EIKONOKAAAIEPTEIA EK TOY ®YZIKOY

‘Eva koAAlepynuévo xwpadl eival ma onuepa éva Béapa Stapecorafnuévng
opaong - TpWTa To €xoupe Ol o dwroypadleg ; oTNV TNAEOPAOH, KAl HETA WC
duoko Béapa. Eipaote, 6w kot dekaetieg ma, avOpwrol BacLopévol OTIC EK TOU
pokpoBev  mAnpodopieg koL  egvaloBbnoieg,  kaAAlepynuévol,  dTLOYUEVOL,
OVOKOTAOKEUOOMEVOL KOTA Ta KEAEUOMOTA TNG €MOXNAG KAl O MaAllKn Tapaywyn.
Quoko eival yla pag to TeEXVNTO, KAl aAnBwd to umepPoAikd Peutiko, SnA. to
umepBoALkad mpooopolalov mpog To Kat oEav Mpwtotuno. Eva Béapa tng ¢uong,
(6nA. plo ewkOva xwpic peilloveg texvikég emeppaoelg ) lowg eival akoun kat
efwnpaypatiké. Onwodnmote elval  mpolmoloylopévo  B€apa, Yyl  TOUg
TMEPLOOOTEPOUG amMd HoG, adoU TO CUVAVIAUE UETA QMO TMPOYPUUUOTIONO, OXL
auBopunta n tuxaia. To duoikd otolxeio epdaviletal oto mepBAAAOV pag ooV KATL
nipoUmoAoyLopéva ayvo, ayvo SnA. yla TG SIKEG Lag ( OxL TIq SIKEG TOUG ) CUVONKEG.

‘Etol Sev ouvavtape thv puaon otig devipooTtolyieg TnG MOANG, OTIC EKOPOUEG, OTLG
TPOoBNKeS Twv omopwAayavorwAsiwy ; Napaywyn GUCIKWV TIPOTOVIWY, EV OELPQA, Kal
HE HUNXaVIKOUG TPOMOUG KaAALEPYELRG. Alyol Al To YEWPYLKA TPolovTa cuvavta
Kaveic, Ywpig va Sl TauTtoOXpOova TA CNUASLA TOU 0oTKOU TPoopLopol toug, SnA.
unxaveég ¢uteuong, 1 ouykouldng, pebodilky omopd  duTWv, TUTOTOLNUEVN
OUOKeUOOlO Twv Tpoidviwyv. H Tewpyla Kovtd otn lewpetpia, 600 mMoté oTO
napeABov. Eva Tpoldv yewpylkAG KaAAlépyelag eivol W outiv thv £vvola £va
VEWUETPLKO OVTIKEIUEVO KOl €VOl VEWMETPIKO OXNUA - dev €XeL povo tn Sk Ttou,
naAaldBev, popdn, aAld kal To oxnua mou opilel n €K TOU AOTEWC TUTIOTOLNGN TNG
Tapaywyng tou. Q¢ ELKOVIKO ONUELO0 EUTIEPLEXEL KAl TOV Xpnotn Tou. M’ éva Tétolo
BAEUUA, TO YEWPYLKO TIPOIOV Holdlel W €va Kouti avauktikol. Kol ol mepaltépw
HUETAMOPPWOEL; TOU, KATL avaioyo. O yewpydg Mag emoxng KaMllepyouos
OUYKEKPLUEVA YEWPYLKA TIPOIOVTA, EUELG KAAALEPYOULE TIC ELKOVEG TOUG TTPWTA KOl
LETA auta Ta iSla.

