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extending their gaze into the deep darkness. In his influential
Conversations with the Dead (1971), for example, Danny Lyon vis-
ited prisons for long-term convicts in Texas over a period of 14
months. In the series We on Death Row (1999), Oliviero Toscani
presented portraits of death-row inmates in American prisons,
who consented in the hope of receiving clemency. The use of
their portraits in a Benetton ad campaign provoked outrage in
conservative America, as it chastised the death penalty and the
class, racial-based, face of the US justice system. Jirgen Chill,
in Zellen (2007), photographed German prison cells from the
rooftop, capturing in a series of composed together photographs
the tiny, suffocating microcosm of the convict. The portraits of in-
mates in Russian and Ukrainian prisons by Michal Chelbin from
the series Sailboats and Swans (2008-2010) bear electrifying titles
quoting the first name of the inmate depicted and the related
crime. Mathieu Pernot in his Santé series (2015), documented the
traces left by inmates on the cells, before the homonymous
Parisian prison was shut down. In the case of Paula Luttringer,
the motive was personal: having been imprisoned for years in
the 1970s by the Argentinian junta, she started in 2000 the series
El Lamento de los Muros, capturing clandestine sites of women
detention and torture, collecting also their testimonies, erasing
this way any lingering doubt about their existence. Closer in spirit
to Pantelidis, Frank Thiel's Prison Gates (1992) focused with ty-
pological precision on the metal gates sealing off the circulation
of goods, information and people, interrupting the gaze. The gate,
a barrier never observed for itself, fills up here the entire frame,
recalling the gate fever syndrome, that feeling of nervous antic-
ipation an inmate feels ahead of their release, rendered by an
artist who had himself experienced confinement, when impris-
oned as a teenage dissident in East Germany.

What exactly does photography ascertain inside a prison?
The marginality and extremity of the condition? The fading con-
cept of correction? Viewing inmates from distance offers perhaps
a sense of safety, akin to the one felt by zoo visitors watching wild
beasts locked in their cages. But is the penalty enough without
an understanding of the reasons why modern societies produce
aberrant behavior on an industrial scale? Why also the political
is often disguised as penal? Could it be that correctional policies
attack the symptom while blatantly ignore the underlying cause



N VvO0oo; £1n 0epd The Innocents (2002) n Taryn Simon €6¢1&e avd-
YAUQa ta dpLa ToU CUCTAKATOG, £lkovidoviag avBpwnoug nou e&€-
Tloav Nowvég yia Biala eykAnuata nou dev dienpa&av. Ta noptpéta
éywvav o€ onpeia kalpla: ekel 6nou eixe dlanpaxBel 10 EykAnua,
nou €ywve N ecPaAuévn avayvwplon h sUMNYN, h eixe SNAwBE(
10 GMoBL H agloniotia tng pwrtoypapiag aupoBnteitat €5w,
KaBw¢ kUpLa attia SikaoTkhg NAAvng Bewpeitat n AdBog avayvaw-
plon and pwroypapieg, okitoa, oelpég unontwy.'" Xwpeg BEBala
onwg ot HIMA, n AyyAia kat o Kavadag diaBétouv IBlTikEG pUAa-
KEG NMou eAéyxovtal and eTalpeleg ELONYPEVES OTO XPNUATIOTAPLO,
n kepdoopia twv onoiwv anattel dlapkn avakUkAwon avBpw-
Mvng NPATNG UANG. Ot BlwTikég pUAaKES Twv HIMTA péAlota, oUp-
@wva pe tov Harding, éxoviag etoto t{po 1 dloekatoppuplo
HoAdpla, kKdvouv ASUML yla va PN XaAapwoouy oL MOWEG Kal JEL-
wBel N €LOPON KPATOUPEVWV. LUYXPOVWG, KABWG N IBLWTIKA QU-
Aakn undkeltal og no xaAaph vopoBeala and tnv Kpatkn,
kaBiotatat no HUCKOAO va epeuvnBolv NEPINTWCELS Bavdtwy, Ka-
KoETaxelplong, auéAeLag, patolopoU KAM."2 AKGun, ol KpatoUe-
VOL aMOTEAOUV PTNVO €PYATIKO SUVANLKO, EVD KABE Uépa o PEoOG
Apepikavog xpnotuonotel touAdxiotov 30 npotdvta nou napdyov-
1aL h ouokeuddovtal o€ PUAAKEG, and KPAToUUEVOUG MoU apei-
Bovtat Ayétepo and 10 KatWTato npepopiobo.”® H 1blwtikn
(QUAaKN ouvenwg eEunnpetel 1o cuotnpa pe epyalduevouc dlap-
KWG 6LaBEOOUG KAl NEPLOPLOPEVWIV BIKALWUATWV.

