘ ¯ÚfiÓÔ˘
Î·È ÙˆÓ Ê˘ÛÈÎÒÓ ÛÙÔÈ¯Â›ˆÓ. √ Basilico ‰ÂÓ
ÚÔÛ·ıÂ› Ó· “ÂÚÈÁÚ¿„ÂÈ” - fiˆ˜ Û˘Ó¤‚·ÈÓÂ ÛÙ·
ÚÒÙ· ÛÙ¿‰È· ÙË˜ ÊˆÙÔÁÚ·ÊÈÎ‹˜ Ù¤¯ÓË˜ - ·˘Ù¤˜ ÙÈ˜
ÂÈ‚ÏËÙÈÎ¤˜ Î·Ù·ÛÎÂ˘¤˜, ·ÏÏ¿ ¤¯ÔÓÙ·˜ ÂÍÂÙ¿ÛÂÈ Ù·
Â‡ıÚ·˘ÛÙ· ÛËÌÂ›· ÙÔ˘ Û‡Á¯ÚÔÓÔ˘ ¯ÒÚÔ˘,
·ÓÙÈÌÂÙˆ›˙ÂÈ ÌÂ ¤Î‰ËÏË Â˘ı˘Ì›· ÙÔÓ ÌÓËÌÂÈ·Îfi
¯·Ú·ÎÙ‹Ú· ÙÔ˘ ı¤Ì·ÙÔ˜ Ô˘ ÙÔ˘ ÚÔÙÂ›ÓÂÙ·È. ∫È
ÂÓÒ ¤¯ÂÈ ·Ú¤ÏıÂÈ ÂÓ¿ÌÈÛË˜ Î·È Ï¤ÔÓ ·ÈÒÓ·˜ Î·È
¤¯ÂÈ ÂÈÎÚ·Ù‹ÛÂÈ Ë ‚Â‚·ÈfiÙËÙ· fiÙÈ Ë ÊˆÙÔÁÚ·Ê›·
Â›Ó·È ÚˆÙ›ÛÙˆ˜ ˙‹ÙËÌ· ¿Ô„Ë˜, Ë Î·Ù¿ Ì¤ÙˆÔ
ÊˆÙÔÁÚ¿ÊÈÛË ·Ú·¯ÒÚËÛÂ ÙË ı¤ÛË ÙË˜ ÛÂ ÈÔ
Ï¿ÁÈÂ˜ ÔÙÈÎ¤˜ ÁˆÓ›Â˜, ÛÙË ÊˆÙÔÁÚ¿ÊÈÛË ·fi Ù·
„ËÏ¿ ‹ ·fi Ù· ¯·ÌËÏ¿, ÛÂ ÁˆÓ›Â˜ Ô˘
·Ú·Ì¤ÓÔ˘Ó ¿ÓÙ· ·Ó¿Ï·ÊÚÂ˜ Î·È ÂÎÏÂÙ˘ÛÌ¤ÓÂ˜,
Ô˘ Ì·˜ ÂÈÙÚ¤Ô˘Ó fiÌˆ˜ Ù·˘Ùfi¯ÚÔÓ·, Ó·
Î·Ù·ÓÔ‹ÛÔ˘ÌÂ ÙÔÓ ÙÚfiÔ ‰È¿ÚıÚˆÛË˜ ÙÔ˘ ¯ÒÚÔ˘
Î·È Ó· ·Ó·Ï‡ÛÔ˘ÌÂ ÙÔ˘˜ ·Î¿ÓıÔ˘˜ ÌÈ·˜
ÎÔÚˆÓ›‰·˜. √ Basilico Ù·ÍÈ‰Â‡ÂÈ ÛÙÔÓ ¯ÒÚÔ ˆ˜
ÂÍÂÚÂ˘ÓËÙ‹˜ ÙË˜ Ê˘ÛÈÎ‹˜ ÙÔÔıÂÛ›·˜, ˘„ÒÓÂÈ ÙÔ
‚Ï¤ÌÌ·, ·ÓÂ‚·›ÓÂÈ Ù· ÛÎ·ÏÔ¿ÙÈ· Î·È ‰›ÓÂÈ ÙÔ
ÂÚ›ÁÚ·ÌÌ· ÌÈ·˜ Ï‹„Ë˜ ÚÔ˜ ÙÔ ¤‰·ÊÔ˜,
ÂÁÎ·Ù·ÏÂ›ÂÈ ÙÈ˜ ‰È·‰ÚÔÌ¤˜ Ô˘ ÚÔÙÂ›ÓÔÓÙ·È
ÛÙÔ˘˜ ÙÔ˘Ú›ÛÙÂ˜ Î·È Î·Ù’ ·˘ÙfiÓ ÙÔÓ ÙÚfiÔ
·Ó·Î·Ï‡ÙÂÈ ÂÎ Ó¤Ô˘ Ù· ÂÚ›ÊËÌ· ÌÓËÌÂ›·, ÙˆÓ
ÔÔ›ˆÓ ÔÈ ÎÔÈÓfiÙ˘Â˜ ÊˆÙÔÁÚ·Ê›ÛÂÈ˜, Ô˘
Â·Ó·Ï·Ì‚¿ÓÔÓÙ·È ÛÙÈ˜ Î·ÚÙ-ÔÛÙ¿Ï, Î·Ù¤ÏËÍ·Ó

parking areas and the muddled zones of the
urban peripheries, has once more been filling his
frames with masses of stone, whose texture he
renders extremely real, almost palpable to the
eye. Certain pictures are entirely occupied by the
structure on which the sun outlines both the
richness of the adornments and the damage
caused by time and the forces of nature. Basilico
does not attempt to 'describe' these imposing
buildings, as was the case in the early years of
photography, but rather, after having explored the
frailties of contemporary spaces, he joyfully
confronts the monumentality of the proposed
motif. Basically, more than a century and a half
has gone by and the certainty remains that
photography is above al l  a quest ion of
perspective; the frontal view has to a great extent
given way to more lateral camera angles - high
angle shots, low angle shots, always light and
refined, yet allowing us to understand at once
how space is organised and to perceive in detail
the acanthi that crown the column capitals.
Basilico travels in space; like an explorer in
physical confrontation with the site he lifts his
gaze upwards, climbs to the topmost level and
sketches a view looking towards the ground; he
diverges from the paths recommended to tourists
and so reinvents the famous structures whose
clichéd reproductions, reiterated on postcards,
have served to conceal the complexity of reality.
One of the principal pleasures of this invitation to
share harmoniously in a monumentality that we
have often forgotten stems from the fact that we
always sense the presence of the photographer in
the work. He allows us to accompany him in his
work and establishes between us a bond,which is
entirely lacking in the photography of the 19th
century.

