l.
KAIOIOX (NA) ME KOITAZEI

2 eéva xp16 10U vopou PeBiuvng oy Kprit, vipw oto 1945, 1 Zei piag olkoyEvelas da-
Migtan 6tav o Avipag elyel xwpiq va aywiosl niow Tou 10 mapayxes ixvec. H umépa tou,
Bewpwviag unelBuvr v olkoyéveld mg vUPNG G, O WO WwToYeapia Tou EXEl oV Kato-
Xf] M, TPUNG e J1a Kappitoa 1a pdua me oulnsBépag me (oeh..). Tnv idia nepinou emoxi
oy [Mdapo, ja ahin yuvaika, yia aveSaxpifwioug Adyoug, tpund ot Jiia gwioypapia ta
diKd g pdua. Avdhoya neplotatxd sfval {one avapiBuma, dlokoha Glwg pmops! va Ta
evronioel kaveis, xabug €toeg Ywioypawies, wg avukelieva payeiag, wuAdogovial mpo-
OEKTIKG OF KPUITEG, OF NPOOEKTIKA Mmhwuévoug paxéhoug 1| nahiwpéva nopropdhia.

Térleg npatelg cupfohixic wAwong, via Adyoug exdiknong i mpoypliiang and o
panacya, unodnicvouy £vav Tpwidyovo YERo yia my Karagtpognal divayn ou PAéupa-
106, POPo Mmou —£dK ka1 wdveg— mapayel pidoug xar ouvinps! mpoxarahfpeic. Xy
EAAnviii MuBoAoyia Ax. o Opyéag, napafidZoviag tov véuo mg Mepoeypdvne, drav yip:-
ot va xoindZel my Eupudikn omy nopeia e and tov 8dvate omy Zwr, m xdve yvia ndviar
1 Mébdouoa pnopoloe va TETpROEL toug exBpolc g PoNIG autol oTpeav Ta péTd TOUC
ENGve g eved i upwpla frav gl via énolov £RAene v APTENN Kal TIC CUVIPGYITCEC
g va Aoudoviar, L1y kabnpepivi Zwi 1o BAépua avayvwpilel, avixvelel, evoxAel, npoel-
domotei ahd ko kataotpéwel. T1 avanapdyer épwg quiés Tig 1IGmTES Tou Phéuparoe oty
pwioypapie; Mg eival duvatdy, Yéoa and 1a toaxiouata Tou Ywoypapixol xapmot, my
KItPIVIOPEVT) Kol H1000Bnopévn £ikéva, va avadletal, xpévia petd, anelAnuxs 1o pAéppa
10U YIOYPUPNUEVOU IPOOHTION;

Ly gwioypagia, avaueod oo "Yutoypapnuévo” Ka tov Heam dev paivetal va pego-
haPel tinota: xapd UAn, xaud avanapdotaor, kapd weudaiobnon: 10 PwIoYpaPLEVO
Hetapépetal aképaio atov feat wg pwiawvi evépyela. O Roland Barthes atov dwrevd
Qdhapo, avapepdpevos oe Ma YEIOYpaPia mE UNTERAS TOU, 10 Nepypdyet autd le efw-
PETIKG Tpdn0: «And éva npaypatikd odya, mou ftav eel, eKmopeliovial ol axtives Hou ayyi-
Couv 1wpa epgva movu eitan £d6. Alyo perpdel o xpdvog autig mg petagopdc. H pwroypa-
Pia 10U xapévou mpoownou £pxeral va Jie ayyitel gav g axtivee ou eXTENME éva aoTEpL.
Kéu oav oppaiiog Adpog ouvdéer 10 aopa mou wioypagBnke Jie T pand pou. To pug,
av ka i amg, eiven £d6) éva voapko oo, P EmbEPUIdA MoU (to1paopal JIE 10 npdoc-
1o ¢ Ywioypayiogs.

H yayna] iiétra, nou anodidel kaveic oo PAEUNA TOU QWIOYPAYPNHEVOU IPOCHIIOY,
Paiveral mwg £xel va KAvEl NEMIC0OTEO JE auTH TV IdIaitepn TUVERdNOT ToU Xpévou Tou



1.
SOMEONE (TO LOOK) LOOKS AT ME

Ina village in Rethymnon, Crete, around 1945, a family's life is disrupted when the
husband leaves, never to return. His mather, who considers her daughter-in-law's
family responsible, on a photo she owns pierces her son's mother-in-law's eyes, About 17
the same time, on the island of Paros, another woman, for unknown reasons, pierces
her own eyes on one of her photographs. Possibly numerous similar instances exist
which are, however, very difficult to record, since pictures like these, used for black
magic, are kept well-hidden in carefully folded envelopes or weathered old wallets,
and are only discovered by chance.

These acts of symbolic biinding, for revenge or for protection from the "evil eye",
express a primitive fear of the catastrophic power of a stare, a fear that has produced
myths and maintained superstitions for centuries. In Greek mythology, for instance,
Orpheus, breaking Persephone’s law, turns to look at Euridice on her way from death
to life and loses her forever; Medusa could turn her enemies into stone as soon as they
set eyes on her; anyone who set eyes on Artemis and her companions bathing was
severely punished. In everyday life, the stare recognizes, seeks, aggravates, warns, but
also destroys. What sustains this power of the stare in photography? How is it possible,
through the creases of the photographic paper, through a yellowed and faded image,
for the threatening stare of the photographed person to surface triumphant and
omnipotent years later?

In photography, nothing stands between the photographed and the viewer -no
material, no representation, no illusion. The photographed is conveyed intact to the
viewer as the energy of light. Roland Barthes describes this exquisitely in La Chambre
Claire, referring to a picture of his mother: "From a real, physical object that was there
emanate rays that touch me here, now. The time lapse between these two acts is
insubstantial. The image of the lost person comes and touches me like a star's rays.
Something like an umbilical cord connects the photographed person with my eyes.
The light, though intangible, is a medium in flesh, an epidermis that | share with the
person in the photograph.™"

The magical power attributed to the stare of the photographed person seems to
have more to do with this particular sense of time emanating from the photograph: it
is the "then” (the time the photograph was taken) that we experience and
comprehend during the "now" {the time of looking at the photograph). This
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