Av 6pwc¢ £vag apBPog pwTtoypAapwy anetkovioe onapdyuata
ano 10 owBIKA TV XWPWV KPATNoNg, Nwg npooeyyicet o Mavre-
A&N¢ 10 €€WTEPIKO TOUG GpLO; X€ Pla evOTNTa £pywV €EETALEL MWDG
SlaAéyetal n UAaKN e Tov Neplyupd g, eotidloviag o€ NUAEG
€NTaoPPAyLoTEG Kal To{xoug anpoanéAactoug, érnou Ta ixvn and
€€00TPAKLOPEVEG 0paipeg HnAvouv andnelpa anddpaong Kat ot
KApepeG napakoAouBnong edpatwvouy v NANpN enontela.
AM\U 10 KABETO 0UVOPO yivetal anoBnkn UAIKWY, ToNog énou ge-
nndoUV Pikpd pavipld kat neptBoAa, kapnidouv xwpdela. Kabwg
n {wn ouvex{Cetal poudlacpéva katw and tov NUPYo eAéyxou, N
nAdotyya 6{nAa ané v aypotkh puAakh Kaoodvdpag potadel
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napd€eva apeionun, eV N PIKPN EKKANGCLA MOU EQAMTETAL OTNV
nepippa&n eyypdeel 10 oUuBoAo tng niotng dinAa ato dpLo TG
eheuBeplag. 210 BoAo, aviiotoxa, n pUAGKh avnAikwv yivetal
opath P€aa and Pl oXoAlkh auAn, kaBlotwviag enikalpo tov
@oukw yla Tov {wnpd dldAoyo avapeoa otig BaBuideg KOWWVIKAG
nelBdpxnong. AKOPN Kat ol kadot yivovial akouola Petapopa yia
10 dpuxa Kal Euyuxa anoppippata. Keviplkd otoixeio o° auth tny
evotnta elval n Npbokpouon Tou BAEPUaTog o éva 6plo eNBETIKA
ayépwxo, ONwg Haptupolv o pla pwtoypapia ta xvn and podLEg
nou otapatolv akpLBWG PNpootd tou. Qg cuvBnKkn polddet napd-
6o&n o€ pla enoxh otnv onoia 6Aa napadidovial, oxedov dveu
Opwv, 010 adneayo BAEPQ.