When they desired to bring to our attention the
monumentality of a place as well as its scale, the
photographers of the past used a person in their
pictures who appeared minute when placed next
to the structure they wished to photograph.
Basilico, on the other hand, presents us with
places in which man is totally absent, but the
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√ Basilico, Ô˘ ¤¯ÂÈ ÙfiÛÔ ÔÏ‡ ÂÍÂÚÂ˘Ó‹ÛÂÈ ÙÈ˜
ÊˆÙÔÁÚ·ÊÈÎ¤˜ ÚÔ‚ÏËÌ·ÙÈÎ¤˜ ÙÔ˘ ¯ÒÚÔ˘,
Û˘ÓÂ¯›˙ÂÈ Â‰Ò ·˘Ù‹Ó ÙËÓ ¤ÚÂ˘Ó· ÂÌÏÔ˘Ù›˙ÔÓÙ¿˜
ÙËÓ ÌÂ ÌÈ· ·Ú·Ù‹ÚËÛË Ô˘ ¤Î·ÓÂ ‹‰Ë ÚÔ
Î·ÈÚÔ‡ – ÛÙË ƒÒÌË ÁÈ· ·Ú¿‰ÂÈÁÌ· – ·Ó·ÊÔÚÈÎ¿
ÌÂ ÙÔÓ ¯ÚfiÓÔ ‹ ÙÔ˘˜ ¯ÚfiÓÔ˘˜ ÙË˜ ÊˆÙÔÁÚ·Ê›·˜.
∂›Ó·È ÚÔÊ·Ó¤˜ fiÙÈ ·fi ÙËÓ ·ÚÔ˘Û›· ÂÓfi˜ (Î·È
ÌfiÓÔ) ·˘ÙÔÎÈÓ‹ÙÔ˘, ÙˆÓ ¿¯ÚËÛÙˆÓ ÛËÌ¿ÙˆÓ ÛÙÈ˜
·Ú¯·›Â˜ ¤ÙÚÂ˜, fiˆ˜ Î·È ÌÈ·˜ ÈÓ·Î›‰·˜
˘Ô¯ÚÂˆÙÈÎ‹˜ Î˘ÎÏÈÎ‹˜ ‰È·‰ÚÔÌ‹˜, ··ÁfiÚÂ˘ÛË˜
ÙË˜ ÛÙ¿ıÌÂ˘ÛË˜ ‹ ÂÓfi˜ ÚÔ‚ÔÏ¤·,
Î·Ù·Ï·‚·›ÓÔ˘ÌÂ fiÙÈ  Ë Ï‹„Ë ÙˆÓ ÊˆÙÔÁÚ·ÊÈÒÓ
¤ÁÈÓÂ Û‹ÌÂÚ·. ∂›Ó·È Â›ÛË˜ ÚÔÊ·Ó¤˜ fiÙÈ Ë
·ÚÔ˘Û›· ÎÂÚÎ›‰ˆÓ Ì·˜ ‰Â›¯ÓÂÈ Î·È Û‹ÌÂÚ·
·ÎfiÌË ÙËÓ ·‰È¿ÏÂÈÙË ¯Ú‹ÛË ÙˆÓ ¯ÒÚˆÓ ˆ˜
ÙfiˆÓ ıÂ¿Ì·ÙÔ˜ Î·ıÒ˜ Î·È ÙË Û‡Ó‰ÂÛ‹ ÙÔ˘˜ ÌÂ
ÙËÓ Î‡ÚÈ· ·ÔÛÙÔÏ‹ ÂÓfi˜ ·Ú¯·›Ô˘ ıÂ¿ÙÚÔ˘.∂›Ó·È,
·ÎfiÌË, ÚÔÊ·Ó¤˜ fiÙÈ Ù· Ï·ÛÙÈÎ¿ ÛÙ¤Á·ÛÙÚ·,
ÂÍ·ÈÚÂÙÈÎ¤˜ ÊˆÙÔ·Á›‰Â˜, Ì·ÚÙ˘ÚÔ‡Ó ÙËÓ ÂÚÁ·Û›·
ÙˆÓ Û‡Á¯ÚÔÓˆÓ ·Ú¯·ÈÔÏfiÁˆÓ, ÏËÓ fiÌˆ˜ ÛÂ
Û˘Ó¿ÚÙËÛË ÌÂ ÙÔÓ ¯ÚfiÓÔ, ·˘ÙfiÓ ÙË˜ ¤ÚÂ˘Ó·˜, Ô˘
ÚÔÛ·ıÂ› Ó· Î·Ù·ÓÔ‹ÛÂÈ Î·È Ì¿ÏÈÛÙ· Ó·
·Ê˘Ó›ÛÂÈ ¤Ó· ·ÒÙ·ÙÔ ·ÚÂÏıfiÓ.

™Â ÌÈ· ·Ú¯ÈÙÂÎÙÔÓÈÎ‹ ÏÂÙÔÌ¤ÚÂÈ·, Ô˘ Ì¤Û· ÛÂ
Ï›Á· ÂÎ·ÙÔÛÙ¿ ÙÔ˘ ‰Â˘ÙÂÚÔÏ¤ÙÔ˘ Ê˘Ï·Î›˙ÂÙ·È
ÛÙÔ˘˜ ÌÈÎÚÔÛÎÔÈÎÔ‡˜ ÎfiÎÎÔ˘˜ ÙÔ˘ ·ÚÁ˘ÚÔ‡
ÊÈÏÌ, ı· ‰È·‚¿ÛÔ˘ÌÂ Ù·˘Ùfi¯ÚÔÓ· fiÙÈ ÚfiÎÂÈÙ·È
ÁÈ· ¤Ó· ÌÓËÌÂ›Ô ËÏÈÎ›·˜ ÔÏÏÒÓ ·ÈÒÓˆÓ, fiÙÈ Ô
¯ÚfiÓÔ˜ ¿ÊËÛÂ ·ÓÂÍ›ÙËÏ· ÛËÌ¿‰È· ÊıÔÚ¿˜ Â¿Óˆ
ÛÙËÓ ¤ÙÚ· Î·È fiÙÈ Ë ÊˆÙÔÁÚ·Ê›· ÂÎ Ê‡ÛÂˆ˜
ÙÔÔıÂÙÂ› ÙËÓ ÂÈÎfiÓ· ·˘Ù‹ ÛÂ Ì›· ·ÈˆÓÈfiÙËÙ·,
fiÔ˘ Ô ¯ÚfiÓÔ˜ ‰ÂÓ Â›Ó·È ·˘Ùfi˜ Ô˘ ÌÂÙÚÔ‡ÌÂ ÌÂ
Ù· ÚÔÏfiÁÈ· Ì·˜. ¶ÚÔÎÂÈÌ¤ÓÔ˘ Ù· ÛËÌ¿‰È· ÙË˜
Û‡Á¯ÚÔÓË˜ ÂÔ¯‹˜ Ó· Á›ÓÔ˘Ó ·ÎfiÌË ÈÔ Û‡ÓıÂÙ·,
ı· ·ÚÎÔ‡ÛÂ Ô ÎÔÚÌfi˜ ÂÓfi˜ Ï·Ù¿ÓÔ˘ ÛÂ ÚÒÙÔ
Ï¿ÓÔ Ó· Ì·˜ ‰Â›ÍÂÈ ÙËÓ ·Ú¤ÏÂ˘ÛË ÌÈÛÔ‡ ·ÈÒÓ·,
‹ ·ÎfiÌË, Ë ÙÛÈÌÂÓÙ¤ÓÈ· ÚfiÛÔ„Ë ÂÓfi˜ ÛÈÙÈÔ‡ ÙË˜
‰ÂÎ·ÂÙ›·˜ ÙÔ˘ ’70 Ó· Î·Ù·‰Â›ÍÂÈ ÙÔ ÚfiÛÊ·ÙÔ
·ÚÂÏıfiÓ, ÌÈ· ·Ó·ÌÓËÛÙÈÎ‹ Ï¿Î· ·ÊÈÂÚˆÌ¤ÓË
ÛÙÔÓ Frédéric Mistral ÙÔ ÏÈÁfiÙÂÚÔ ÚfiÛÊ·ÙÔ
·ÚÂÏıfiÓ Î·È ¤Ó·˜ ·ÁˆÁfi˜ ¿Ú‰Â˘ÛË˜, Ô˘
ÍÂ¯¿ÛÙËÎÂ ›Ûˆ ·fi Ì›· ·Ú¯·ÈfiÙËÙ·, ¤Ú¯ÂÙ·È Ó·
Ì·˜ ı˘Ì›ÛÂÈ  ÙÔ ¯ıÂ˜, ÒÛÙÂ Ì¤Û· ÙËÓ ›‰È·
ÊˆÙÔÁÚ·Ê›· Ó· ·Ú·¯ıÂ› ÌÈ· ÈÏÈÁÁÈÒ‰Ë˜
Û˘ÁÎ·ÙÔ›ÎËÛË fiÏˆÓ ÙˆÓ ÂÔ¯ÒÓ.