O Navocg XapaAdumoug elval €vag elkovokaAAlepyntic. Awapopdwvel SnA.
ELKALOTIKEG TIPOTAOELC OL OTIOLEC EUTEPLEXOUV TNV TPOCWTTKY Tou amoyn Kal To
QTOUKO TOU PBilwpa. ESw Kol apKETA Xpovia Tou epdaviotnke otnv eAAnVIKA
Twypadikn, €xel wg Ae€AOYL0 Kal TpWTN UAN TOV Kamvoe. M’ auto €Kave opyLKa
QVOIAPOOTACEL] Xwpadlwv TAVW O'éva TeAdpo, TpooBEtovtag micoa n Alya
XPWHOTIKA UALKA. JLyd-Olyd, Ol avarmapaoTAoELS TNG KATIVIKAG KaAALEpyeLag Edwaav
v B£0n Toug ot £pya OMOU oL UAEG Kal oL Stadlkaoieg mapouotalovial AtOdLEC, HE
v enefepyacio SnA. mou udiotavral and évav kamvomopoywyo. EAaylotonoinon
NG ELKAOTIKAC 8pACNG TOU XePLoU, KoL TAUTOXpovN alénaon TN VoNTIKNG eEMEUBaonG :
To ¢uotkd UAKS kal n dadikaoia tou, UIOBETNUEVEG TPWTEG UAEC ULOG ELKOOTLKAG
gppnveiag. Amo évav EVOPKTNPLO €EMPECIOVIOUO TWV €K KOMvoU UALKWVY, oOTnVv
nipoBoAn g Sladikaoiag - anod TG UAeg otn vonon. O KAaAATEXVNG Katovoel oAU
£yKapa OTL N KOAALEPYELO KAL N LOTOPLA TOU KOmvoU TIPOOHEPETAL VLo ATEAELWTEC
LOEOKPATLKES AVOYWYEC.

Mo Buwpatikég avadopég, mMpwt ot OAa. MPoowrkeg, adoul o (5Lo¢ mpoépxeTal
OO OLKOYEVELOL KOATIVOTIOPOYWYWV Kol €lval géolkelwpévog ( A Kal : LGeohoyka
dopTIopEVOG ) LauTAV TN YEWPYLKN KoAALEpyela. AANG Kot oUAAOYLKEG, adol n
KOTIVOKOAALEPYELOL NTAV UEXPL TTPOTIVOC N BaOIKN €€oywyLKn YEWPYLKA KOAALEPYELQ
TOU TOTOU ( dpal KO £Vag LOXUPOC TTAPAYOVTAS CUVOAAQYHATIKAG LOC OXEONG LLE TOV



UTIOAOLIIO  KOOWO) KOl OTEAELWTEG EKTACEL NTOV YEUATEG WE OELPEC KATIVWV
dutepévwy pe pia bopopdn taln.

‘Eva €pyo tou KOAALTEXVN To «MeTtadoplkov» eMONUALVEL Kaipla tTnv oxEon Tou
$UTOU QUTOU UE TO «TIAYKOOULO OPaLplKO XWPLO» KATL avaAoyo Kavouv ala €pya
OTIOU 0 KATVOG apoucLaletal o Stadopa otadla BlopnXavikng MAEov katepyaoiag
A w¢ ¢etiy Tou Kamvioth/xprRotn. To «AypotTikd pvnueio» cuvoilel autég TIg
eKPPAOTIKEG SlabEoelLc.

Mall, wotdéoo, kol Kamolwol GAAoL ouvelppol: H o¢uteuon, n &npavon, 1O
TIAKETAPLOPMO TOU PuUTOU, WG OELPA EVEPYELWV KOl WE OElPA €Ml HEPOUC
QIOTEAEOUATWY, TIOU HOLALEL val YIvETaL yla TO XaTipLl Tou eautou tn¢. H éotw, yla
To Yatipt Tou Kamvioth, 6nA. evog WBLopopdoU auTokaTaotpodlkoU xprnotn. M
Oelp@, TeAKA, HeBodeupévwy SLadlkaolwy mapaywyng, Tou auToavalpeltal Kot
auToKATAOTPEDETAL, OTIWG TTOAAEG PAVTAOTIKEG LNXAVEG.

@Qavtaotiki unxavn kot n dla n téxvn, oto petagy, 0600 Kal pupokivbuvn. Aev
arnodibw otov KaAtéxvn tnv SLdBeon ylo uMAWVLYHoUG AUt thg KotevuBuvong,
OHWC Kal ev armodelyw ToV MELPACHO ToU SIKOU UOU GUVELPHOU - TTOAU TIEPLOCOTEPO
KaBw¢ ota teleutaio xpovia ol dtadnuioslg Twv tolyapwyv ( Kal tou Kamvilely,
YEVIKWG ) Bacilouv otnv €vvola Tou KvdUvou tnv emikovwvia toug. Eite, Aoutodv, wg
téxvn-Sladikaoia, £ite wg WOeoKPATIKA TEXVN, €ITE W TEXVN TWV ayvwyv (ptwywv )
UAWV, N TéXvN TOU XapaAGuUmoug €ival oTOXOOTIKN HE TN AlTOTNTA Kal Tov BLwUEVo
XOPAKTAPA TNG, UTOLVIKTIKN MECO ot TNV atodla mapoucsio GUCIKWY UAKWY Kol
SLab1KaAoLWY, VW OTIC TOPUGDEG TNG UTTAPXEL KOl Mo SLOKPLTIKN HETADUGCLKA TOU
SuTikogupwMaikol MVEUUATOG.