Y éva PIKPOTEPO aplBG €lKOVWY N QUAAKN AavBdvel cav
KPUUMPEVN anen binAa and pudkia h cuctoixieg dévipwy, nicw
ano PAvVIPEG JE aVIyUaTIKES TPUNEC, oTo BABog evog 6popou énou
UYWVETAL TE(XOG XpUoaPEVLo and KAAaULEG, Ndvw ano éva €pnpo
BepLvé kévipo N Nepiuetpog Tou ono{ou avakaAel oxUpwon, Ndvw
akopn ano éva kondadt npdBata nou avtanodidel tnv Npocoxn
QUEPLUVO and TG MNEPLTAOKEG TNG TEXVNG Kal TG SIkaloouvng. Le
pla Tptn evétnNTa pWToypaPLLY N UAAKN bev elkovidetal kaBo-
Aou, MG unovoe(tal xapn otn yvaon nwg Bploketal ekel, kovid
070 JovondtL Pe Ta natnPéva ayploxopta, 010 AQCHWHEVO XAAKO-
dpopo énou 6Aa beixvouv yupva Kat avivupa, oto anpdopevo &E-
@wTto. EMoxeUeL akopn &{nAa oto pBapuévo aypotikd 6pOHo Twv
["peBevadv, mou eival dyvwaoto nNote kanolog Tov dlaox(Cel nnyai-
vovtag nNpog v eAeuBepia kat Néte Npog v avaipesh g, otn
HAVIPa 6MOoU Ta TPOXOOMLTA £X0UV WNEL O€ XEWWePia vApKN, 6NwG
ot {wég nou AavBdvouv dinAa. O MavteAidng evionilel eviote otol-
xela awtypatkd: kaAwdia nou dtaoxidouv Tov oupaveé cuvbéovtal
He GMa kahwbla, yevvwviag npoodokia enwowvwviag ekel mou
auth éxet dlakonel évag 1oixog XAoKeL KATapeoNG eVOG xwpagLoy,
xwp(ig va evwvel N va xwpilel Tinote, Pe Tov onAloud Tou va Aoy-
x{CeL 6nktka tov oupavod' pa Tawvia onpavong dlaoxiCel eykapata
10 K&SPO, TUALYHEVN O€ KOPHOUG HEVTPWY, KpaTwVvTag To Beath o€
anéotacn and T QUAaKh Kat and 1o nedio g eikévag. AAoU
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of the disease? In her 2002 series The Innocents, Taryn Simon
eloquently demonstrated the limitations of the system, picturing
people who had served sentences for violent crimes they had
not committed. Her portraits were shot at crucial points: at the
crime scenes or where the false identification, arrest or alibi dec-
larations were respectively made. Photography's credibility is
guestioned here, as the main cause of justice miscarriage is
mistaken identification based on photographs, sketches, and po-
lice lineups." It is of course worth noting here that in countries
like the US, England, and Canada there are private prisons owned
and run by stock traded companies, whose profits depend on an
endless supply of human raw material. According to Harding, US
private prisons are a billion-dollar industry, forming a powerful
lobby against milder sentencing that would reduce the influx of
inmates. Furthermore, as private prisons are under lighter reg-
ulation compared to state-run facilities, it is even more difficult
to investigate cases of deaths, abuse, neglect, racism, etc.’? In-
mates also serve as a cheap labor force: the average American
uses at least 30 products on a daily basis that have been pro-
duced or packed in prisons by inmates who get paid less than
the minimum wage."® Private prisons thereby serve the system,
providing an always available labor force with curtailed rights.
But if several photographers have captured fragments from
the entrails of detention facilities, how does Pantelidis approach
their external boundaries? In a group of works, he examines how
the prison converses with its surrounding, focusing on well-
guarded gates and impenetrable walls, where traces of stray bul-
lets reveal escape attempts, and where surveillance cameras
allow comprehensive monitoring. Elsewhere, the vertical bound-
ary becomes a storage unit, a place where small sheep sheds
and orchards spring up and fields are blossoming. As life goes
on wearily under the watchtower, the scale next to the Kassandra
rural prison appears oddly ambiguous, while the small church
adjacent to the fence juxtaposes the symbol of faith with the limit
of freedom. Meanwhile in Volos, the juvenile prison is seen
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through a schoolyard, making Foucault's remark about the lively
dialogue between degrees of social discipline appear particularly
timely. Even the bins become unintentionally a metaphor for the
inanimate and living debris. A major feature of this group is the
encounter of the eye with an aggressively robust boundary, as
attested in one of the images where traces of wheels end right
in front of it. The condition appears paradoxical, given that we are
living at a time when everything is almost unconditionally offered
to the voracity of the gaze.