make these temporalities even more complex, it
will suffice that the trunk of a plane tree, in the
foreground, evokes memories of half a century
gone by, or that the cement façade of a house
built in the seventies impresses upon us a more
recent past, that a commemorative plaque
dedicated to Frédéric Mistral announces a slightly
more distant past and that a hosepipe forgotten
behind an antiquity calls to mind the day before,
for there to be a vertiginous cohabitation of
different times in one picture.

Only photography is capable of such complexity
when dealing with time: by extracting from time
an infinitesimal sequence, it places us in an
illusion of eternity that is capable of gathering or
keeping track of all the times that have had an
impact on the instant portrayed.

Behind his impeccable renewal of perspective,
which he brought about through his photographs
of 'antiquities', I experienced,as I have only rarely
done, that sense of explor ing t ime in a
photographic work in progress, by following
Gabriele Basilico through Provence at the start of
the millennium. It was certainly - and this is a
major stake in the relationship between aesthetics
and ethics - the only way of avoiding the traps of
nostalgia and attachment to the past.And it was
also a remarkable opportunity to ref lect, in
essence,on the enigma of time in photography,an
enigma which we truly need philosophers,
together with scientists, to shed light on at last.

This enables us to better understand the anxiety
that seizes us before a view of the entrance of the
Arles Amphitheatre by night, a view as frontal as
those of the 19th century, yet captured from
below and readjusted by means of a skilful tilt of
the camera, and which allows us, at the same
time, to perceive the monumentality of the
structure rising above a flight of steps recently
constructed, sheets of metal in the foreground
and the posters advertising an upcoming event.

Christian Caujolle

ÊˆÙÈÛÌfi, ËÏÂÎÙÚÈÎ¿ ÎÈ‚ÒÙÈ· Î·È ËÏÂÎÙÚÈÎ¿
Î·ÏÒ‰È· ‹ Ë¯ËÙÈÎ¤˜ ÂÁÎ·Ù·ÛÙ¿ÛÂÈ˜, Ô˘ Â›Ó·È
Û˘¯Ó¿ ÂÚÈÛÛfiÙÂÚÔ ·Ú¿ÏÔÁ· Î·È ·ÚÂ›Û·ÎÙ·
·Ú¿ ·Ó·¯ÚÔÓÈÛÙÈÎ¿. £· ÌÔÚÔ‡Û·ÌÂ Â›ÛË˜ Ó·
Î·Ù·ÁÚ¿„Ô˘ÌÂ ¤Ó·Ó ÂÍ·ÈÚÂÙÈÎfi Î·Ù¿ÏÔÁÔ ÌÂ
ÏËÚÔÊÔÚÈ·Î¤˜ ÈÓ·Î›‰Â˜: ·˘Ù¤˜ Ô˘
Î·ÙÂ˘ı‡ÓÔ˘Ó ÙÔÓ ÂÈÛÎ¤ÙË ÛÙÔ ÂÛˆÙÂÚÈÎfi ÙÔ˘
ÌÓËÌÂ›Ô˘ (ÁÈ· ·Ú¿‰ÂÈÁÌ·, ¤Ó· ‚¤ÏÔ˜ Ô˘ ‰Â›¯ÓÂÈ
fiÙÈ ı· Ú¤ÂÈ Ó· ·Ó¤‚Ô˘ÌÂ ÙË ÛÎ¿Ï·, ÙËÓ
·Ú›ıÌËÛË ÙˆÓ Î·ıÈÛÌ¿ÙˆÓ ÁÈ· Ù· ıÂ¿Ì·Ù· –
Ù·˘ÚÔÌ·¯›Â˜ ‹ ¿ÏÏ· – ‹ ÙËÓ ¤Ó‰ÂÈÍË ÙË˜ ÂÍfi‰Ô˘),
fiˆ˜ Î·È ·˘Ù¤˜ ÙÔ˘ ‰‹ÌÔ˘, fiÔ˘ ‚Ú›ÛÎÔÓÙ·È Ù·
ÌÓËÌÂ›·, ÂÊfiÛÔÓ ˘¿Ú¯Ô˘Ó Ù¤ÙÔÈÂ˜ ÈÓ·Î›‰Â˜. ∏
¯Ú‹ÛË ÙË˜ Ô‰ÈÎ‹˜ Û‹Ì·ÓÛË˜, ÌÂ ÙËÓ ·Ï‹ ‹
‰È·ÎÂÎÔÌÌ¤ÓË ‰È·ÁÚ¿ÌÌÈÛË Ô‰ÔÛÙÚˆÌ¿ÙˆÓ, ÙÈ˜
ÈÓ·Î›‰Â˜, Ù· ‚¤ÏË Î·È ÙÈ˜ ‰È·‚¿ÛÂÈ˜ Â˙ÒÓ Â›Ó·È
¿„ÔÁ· ÂÏÂÁ¯fiÌÂÓË, ÔÙ¤ Î·Ù·¯ÚËÛÙÈÎ‹, ÂÓ›ÔÙÂ
‰È·ÛÎÂ‰·ÛÙÈÎ‹ Î·È Ì·˜ ‰Â›¯ÓÂÈ, ÌÂ ÌÈ· Û¿ÓÈ·
·ÔÙÂÏÂÛÌ·ÙÈÎfiÙËÙ·, ÛÂ ÙÈ Î·Ù¿ÛÙ·ÛË ‚Ú›ÛÎÔÓÙ·È
Û‹ÌÂÚ· Ù· ÌÓËÌÂ›· Ì¤Û· ÛÂ ÌÈ· fiÏË fiÔ˘ Ù·
·˘ÙÔÎ›ÓËÙÔ ‚·ÛÈÏÂ‡ÂÈ, ÁÂÁÔÓfi˜ Ô˘ ÚÔÎ·ÏÂ› ¤Ó·Ó
ÚÔÊ·Ó‹ ¯ËÌÈÎfi ÙÚ·˘Ì·ÙÈÛÌfi ÛÙ· ·Ú¯·›·
ÌÓËÌÂ›·.