XAPHZ KAMIMOYPIAHZ
1989

IMAGES CULTIVATED FROM NATURE

Nowadays, a cultivated field has become a spectacle of intermediate vision ; we see it
first in photographs or on television and only afterwards as a natural sight. Over the
past few decades, we have developed into people who are reliant on information and
sensibilities which are perceived at second hand, having been first cultivated,
formed, and reconstructed in accordance with the dictates of the age and mass
production. For us, the artificial has become natural, and the extra-vagantly false,
genuine, as it comes more and more to resemble our idealized prototype. A natural
spectacle ( a spectacle, that is, in which there is no major technical interference ) may
actually appear unrealistic. Indeed, as far as most of us are concerned, a natural sight
has become a preconceived sight in that we encounter it in the wake of previous
planning and not spontaneously or by chance. The natural element makes its
appearance in our environment as something which is preconceived as pure — pure
by our standards, that is, as opposed to its own.



Is it not in this way that we come upon nature in the serried ranks or trees in the
city, on outings and in the windows of greengrocers? Row upon row of natural
products, grown with the aid of automated methods. Few are the agricultural goods
with no inherent tell-tale evidence of their urban destination — the machines that
were used for planting or harvesting or the systematic sowing of seeds and
standardized packaging of the goods. Agriculture has now moved far closer to
geometry than ever before in the past. In this way, an agricultural product is now a
geometric object and a geometric shape; it does not just have its original form but
also the shape assigned it by the urban standardization of its production and its user
is also included as a pictorial sign. Looked at in this way, the agricultural product
resembles a can of soft drink — and this applies to any further changes it may
undergo. Once upon a time the farmer grew specific agricultural products; what we
do now is to grow the image first and then the product itself.

Panos Charalambous is a cultivator of images. He formulates figurative proposals
which include his personal viewpoint and private experiences. In the several years
that he has figured on the Greek painting scene, his visual vocabulary and raw
material have been tobacco. In the beginning, he used it on crates to create
representations of fields, adding pitch or a small quantity of some colouring material.
Gradually, the representations of tobacco- growing have given way to works in which
the materials and the processes are presented whole, that is to say, with all the
processing activities undertaken by a tobacco grower. Figurative intervention by the
artist’s hand is kept to the minimum with a simultaneous increase in intellectual
intervention. The natural material and the process he uses thus become the raw
materials adopted for a visual interpretation. He moves from an initial expressionism
in materials to an understanding of them. From a very early stage the artist perceived
that the story of tobacco, and how it is grown, lends itself to innumerable idealistic
references.

First and foremost, to personal references — personal in that he himself comes
from a family of tobacco producers and is familiar ( and/ or ideologically charged)
with this agricultural harvest. Collective references figure also as, until recently,
tobacco — growing was the country’s main agricultural crop for export ( and
accordingly a powerful factor in Greece’s exchange relations with the rest of the
world ) and endless rows of tobacco, planted in a strange and singular order,
extended as far as the eye could see. A work by the artist entitled «Transport»
pointedly underscores the relationship of this plant with the «global village». This is
demonstrated in order works also in which the tobacco is presented at different
stages of its industrial processing or as a fetish of the smoker/user. «Agricultural
Memorial» represents the summation of all these expressions of mood.

There are, however, other associations: the planting, the drying and the packaging
of the plant, as a series of activities and individual results which appears to be
occurring for its own sake, or even for the sake of the smoker, a strange and self-
destructive user. And finally, a series of carefully planned production processes which
both refutes itself and self-destructs, as do many imaginary devices.

Come to think of it, is not art itself an imaginary device — and equally risky? |
would not like to claim that it was the artist’s desire to make allusions of this kind,
but equally, | cannot resist the temptation to make my own associations, especially
since in recent years, cigarette advertisements ( and advertisements for smoking in



general ) have based their message on the concept of danger. Therefore, whether as
an art process or as idealistic art or as the art of pure ( and poor ) materials,
Charalambou’s art is of a contemplative nature, austere and reminiscent of his own
experience. It is suggestive through the presentation of the natural materials and
processes in their entirety, at the same time, however, bearing distinct traces of the
discrete metaphysics of the spirit of Western Europe.

HARIS KAMPOURIDIS
1989