In a smaller number of images, the prison appears as a hid-
den threat, lurking next to water streams or tree lines, behind
yards with mysterious holes, at the end of a street with a golden
wall of reeds, over an abandoned summer club whose perimeter
recalls fortification, even near a flock of sheep that returns the
attention, unaware of the complexities between art and justice.
In a third group of photographs, the prison is not featured at all;
itis instead alluded to by the viewer's knowledge of its existence
nearby, maybe next to the trail with the trampled weeds, or the
muddy gravel road where everything looks barren and anony-
mous, or the unexpected clearing. ltis also lurking in the ragged
rural road in Grevena, where no one can tell when it is passed if
someone moves towards freedom or away from it, or in the car
yard where trailers are hibernating, just like the latent human
lives nearby. Pantelidis occasionally presents enigmatic ele-
ments: wires crisscross the sky connecting to other wires, an-
ticipating communication at a place where it has been
interrupted; or a wall may be gaping in the middle of a field, with-
out uniting or separating anything, its armament pointedly lanc-
ing the sky; a barricade tape runs across the frame, wrapped
around tree trunks, keeping the spectator at a distance from the
prison and the image space as well. Elsewhere, warehouses,
garages, car washers and tire repair shops silently inhabit a de-
serted landscape, where life appears to have frozen. The hills
around often appear soft-lined compared to the architecture of
confinement, in a frame where cypress trees serve as pointed
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anoBNKeC euNopeuPdTwy, ouvepyela, MAUVINPLO AUTOKIVATWY,
BouAkavi{atép katowoUv aBopuBa éva tonio €pnpo, 6rou n {wh
poladeL va éxel naywael. OLyUpw Aot dlaypdpovial ouxvd ana-
AOypappoL anévavit otnNV apXITEKTOVIKA TOU NEPLOPLopoy, TV
onolfa ta kunap{oola NAALGLWVOUV WG axunpd onpeia otiEng.
AN\a tonia ndAL €xouv SlapoppwBel and tnv idla tn cuvBAKN NG
(PUAGKNG, dnwg o 1TeXvNTog BAATog ota MpeBeva mou TAXTNKE yLa
va duoxepaivel Tn puyn evid NapadMnAa n kAadepévn BAGotnon
SlaopaAilel anpdokontn opatdtnta. Onwg egnyel, dMwote, o
Simon Schama, ano tnv apxatdtnta akoéun N avBpwnivn Napéu-
Baon ot guon unnpée tooo BaBia wote va kaBiotatat mAgov €at-
petkd duadlakpun. '

KdBe noAwiopde, ouuguwva pe tov Foucault, blabétel eteporo-
niec, ténouc €€w and dAoug Toug AAoug oL onoiol SlaBEtouv Béon
oToV NPAYMATIKO KOGHO, Kal eivatl npooBdactpol péoa and kabopt-
opévoug 6poug N Tunikd.™ Ot UAAKEG PoLGdouy UE ETEPOTONIEC
OnappeEveG 0Ta owBIKE TN XWPag, TOMoL avolkelol akoun Kat ya
0600UG Katolkouv N gpyadoviat dinAa toug. MNdoot aAot oMoy,
Opwg, pavtdlouv eniong avoikeloy; Alaxwpidel 0 T0ix0G NG PUAQ-
KNG aEPOOTEYWG ToV KOOHO TN eAeuBepiag and ekelvov tou ne-
ploplopoy; MANwe yla apketoUs MoAlteg, SePEVOUG OPIXTA UE
OLKOVOUILKQ, OLKOYEVELOKA, KOWVWVIKA h AAa gopd to dplo elval
oAloBnpd acagég; To epwdtnua unoypaupilel o NUpyog eAéyxou
otov KopubdaA\d nmou eyeipetat anelAntika ndvw anod KATtolkieg kat
yhneda. Kat nwg evvoeitat n eAeuBepia yia g {wEC Nou eykAw-
Bidovtal otn @Twox1a, TNV avepyia, tnv EMen otéyng; Auté uno-
voel {owg n gwrtoypapia otn NednoAn AaciBiou énou n
nepippagn eykAleL TN YETOVIKN KWPOMOAN. 2T UAaKh KopivBou
0€ Pla anoyn Tou 0wtePIkoU nepiBolou avaueoa otg dUo nept-
QPAEELC, N BLAKPLON ToU vTOG ano To EKTOG yiveTal anpooueva ate-
AAG. e AN pwtoypapia T0 oupuaténAeypa tng nepippa&ng
NpoBAaAAel otepewpévo ae napakeipevn otkia, undevidoviag ta
Opla Kat 1a Npooxnuata. AMoU NAAL oL YETOVIKEG OIKoboMEC, {w-
OMEVEG JE OUPHATONAEYHa €NioNG, HAPTUPOUV £vaV KOWWVIKO NO-
Aepo atov onoio kaBévag puAdyetal pévog Tou.