∏ Î·Ù·ÁÚ·Ê‹ ÙˆÓ ÌÓËÌÂ›ˆÓ Ì¤Û· ÛÙÔ Û‡Á¯ÚÔÓÔ
ÂÚÈ‚¿ÏÏÔÓ ÙÔ˘˜ Â›Ó·È ·‰È¿ÏÂÈÙË ÛÂ ·˘Ù‹ ÙË
ÊˆÙÔÁÚ·ÊÈÎ‹ Û˘ÏÏÔÁ‹,fiÔ˘ ÂÍÂÚÂ˘ÓÒÓÙ·È, ‰›¯ˆ˜
›¯ÓÔ˜ ÓÔÛÙ·ÏÁ›·˜, Ù· ·Ú¯·›· ÂÚÂ›È· ÂÓfi˜
ÔÏÈÙÈÛÌÔ‡ Ô˘ ¯¿ıËÎÂ, ÂÓfi˜ ÔÏÈÙÈÛÌÔ‡ Â¿Óˆ
ÛÙÔÓ ÔÔ›Ô ÛÙËÚ›˙ÂÙ·È Ë ÈÛÙÔÚ›· Ì·˜. ¶Ú¤ÂÈ Ó·
‰Ô‡ÌÂ ÚÔÛÂÎÙÈÎ¿ ÙÔ ÂÚ›ÁÚ·ÌÌ· ÙÔ˘ Ï¿ÓÔ˘,
·˘Ùfi ÙË˜ ·fiÏ˘ÙË˜ ·ÎÚ›‚ÂÈ·˜ ÙÔ˘ Basilico. √
Basilico ÁÓˆÚ›˙ÂÈ ¿Ú· ÔÏ‡ Î·Ï¿ - ÛÂ ·ÓÙ›ıÂÛË
ÌÂ ÙËÓ „Â˘‰·›ÛıËÛË ÂÓfi˜ ıÂˆÚËÙÈÎ¿ “¿„ÔÁÔ˘”
Ï¿ÓÔ˘, ÙÔ ÔÔ›Ô ¤¯ÂÈ ·ÔÁ˘ÌÓˆıÂ› ·fi Î¿ıÂ
ÛÙÔÈ¯Â›Ô Ô˘ ı· ‹Ù·Ó ÂÓÔ¯ÏËÙÈÎfi ÁÈ· ÙÔ ÎÂÓÙÚÈÎfi
ı¤Ì· - fiÙÈ Ù· ÛÙÔÈ¯Â›· ÂÎÂ›Ó· Ô˘ ÂÓ›ÔÙÂ ı·
ÌÔÚÔ‡Û·Ó Ó· ÂÌÊ·ÓÈÛÙÔ‡Ó ˆ˜ ÛÙ›ÁÌ·Ù· ‹
“·Ù¤ÏÂÈÂ˜”, Â›Ó·È ·˘Ù¿ Ô˘ ÚÔÛ‰›‰Ô˘Ó ÙÔÓ ÏÔ‡ÙÔ
Î·È ÙËÓ ÔÏ˘ÏÔÎfiÙËÙ· ÙË˜ ÂÈÎfiÓ·˜. ∫·Ù’ ·˘ÙfiÓ
ÙÔÓ ÙÚfiÔ,Ë ·ÚÔ˘Û›· ÂÓfi˜ ÛÙ‡ÏÔ˘ ÊˆÙÈÛÌÔ‡ ÛÙÔ
‚¿ıÔ˜ ‹ ÌÈ·˜ Û¯¿Ú·˜ ÛÙËÓ ¿ÎÚË, Ì·˜ ˘ÂÓı˘Ì›˙ÂÈ
ÙËÓ ·ÚÔ˘Û›· ÙˆÓ Û‡Á¯ÚÔÓˆÓ Î·Ù·ÛÎÂ˘ÒÓ Î·È
Ì·˜ ÙÔÔıÂÙÂ› ÛÂ ¤Ó· ÂÚÈ‚¿ÏÏÔÓ, Ô˘ ·ÔÙÂÏÂ›Ù·È
·fi ¤Ó· ÏÔ‡ÛÈÔ Û‡ÛÙËÌ· ÛÙÔÈ¯Â›ˆÓ ÙË˜
Û‡Á¯ÚÔÓË˜ ÂÔ¯‹˜.

collection of photographs,which explore,without
a trace of nostalgia, the monumental remnants of
a vanished civilisation, on which our history is
based. One should pay careful attention to the
perimeter of Basilico's pictures, in which extreme
precision has been employed.He knows perfectly
well that, contrary to the illusion that a picture is
'perfect' only because it is free of any element
that could draw attention from the principal
motif, that which may sometimes appear to be a
blemish or 'imperfection' is what lends depth and
complexity to the picture.Thus, the presence of a
street lamp in the distance,or a fence on the side,
makes us aware of the existence of contemporary
structures and places us in a context,which forms
a learned system of temporality.

Having greatly explored the problems entailed in
the photography of spaces, Basilico here too
pursues this quest, enriching it with a reflection
which he has already broached, in Rome for
example: a reflection on time, or the periods of
photography.Evidently, the presence of a car (one
is enough) or useless tags on old stones tells us,
much in the same way that a traffic circle, a no-
parking sign or a headlight would, that the
photographs were taken today. Also evident is the
fact that the presence of tiers indicates, to this day,
the perennial nature of sites as the places where
performances are held, and their link to the
primary purpose of the ancient theatre.And it is
also obvious that the presence of plastic covers -
wonderful magnets of light - points to the
contemporary work of archaeologists, yet work
which takes place in relation to time, the work of
research, which strives to understand and even
revive a very distant past.

From an architectural detail, trapped by silver salt
crystals in split-seconds,we can see at once that a
monument dates back many centuries, that time
has had a hold on the stone it has worn away,
leaving its mark on it, and that photography,by its
very nature, has transformed that image into an
eternity in which time is no longer the same as
that which we measure with our watches. To
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Gabriele basilico
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ªfiÓÔ Ë ÊˆÙÔÁÚ·Ê›· Â›Ó·È ÈÎ·Ó‹ ÁÈ· ÌÈ· Ù¤ÙÔÈ·
ÔÏ˘ÏÔÎfiÙËÙ· ÛÂ Û¯¤ÛË ÌÂ ÙÔ ¯ÚfiÓÔ -
·Ê·ÈÚÒÓÙ·˜ ·fi ·˘ÙfiÓ ÌÈ· ·ÂÈÚÔÂÏ¿¯ÈÛÙË
·ÏÏËÏÔ˘¯›·, Ì·˜ ÙÔÔıÂÙÂ› ÛÂ ÌÈ· „Â˘‰·›ÛıËÛË
ÙË˜ ·ÈˆÓÈfiÙËÙ·˜ ÈÎ·Ó‹˜ Ó· Ï¿‚ÂÈ ‹ Ó· ‰È·ÙËÚ‹ÛÂÈ
ÙÔ ›¯ÓÔ˜ fiÏˆÓ ÙˆÓ ¯ÚfiÓˆÓ Ô˘ ‚›ˆÛÂ Ë
ÊˆÙÔÁÚ·ÊÈÎ‹ ÛÙÈÁÌ‹.

¶›Ûˆ ·fi ÙËÓ ¿„ÔÁË ·Ó·Á¤ÓÓËÛË ÙË˜ ¿Ô„Ë˜ Ô˘
ÙÚ¤ÊÂÈ Ë ÊˆÙÔÁÚ·Ê›· ÂÚ› “·Ú¯·›Ô˘”,‚›ˆÛ· ·˘Ù‹Ó
ÙË Û¿ÓÈ· ·›ÛıËÛË ÂÍÂÚÂ‡ÓËÛË˜ ÙÔ˘ ¯ÚfiÓÔ˘ Ì¤Û·
·fi ÙÔ ÊˆÙÔÁÚ·ÊÈÎfi ¤ÚÁÔ ÙÔ˘ Gabriele Basilico
ÁÈ· ÙËÓ ¶ÚÔ‚ËÁÎ›· ÛÙÈ˜ ·Ú¯¤˜ ÙË˜ ¯ÈÏÈÂÙ›·˜. ◊Ù·Ó
·Ó·ÌÊÈÛ‚‹ÙËÙ· - Î·È Â‰Ò Â›Ó·È ÙÔ Ô˘ÛÈ·ÛÙÈÎfi
‰È·Î‡‚Â˘Ì· ÙˆÓ Û¯¤ÛÂˆÓ ÌÂÙ·Í‡ ·ÈÛıËÙÈÎ‹˜ Î·È
ËıÈÎ‹˜ - Ô ÌfiÓÔ˜ ÙÚfiÔ˜ ‰È·Ê˘Á‹˜ ·fi ÙÈ˜
·Á›‰Â˜ ÙË˜ ÓÔÛÙ·ÏÁ›·˜ Î·È ÙË˜ ÚÔÛÎfiÏÏËÛË˜
ÛÙÔ ·ÚÂÏıfiÓ. ∞ÔÙ¤ÏÂÛÂ, Ù·˘Ùfi¯ÚÔÓ·, ÌÈ·
·ÍÈÔÛËÌÂ›ˆÙË Â˘Î·ÈÚ›· Ó· ·Ó·ÏÔÁÈÛÙÔ‡ÌÂ ÛÙËÓ
Ú¿ÍË ÙÔ ·›ÓÈÁÌ· ÙˆÓ ÊˆÙÔÁÚ·ÊÈÎÒÓ ÂÔ¯ÒÓ, ¤Ó·
·›ÓÈÁÌ· ÁÈ· ÙÔ ÔÔ›Ô ˘¿Ú¯ÂÈ ÌÂÁ¿ÏË ·Ó¿ÁÎË
Û˘˙‹ÙËÛË˜ ÌÂÙ·Í‡ ÙˆÓ ÊÈÏÔÛfiÊˆÓ Î·È ÙˆÓ
ÂÈÛÙËÌfiÓˆÓ ÚÔÎÂÈÌ¤ÓÔ˘, ÂÈÙ¤ÏÔ˘˜, Ó· Ï˘ıÂ›.

∆Ô ÁÂÁÔÓfi˜ ·˘Ùfi ı· Ì·˜ ÂÈÙÚ¤„ÂÈ Ó·
Î·Ù·ÓÔ‹ÛÔ˘ÌÂ Î·Ï‡ÙÂÚ· ÙÔ ‰¤Ô˜ Ô˘ Ì·˜
ÚÔÎ·ÏÂ› Ë Ó˘¯ÙÂÚÈÓ‹ ¿Ô„Ë ÙÔ˘ ıÂ¿ÙÚÔ˘ ÙË˜
Arles, ÌÈ· Ó˘¯ÙÂÚÈÓ‹ ¿Ô„Ë ÙfiÛÔ ÌÂÙˆÈÎ‹ fiÛÔ ÎÈ
·˘Ù¤˜ ÙÔ˘ 19Ô˘ ·ÈÒÓ·, Ô˘ ¤¯ÂÈ fiÌˆ˜ ÏËÊıÂ› ·fi
Ù· ¯·ÌËÏ¿ ÌÂ ¤Ó· ÂÈ‰¤ÍÈÔ Á‡ÚÈÛÌ· ÙÔ˘ ÔÙÈÎÔ‡
ı·Ï¿ÌÔ˘ ÂÈÙÚ¤ÔÓÙ¿˜ Ì·˜ Ó· ·ÓÙÈÏËÊıÔ‡ÌÂ
Ù·˘ÙÔ¯ÚfiÓˆ˜ ÙÔÓ ÌÓËÌÂÈ·Îfi ¯·Ú·ÎÙ‹Ú· ÙË˜
Î·Ù·ÛÎÂ˘‹˜, Ô˘ ˘„ÒÓÂÙ·È Â¿Óˆ ·fi Ù·
Û‡Á¯ÚÔÓ· ÛÎ·ÏÈ¿, ÙÈ˜ ÌÂÙ·ÏÏÈÎ¤˜ Ï¿ÎÂ˜ ÙË˜
·ÛÊ¿ÏÙÔ˘ ÛÂ ÚÒÙÔ Ï¿ÓÔ Î·È ÙÈ˜ ‰È·ÊËÌÈÛÙÈÎ¤˜
·Ê›ÛÂ˜ ÁÈ· ÌÈ· ÂÈÎÂ›ÌÂÓË ·Ú¿ÛÙ·ÛË.

Christian Caujolle
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ÂÚˆÙ‹ÛÂÈ˜, Ô˘ ı· ÌÔÚÔ‡ÛÂ Ó· ı¤ÛÂÈ ¤Ó·˜
ÊÈÏfiÛÔÊÔ˜. ∂ÚˆÙ‹ÛÂÈ˜ ·Ó·ÊÔÚÈÎ¿ ÌÂ ÙË Ê‡ÛË ÙË˜
‡·ÚÍË˜ Î·È ÙË Á¤ÓÂÛË ÙÔ˘ ÎfiÛÌÔ˘. ªÔÚÂ› ÙÔ
ÛÙÔÈ¯Â›Ô ÂÎÂ›ÓÔ, Ô˘ ‰ÈÎ·ÈÔÏÔÁÂ› ·˘Ù‹ ÙËÓ
ÂÓÙ‡ˆÛË Ó· Â›Ó·È ·˘Ù‹ Ë ‰ÈÂÚÂ˘ÓËÙÈÎ‹ ‰È¿ıÂÛË,
·˘Ù‹ Ë ·›ÛıËÛË fiÙÈ ‰ÂÓ ÌÔÚÔ‡ÌÂ Ó· ıÂˆÚÔ‡ÌÂ
ÙÔÓ ÎfiÛÌÔ Ô˘ ˙ˆÁÚ·Ê›˙ÂÈ Ô de Chirico ˆ˜
‰Â‰ÔÌ¤ÓÔ.