H @uAakh potadet €va peydAo HUoTKG Mou BLaKONTEL E0W-

Adploa
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punctuation marks. Then there are landscapes that have been
shaped by the prison condition itself, like the artificial swamp in
Grevena created to deter escapes, where the pruned vegetation
ensures guards maintain unhindered view. Simon Schama has
explained, after all, that ever since the ancient times human in-
terventions in nature have been so profound making exception-
ally hard to discern them anymore.'

According to Foucault, every civilization has its own hetero-
topias, spaces that lie outside the norm of the real world. These
other spaces are only accessible under specific terms or rituals.'®
Prisons also resemble heterotopias populating the entrails of the
country, places unfamiliar even to those who live or work near
them. But how many other spaces also appear unfamiliar? Does
the prison wall separate airtightly the world of liberty from that
of confinement? Could it be that, for many citizens who are tied
up by financial, familial, social or other constraints, that limit is in
fact fluid and vague? The question is underlined by the watch-
tower in Korydallos prison, which rises ominously above resi-
dencies and sports facilities. And how is freedom conceived for
all lives entrapped in poverty, unemployment, and homeless-
ness? Perhaps this is what is implied by the photograph from
the Neapoli Penitentiary in Crete, in which the fencing enfolds the
nearby town. In Corinth, a view of the prison yard between the
two fencings reveals that the distinction between the inside and
the outside can be surprisingly vague. In another photograph, the
barbed wire of the fence appears to be fixed on a neighboring
residence, eliminating all boundaries and pretexts. In other
places the nearby residential buildings, being also fenced by
barbed wire, attest to a raging social war, where people look for
protection on their own.

Prisons look like a big secret that introvertly interrupts the
continuity of the landscape. When visible, the prison casts a heavy
shadow around it. When visible from afar, it serves as a reminder
not to be ignored. And when invisible while everyone knows it is
there, it serves as a metaphor since everything, from the run-
down outpost in the lush orange grove or the railway lines fading
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OTPEPWC TN ouvEéXela Tou Toniou. Otav elval opath pixvel yUpw Ing
Baptd okd. Otav eivat andpakpa dlakplth Asttoupyel wg unevBu-
plon nou dev npénet va ayvoeitat. Otav ndAt anouotadet evad yvw-
piCel kavelg nwg eival ekel, Acttoupyel peta@opikd, KabBwg 1o
kaBeti, anod To0 aouvVTNPNTO PUAGKIO OTOV (POPTWHEVO MOPTOKAAE-
WVa WG TG 0LONPOBPOPIKES YPAUKEG MOU XAvovTal HakpLd, dnAw-
vel duvntikd SLiéAeuon h ppayn, cuunepiAnyn A anokAelopo. Av
n eunelpia Tou KOOPOU £pepe NaAd T o@payida TG UAIKOTNTAG
Kal TNG antotnTag, N €NoxN TwWV AVOLKTIWY VONUATwy, TNG NaAip-
poLag TV QUAWY elKOVWY Kal MANPOPOPLIV Kat TN Slapkoug
peuaTotntag, polddel va eykablotd apavn b{nAa ota unapkida
6eopd. OAa, katd pla évvola, eivat {htnua oplwv. H pwrtoypapia
opoiwe. Kat n meploxn otnv onoia neptnoAei o MNavteAibng potddet
pe oubgtepn {wovn, OMOU €KTOVWVETAL N Loxuph nieon. Me e€ai-
peon GA\woTte Alya kataothpata Kkpdtnong, 6nwg o KopudaAhog,
nou Bpiokovtat evidg Tou aoTikoU LoToU Ta Mo NoAAG elvat xwpo-
Betnpéva ot NapuPES Twv NdAEwY A otnv UnalBpo.