¶ÏËÓ fiÌˆ˜, ı· ˘ÔÙÈÌÔ‡Û·ÌÂ ¿Ú· ÔÏ‡ ÙÔ
Â›ÙÂ˘ÁÌ· ÙÔ˘ Vasco Ascolini Â¿Ó ·Ô‰›‰·ÌÂ ÙËÓ
Â›‰Ú·ÛË ÙË˜ ÊˆÙÔÁÚ·Ê›·˜ ÙÔ˘ ÌfiÓÔ ÛÙÔ
·Ú¿‰ÂÈÁÌ· ÙÔ˘ de Chir ico. √ ˙ˆÁÚ¿ÊÔ˜
ÌÔÚÔ‡ÛÂ Ó· ‰ËÌÈÔ˘ÚÁ‹ÛÂÈ ÙË ‰ÈÎ‹ ÙÔ˘ ÔÓÂÈÚÈÎ‹
ÛÎËÓ‹ Î·È Ï·ÛÌ·ÙÈÎfi ÊˆÙÈÛÌfi. √ ÊˆÙÔÁÚ¿ÊÔ˜
‰ÂÛÌÂ‡ÂÙ·È ·fi ·˘Ùfi Ô˘ ÌÔÚÂ› Ó· ·Ô‰ÒÛÂÈ ÙÔ
ÌÔÙ›‚Ô ÙÔ˘. ¶Ò˜ ÌÔÚÂ› Ó· ÙÔ Î¿ÓÂÈ Ó· ÂÎÊÚ·ÛÙÂ›
ÛÂ ·˘ÙÔ‡˜ ÙÔ˘˜ ·Û˘Ó‹ıÈÛÙÔ˘˜ ÙfiÓÔ˘˜;¶Ò˜ ÌÔÚÂ›
Ó· ÙÔ Î¿ÓÂÈ Ó· Ê·›ÓÂÙ·È ÙfiÛÔ ·Ú¿ÍÂÓÔ Î·È
ÂÈ‚ÏËÙÈÎfi;

∞˘ÙÔ‡ ÙÔ˘ Â›‰Ô˘˜ ÙÔ ‚›ˆÌ· ‹Ù·Ó ÁÓˆÛÙfi ÛÙÔ˘˜
„˘¯ÔÏfiÁÔ˘˜ ÔÏ‡ ÚÈÓ ·fi Ù· ¤ÚÁ· ˙ˆÁÚ·ÊÈÎ‹˜
ÙÔ˘ de Chirico. √È „˘¯ÔÏfiÁÔÈ ÙËÓ ÔÓÔÌ¿˙Ô˘Ó
«·Ú·ÊÚÔÛ‡ÓË / ·ÔÍ¤ÓˆÛË» ¯ÚËÛÈÌÔÔÈÒÓÙ·˜
ÙË Ï¤ÍË fi¯È ÌÂ ÙËÓ ¤ÓÓÔÈ· ÌÂ ÙËÓ ÔÔ›· ÙË
¯ÚËÛÈÌÔÔÈÔ‡Ó ÔÈ ª·ÚÍÈÛÙ¤˜, ·ÏÏ¿ ÌÂ ÙËÓ ¤ÓÓÔÈ·
ÙË˜ „˘¯Ô¿ıÂÈ·˜. ¶ÚfiÎÂÈÙ·È ·ÎÚÈ‚Ò˜ ÁÈ· ÙËÓ
Î·Ù¿ÛÙ·ÛË Î·Ù¿ ÙËÓ ÔÔ›· Ù· ÔÈÎÂ›· ·ÓÙÈÎÂ›ÌÂÓ·
ÙÔ˘ ÂÚÈ‚¿ÏÏÔÓÙfi˜ Ì·˜ Ê·›ÓÂÙ·È Ó· ¯¿ÓÔ˘Ó ÙË
Ê˘ÛÈÔÏÔÁÈÎ‹ ÙÔ˘˜ ˘fiÛÙ·ÛË Î·È Ì·˜
ÂÓÙ˘ˆÛÈ¿˙Ô˘Ó Û·Ó Ó· Ù· ·ÓÙÈÎÚ›˙Ô˘ÌÂ ÁÈ· ÚÒÙË
ÊÔÚ¿.

Œ¯ÂÈ Î·Ù·‰ÂÈ¯ıÂ› fiÙÈ ‰ÂÓ Â›Ó·È ÔÏ‡ ‰‡ÛÎÔÏÔ Ó·
‰ËÌÈÔ˘ÚÁËıÂ› ÌÈ· ·Ó¿ÏÔÁË „˘¯ÈÎ‹ Î·Ù¿ÛÙ·ÛË ÛÂ
Û¯¤ÛË ÌÂ ÙË ÁÏÒÛÛ·: ‰ÔÎÈÌ¿ÛÙÂ Ó· Â›ÙÂ
Â·Ó·Ï·Ì‚·ÓfiÌÂÓ· ÌÈ· Û˘Ó‹ıË Ï¤ÍË fiˆ˜ «capo»,
·ÚÁ¿ Î·È ¯ˆÚ›˜ Ó· ÛÙ·Ì·Ù‹ÛÂÙÂ ¤ˆ˜ Ó· ÓÔÈÒÛÂÙÂ
fiÙÈ Ô ‹¯Ô˜ ¤¯ÂÈ ·ÔÛ˘Ó‰ÂıÂ› ·fi ÙÔ ÓfiËÌ·. ∆Ô
Ò˜ ·ÈÛı·ÓfiÌ·ÛÙÂ ·˘ÙfiÓ ÙÔÓ ·Ú¿ÍÂÓÔ ‹¯Ô, Ô˘
·Ú¿ÁÂÈ Ë ÁÏÒÛÛ· Î·È Ù· ¯Â›ÏË Ì·˜, ·Ú·¤ÌÂÈ
¿Ú·ÁÂ ÛÙËÓ ÂÌÂÈÚ›· Ô˘ Â›¯·ÌÂ ¤ˆ˜ ÙÒÚ· ÛÙÔ
Ì˘·Ïfi Ì·˜; ¶ÚfiÎÂÈÙ·È ÁÈ· ·˘ÙÔ‡ ÙÔ˘ Â›‰Ô˘˜ ÙËÓ
·ÓÙ›‰Ú·ÛË, ·Â›Úˆ˜ ÌÂÁÂı˘ÛÌ¤ÓË Ô˘ ÌÔÚÂ› Ó·
Ì·˜ ÂËÚÂ¿ÛÂÈ fiÙ·Ó ‚Ï¤Ô˘ÌÂ ÂÊÈ¿ÏÙÂ˜ ‹ fiÙ·Ó

achievement if we attributed the effect of his
photography simply to de Chirico's example.The
painter was able to create his own dreamlike
scene and his own unreal illumination; the
photographer is bound by what his motif can
yield. How can he make it speak in such
unaccustomed accents? How can he make it look
so strange and portentous?

Psychologists have been familiar with this type of
experience long before de Chirico ever painted.
They call it "alienation" - using the word not in
the sense in which Marxists use it, but as the
description of a morbid state of mind. It is
precisely the state when the familiar objects of
our surroundings seem to lose their normal
appearance and impress us as if we had never
seen them before.

It has been shown that it is not too difficult to
produce a similar mental state in relation to
language: try and repeat a familiar word such as
«capo» slowly and without stopping till you feel
that the sound has detached itself from the
meaning.How we feel, has this peculiar noise we
make with our tongue and our lips come ever to
refer to the experience of a head? It is this kind of
reaction, infinitely magnified that may affect us in
a nightmare or in moments of stress, and it is this
reaction also that Vasco Ascolini's photographs
can arouse.To do so, he exploits the most basic
characteristic of photography, the fact that it
arrests and isolates. Inspecting a building in real
life our eyes hardly ever stand still even when we
do not move. Moreover we perceive the
architecture in the context of life, the life for
which it was built: the roof is meant to give
shelter, the windows open vistas, and the steps
offer access. Any moment our eyes can wander
around to confirm our reading while isolation
will imperil this comfortable assurance.To be sure
not ever y photographic isolat ion of an
architectural motif will lead to alienation. If it did,
the illustrations in histories of architecture would
all rival Vasco Ascolini's photographs.They do not
and that for the reason that they stand in an

Vasco Ascolini

Evocazioni con rovine

√ Î·ı¤Ó·˜ Ô˘ ÌÔÚÂ› Ó· ÎÚ·Ù¿ ÌÈ·
ÊˆÙÔÁÚ·ÊÈÎ‹ ÌË¯·Ó‹, ÌÔÚÂ› Ó· ÙË
¯ÚËÛÈÌÔÔÈ‹ÛÂÈ ÁÈ· Ó· ·Ôı·Ó·Ù›ÛÂÈ ·˘Ù¿ Ô˘
‚Ú›ÛÎÔÓÙ·È ÌÚÔÛÙ¿ ÛÙÔÓ Ê·Îfi, ÏËÓ fiÌˆ˜ ÌfiÓÔ
¤Ó·˜ Î·ÏÏÈÙ¤¯ÓË˜, fiˆ˜ Ô Vasco Ascolini, ÌÔÚÂ›
ÂÈÏ¤ÔÓ Î·È Ó· ÂÚÌËÓÂ‡ÂÈ ·˘Ù¿ Ô˘ ‚Ï¤ÂÈ. £·
‹Ù·Ó ÛÊ¿ÏÌ· Ó· ÂÈ¯ÂÈÚ‹ÛÔ˘ÌÂ Ó·
·ÔÌ˘ıÔÔÈ‹ÛÔ˘ÌÂ ·˘Ù‹ ÙË Û¿ÓÈ· ÈÎ·ÓfiÙËÙ·,
ÌÈ· Û‡ÓÙÔÌË fiÌˆ˜ ·Ó·ÊÔÚ¿ ‰ÂÓ ı· ‹Ù·Ó
ÏÂÔÓ·ÛÌfi˜. ∞Ó·ÌÊ›‚ÔÏ·, Ô ÂÓÙ˘ˆÛÈ·Îfi˜
¯·Ú·ÎÙ‹Ú·˜ ÙˆÓ ÊˆÙÔÁÚ·ÊÈÒÓ ÙÔ˘ ÁÈ· ÙËÓ
·Ú¯ÈÙÂÎÙÔÓÈÎ‹ Ì·˜ ı˘Ì›˙ÂÈ  ÙÔ˘˜ ÈÓ¿ÎÂ˜
ÂÁÎ·Ù·ÏÂÈÌÌ¤ÓˆÓ ÎÙÈÚ›ˆÓ ÌÂ ·Ú¿ÍÂÓÔ ÊfiÓÙÔ Î·È
·fiÎÔÛÌÔ ÊˆÙÈÛÌfi ÙÔ˘ de Chirico. ∏ ÂÓÙ‡ˆÛË
Ô˘ ‰ËÌÈÔ˘ÚÁÔ‡Ó ¤¯ÂÈ ·ÔÎ·ÏÂÛÙÂ› «ÌÂÙ·Ê˘ÛÈÎ‹»
˘fi ÙËÓ ¤ÓÓÔÈ· fiÙÈ ˘ÂÚ‚·›ÓÂÈ ÙÈ˜ ·Ï¿ Î·È ÌfiÓÔ
Ê˘ÛÈÎ¤˜ Ù˘¯¤˜ ÔÔÈÔ˘‰‹ÔÙÂ ¯ÒÚÔ˘, ·Ê‹ÓÔÓÙ·˜
ÌÈ· ·‰ÈfiÚ·ÙË ·›ÛıËÛË Î·Ù·¯ıfiÓÈˆÓ Ì˘ÛÙÈÎÒÓ Î·È
ÛÙÔÈ¯ÂÈˆÌ¤ÓˆÓ ÔÓÂ›ÚˆÓ. ∆Ô ÁÂÁÔÓfi˜ fiÙÈ ·˘Ùfi ‰ÂÓ
·ÔÙÂÏÔ‡ÛÂ ÙËÓ ·Ú¯ÈÎ‹ ¤ÓÓÔÈ· ÙÔ˘ fiÚÔ˘ ÌÔÚÂ›
Â‰Ò Ó· Â›Ó·È ·ÔÊ·ÛÈÛÙÈÎ‹˜ ÛËÌ·Û›·˜.™˘Ó¤‚Ë Ì›·
ÊÔÚ¿, ÛÙ· ¤ÚÁ· ÙÔ˘ ∞ÚÈÛÙÔÙ¤ÏË, Ù· ÌÂÙ·ÁÂÓ¤ÛÙÂÚ·
ÙˆÓ Û˘ÁÁÚ·ÌÌ¿ÙˆÓ ÙÔ˘ ÂÚ› Ê˘ÛÈÎ‹˜ fiÔ˘ fiÓÙˆ˜
·Û¯ÔÏÔ‡ÓÙ·Ó ÌÂ Î¿ÔÈÂ˜ ·fi Ù È˜ ‚·ÛÈÎ¤˜