Mapot n ddela (ntnBnke pdvo yla Myelg e€wteplkeg, o Mav-
TeAONG NPBe yla Adyoug aopaAeiag KANOLEG POPES AVILHETWNOG
HE MEPLOPLOPOUG XWPLKOUG KAl XPOVIKOUG, HedOWEVO Mou Peiwve
dpaotikd eviote Toug BaBuoUg eAeuBepiag, evieAwg Talplactd ye
10 B€pa. Ot yvplueg emAoyEg Tou avayvwpidoviat KL €6W: N XeL-
HVLIETIKN oUVABWG CUVVEPLA guvoEl TNV LloOTYWN BEaon Twv oToL-
xelwv, xwpig avenBuunteg evidoelg h aviBETELG XPWUATOG Kal
QWTOC. Kal n wootpia wg évvola éxel edw Kpiolo Bépog, dnwg
Kat n okuBpwnh atpdopalpa. Ta povaxika Sévipa anokIolv ek
véou kaipla unap€lakn dldotaon, yla 10 pwIoypado 600 Kat yia
k@Bt €ykAelato. Enpévoviag e ouvEneLa OTIG anOPaKPeS OUVN-
Bwg Anyelg katn petwnikdtnta o lNavteAibng cuoxetidel atoixela
Aentd, ano@eUyoviag thv wealonoinon Tou KowoTonou napdt
€PEUVA TN QUON Tou. H vnpdAla napouaiaon tou Kovotonou, aA-
Awate, and v enoxn tou Eugene Atget (av 6xt tou Charles Mar-
ville), avoiyel 1o BAéupa o€ pla nAatd Bewpnaon tou dnudaoilou
xwpou, n onofa dev e€atpel 1g aloBnTKEG MoldtnTed. To TeETpaywvo
(QOPHA poldel KaTGANAG auotnpd 600 NoTE. Mia onpaviikh Mtuxn

NG pwToypapiag og UPOG VIOKOUUEVTOU nou uloBetel o MNavieAi-
on¢, elval 61 anovépel peyaAltepn Npoooxh atov KOopo and ot
oTov €aUTd, aPAvETaL 0Tn onpacia nou pEpouv Ta Npdyuata, gu-
vOwVIag NapdMnAeg avayvwaoelg. Alapkng sivat €dw n naAwvdpo-
pnon and tnv opatdtnta otnv aopatdtnta, ONwE Kat N YeTapopa
jlag ypapung ano eikova og dinAavn eikéva, and QuUAaKn o€ Qu-
AaKN, and QUAGKN o€ PN PUAGKA, HETAPOPA Mou AELaivEL TNV wuh
QOUVEXELD O€ TEXVNTA OUVEXeLD. To BEpa AavBdvel og kKABe duvath
neploxn kat eninedo tng eloévag, yupvadoviag akouola 1o BAEPua
va blakpivel péoa atn dlapkh avapétrpnon tou pavepou e 10
KPUMUEVO.