Anybody who can handle a camera can use it to
record the sights he encounters, but only an artist
such as Vasco Ascolini can also use it to interpret
what he sees. It would be a mistake to attempt to
de-mystify this rare ability, but a few words may
not come amiss. No doubt the striking character
of his architectural photographs owes something
to our memories of de Chirico's paintings of
desolate buildings in strange settings and
uncanny light. The impression they make has
been called "Metaphysical" in the sense of going
beyond the merely physical aspects of any scene,
hinting at sinister secrets and haunting dreams.
That this was not the original meaning of the
term may be deciding the point. It had once been
applied to those writings in Aristotle's canon
which carne after his books on physics and were
indeed concerned with some of the ultimate
questions a philosopher can ask.Questions about
the nature of being and the origins of the world.
Maybe it is this questioning mood; this feeling
that we cannot take the world de Chirico paints
for granted that justifies the label. But it would
mean vastly to underrate Vasco Ascolini 's
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¤¯Ô˘ÌÂ ¿Á¯Ô˜, ·ÏÏ¿ Î·È Ë ·ÓÙ›‰Ú·ÛË Ô˘
ÌÔÚÔ‡Ó Ó· ÚÔÎ·Ï¤ÛÔ˘Ó ÔÈ ÊˆÙÔÁÚ·Ê›Â˜ ÙÔ˘
Vasco Ascolini. °È· Ó· ÙÔ ÂÙ‡¯ÂÈ ·˘Ùfi Ô Vasco
Ascolini ÂÍÂÚÂ˘Ó¿ ÙÔ ‚·ÛÈÎfiÙÂÚÔ ÁÓÒÚÈÛÌ· ÙË˜
ÊˆÙÔÁÚ·Ê›·˜: ÙÔ ÁÂÁÔÓfi˜ fiÙÈ Û˘ÏÏ·Ì‚¿ÓÂÈ Î·È
·ÔÌÔÓÒÓÂÈ. ŸÙ·Ó ÂÍÂÙ¿˙Ô˘ÌÂ Û¯ÔÏ·ÛÙÈÎ¿ ¤Ó·
ÎÙ›ÚÈÔ ÛÙËÓ Ú·ÁÌ·ÙÈÎ‹ ˙ˆ‹, Ù· Ì¿ÙÈ· ÔÏ‡
Û¿ÓÈ· Ì¤ÓÔ˘Ó ·Î›ÓËÙ· ·ÎfiÌË ÎÈ fiÙ·Ó ‰ÂÓ
ÎÈÓÔ‡Ì·ÛÙÂ. ∂ÈÏ¤ÔÓ, ·ÓÙÈÏ·Ì‚·ÓfiÌ·ÛÙÂ ÙËÓ
·Ú¯ÈÙÂÎÙÔÓÈÎ‹ ÛÙÔ Ï·›ÛÈÔ ÙË˜ ̇ ˆ‹˜,ÌÈ·˜ ̇ ˆ‹˜ ÁÈ·
ÙËÓ ÔÔ›· ¤¯ÂÈ ‰ËÌÈÔ˘ÚÁËıÂ›:Ë ÛÙ¤ÁË ÂÓÓÔÂ›Ù·È fiÙÈ
·Ú¤¯ÂÈ ÚÔÊ‡Ï·ÍË, Ù· ·Ú¿ı˘Ú· ÂÏÂ‡ıÂÚË ı¤·
Î·È Ù· ÛÎ·ÏÔ¿ÙÈ· ÚfiÛ‚·ÛË. ∫¿ıÂ ÛÙÈÁÌ‹ Ù·
Ì¿ÙÈ· Ì·˜ ÌÔÚÔ‡Ó Ó· ÂÚÈÏ·ÓËıÔ‡Ó ÁÈ· Ó·
ÂÈ‚Â‚·ÈÒÛÔ˘Ó ·˘Ùfi Ô˘ ·ÓÙÈÏ·Ì‚·ÓfiÌ·ÛÙÂ, ÂÓÒ
Ë ·ÔÌfiÓˆÛË ı· ı¤ÛÂÈ ÛÂ Î›Ó‰˘ÓÔ ·˘Ù‹Ó ÙË
‚ÔÏÈÎ‹ ·ÛÊ¿ÏÂÈ·. µ¤‚·È·, Î¿ıÂ ÊˆÙÔÁÚ·ÊÈÎ‹
·ÔÌfiÓˆÛË ·Ú¯ÈÙÂÎÙÔÓÈÎÔ‡ ÌÔÙ›‚Ô˘ ‰ÂÓ Ô‰ËÁÂ›
ÛÂ ·ÔÍ¤ÓˆÛË. ∂¿Ó Û˘Ó¤‚·ÈÓÂ ·˘Ùfi, fiÏÂ˜ ÔÈ
ÊˆÙÔÁÚ·Ê›Â˜ ÛÂ Û˘ÁÁÚ¿ÌÌ·Ù· ÈÛÙÔÚ›·˜ ÙË˜
∞Ú¯ÈÙÂÎÙÔÓÈÎ‹˜ ı· ·ÓÙ·ÁˆÓ›˙ÔÓÙ·Ó Ù È˜
ÊˆÙÔÁÚ·Ê›Â˜ ÙÔ˘ Vasco Ascolini. ∞˘Ùfi fiÌˆ˜ ‰ÂÓ
Û˘Ì‚·›ÓÂÈ, ÂÂÈ‰‹ Û¯ÂÙ›˙ÔÓÙ·È ÌÂ ÙÔ ÓÂ˘Ì·ÙÈÎfi
Î·È fi¯È ÌÂ ÙÔ Û˘ÁÎÈÓËÛÈ·Îfi ÂÚÈ‚¿ÏÏÔÓ.
À¿Ú¯Ô˘Ó ÁÈ· Ó· Ì·˜ ˘ÂÓı˘Ì›˙Ô˘Ó ÙËÓ ÈÛÙÔÚ›·
Î·È ÙË ¯Ú‹ÛË Î¿ÔÈ·˜ ·Ú¯ÈÙÂÎÙÔÓÈÎ‹˜
ÙÂ¯ÓÔÙÚÔ›·˜. ∏ ÎÔÏÒÓ· ¯ÚËÛÈÌÂ‡ÂÈ ÁÈ· Ó·
ÛÙËÚ›˙ÂÈ ÙÔ ‚¿ÚÔ˜, ÙÔ ·Ú¿ı˘ÚÔ ÁÈ· Ó· Ì·›ÓÂÈ
Êˆ˜ Î·È ·¤Ú·˜. ∏ ·ÔÌfiÓˆÛË, Ô˘ ÂÈÙ˘Á¯¿ÓÂÈ Ô
Vasco Ascolini, ·ÔÛÙÂÚÂ› ·fi ·˘Ù¿ Ù· ·ÓÙÈÎÂ›ÌÂÓ·
ÙË Û˘Ó‹ıË ÏÂÈÙÔ˘ÚÁ›· ÙÔ˘˜.√ ÙÚfiÔ˜ ÌÂ ÙÔÓ ÔÔ›Ô
Ô Vasco Ascolini ÌÔÚÂ› Ó· ·Ôı·Ó·Ù›˙ÂÈ ÙËÓ
·ÎÈÓËÛ›· Î·È ÙË ÌÔÓ·ÍÈ¿ ÂÓfi˜ ÎÙÈÚ›Ô˘, fiÔ˘
ÔÙÈ‰‹ÔÙÂ ÌÔÚÂ› Ó· Û˘Ì‚Â›, ·ÔÙÂÏÂ› ÂÓ Ù¤ÏÂÈ Î·È
ÙÔ Ì˘ÛÙÈÎfi ÙÔ˘.

E.H.Gombrich

intellectual rather than an emotional context.They
exist to remind us of the history and the use of an
architectural form.The column is meant to carry a
weight, the window to let in light and air. The
isolation, which Vasco Ascolini achieves strips
them of their familiar function. How he can
capture the stillness and loneliness of a building
where anything might happen is ultimately his
secret.

E.H.Gombrich
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Vasco ascolini

Aı‹Ó·,1998, AÚ¯·ÈÔÏÔÁÈÎfi MÔ˘ÛÂ›Ô / Athens, 1998, Archaeological Museum
Vasco ascolini

Aı‹Ó·,1998,N·fi˜ ÙÔ˘ ¢›· / Athens, 1998, Temple of Zeus
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Vasco ascolini

BÂÚÔÏ›ÓÔ,1999,MÔ˘ÛÂ›Ô ¶ÂÚÁ¿ÌÔ˘ / Berlin, 1999,Museum of Pergamum
Vasco ascolini

Arles, 1999
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