H @awvopevikn yahavn kat n anoucia 6pdong oto €pyo Tou
[MavteAibn Sev apkoUv yla va KpUWouv TG eVIACELG Mou avantyo-
oovtal otnv oudEtepn {wvn Kat yupw anod auth. MNMpdkettat dAMw-
OTE yla Pia and TG Alyeg oUyxpoveg O€pEG OTIC onoleg n anouacia
avBpwnwv dev akoAouBel anAd €va kupiapxo aloBntkd yvwpt-
opa aAG enoepayilel Ta akapnta 6pla PLag NoATELaKNG ouvVBN-
kn¢. H Rebecca Solnit dMwaote ektipd Ot N NOATIKA akOUN Kat
otn pwrtoypapia toniou Bploketal evidg kadpou, kaBwg 1o tonio
Sev eivatl nAéov aloBntikd katapUylo ald nedio paxng.'® H noAt-
KN BEBala ndvtote Ntav eviog kAdpou, Kal To Tonio avtiotoxa
navrtote ntav nedio paxng. H npoondBela 6pw katavonong tou
KOopou and andotacn, SnAadn péoa and eKOVeS, MPOBAMEL WG
Ha and T no kaipleg oUyxpoveg pdxeg. Katn puAakh unepBaivet
k@Bt p€tpo andotaong. To 2019 eunepoyvapoveg tou Eupwnat-
KoU XupBouAiou €bel€av og €kBean Toug 6T N EAASa nAslown@el
o€ nohuetel(g kat 1éBLeg kaBelp&elg atnv Eupwnaikn Evwan,
xwpig n xwpa va eppavidel aviiotoxa uPnAh eykAnuatkotta. H
106Bla kaBelp&n otnv EAAGSa anotelei 1o 13,1% tou ouvoAou Twv
MoV, VW 0 EUpwaikdg péoog 6pog Bpioketal pdAlg oto 1,7%."
H EAnvikn Evwon yia ta Aikawwpata 1ou AvBpwnou avépepe To
2018 nwg ot ipd@Lot ungpéBatvav Katd noAU Tig duvatdtNTeC Twv
QuUAakwv. O Zuvhyopog tou lNMoAftn o 2016, avtiotoxa, Katéypaye
unepnAnBuoud Kpatoupévay (Ewg kat 200%), akataAAnAdtnta
unodopwv, EMIIN TPIKA NEPIBAAYN, XpOVLIa EAMELWPN ELBIKEUE-

16 Rebecca Solnit, Reclaiming History: Richard Misrach and the Politics of Landscape Photography. Ané 1o teUxog Aperture, vo120, Beyond Wilderness, Néa Yopkn,
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17 Kopiva Metpibn, Onuikororioaue Sebopéva yia tov uneprnAnBualo otig EAMnVIKEG pUAaKEG, 6.9.2019, https://www.vice.com/gr/article/ne8zy7/optikopoihsame-de-
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into the distance, states a potential passing or obstruction, inclu-
sion or exclusion. If in earlier times, the experience of the world
was one marked by materiality and tangibility, our present era of
open meanings, of a deluge of immaterial images and informa-
tion and of constant flux, appears to establish invisible shackles
next to the visible ones. In a sense, everything is a matter of
boundaries. The same is true of photography. The areas patrolled
by Pantelidis resemble a neutral zone, where intense pressure
is released. Besides, except for a small number of detention fa-
cilities, like the Korydallos prison, which are located within the
urban fabric, most have been built either in the outskirts of cities
or in the countryside.

Although permission was requested only for external shots,
security measures meant that Pantelidis would occasionally en-
counter spatial and temporal restrictions, which would drastically
curtail his freedom of movement, in a way entirely fitting to the
subject. The photographer’s familiar choices can be acknow!-
edged here: the typical winter cloudy sky allows every individual
element to be equally represented, avoiding undesirable con-
trasts of light and color. Equality as an idea is crucial here, and
so is the gloomy atmosphere. The solitary trees reacquire a vital,
existential dimension for the photographer and every individual
inmate. Insisting with consistency mostly on distant, frontal shots,
Pantelidis makes subtle correlations, avoiding the amelioration
of the mundane, even though exploring the latter's nature. More-
over, the dispassionate treatment of the mundane, since at least
the time of Eugéne Atget (if not of Charles Marville), opens up a
wider view of the public space, which does not exclude aesthetic
qualities. The square format appears more aptly austere than
ever. An important aspect of the documentary-style photography
adopted by Pantelidis is that it gives priority to the world over the
self, is open to the significance of things, encouraging parallel
readings. A constant back and forth arises here between visibility

and invisibility, as a line transfers from one image to the next,
from one prison to another, from a prison to a non-prison, a
transfer that turns the blatant discontinuity into artificial continuity.
The subject-matter is latent in every possible area and plane of
the image, inadvertently training the gaze to be discerning in this
constant clash between the visible and the concealed.

The ostensible tranquility and absence of action in the work
of Pantelidis, can't hide the tensions that develop within and
around the neutral zone. Anyway, this is one among few con-
temporary series in which the human absence does not simply
follow a current aesthetic trend, but instead asserts the unbend-
ing limits of a political condition. As Rebecca Solnit has observed,
politics is always present even in landscape photography, be-
cause landscape is no longer an aesthetic refuge but a
battlefield.'® Of course politics has always been present in pho-
tography and landscape has always been a battlefield. Neverthe-
less, the attempt to understand the world from a distance — that
is, through images — has emerged as one of the most vital battles
of our time. And the prison exceeds all measures of distance. In
2019 experts from the Council of Europe reported that Greece
has the largest proportion of long-term and life sentences in the
EU, despite the lack of similarly high crime rates. Specifically, life
sentences represented 13,1% of total sentencing in Greece,
whereas the EU average was only 1,7%." The Hellenic League
for Human Rights reported in 2018 that the number of inmates
greatly exceeded the capacity of Greek prisons. The Greek Om-
budsman had also reported in 2016 on the serious overcrowding
of prisons [with the population exceeding capacity by as much
as 200% in some facilities), as well as inadequacies in infrastruc-
ture, medical care, and a chronic deficiency of specialized staff.'®
Are such factors taken under consideration by the justice sys-
tem? Or are they simply allowed to silently aggravate the severity
of the punishment?

16 Rebecca Solnit, "Reclaiming History: Richard Misrach and the Politics of Landscape Photography”, in Aperture, v.120, Beyond Wilderness, New York, summer

1990, p.34.

17 Korina Petridi, Ontkonothoape &edopéva yla tov unepnAnBuopd otg eMnvikég puUAakég [We visualized data on Greek prison overcrowding], 6.9.2019,
https://www.vice.com/gr/article/ne8zy7/optikopoihsame-dedomena-gia-ton-yperplh8ysmo-stis-ellhnikes-fylakes.
18 Kostis Tsitselikis, Report by the Hellenic League of Human Rights, submitted in 2018 to the Council of Europe, Directorate General of Human Rights and Rule of

Law, Department for the Execution of Judgments of the ECHR.
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VOU MpocwnikoU.'® Mpoouetpwvial dpaye t€tola Sedopéva oto
oUotnpa anovopng dikatoolvng; H aghvoviat olwnnAd va enBa-
pUVOUV TNV €KTAON TNG MOWVNG;

H pwrtoypapia epeupebnke Alyeg dekacetieg peta to Mavorntko
Kat aglononBnke ypnyopa and nAnBog Beopwv wg Yéoo napa-
TAPNONG, EAEYX0U, MEPLOUANOYNG MANPOPOPLIY, PE KAANTEXVIKO
Kat ENOTNPOVIKS enixplopa. Anod tnv eQeUPeah NG aKOUN JEAE-
TNOE 10 PN Beapatikd, 10 ekTd¢ ouvteTaypévng lepapxiag, 1o un
MPOVOULOUX0, O€ Hla MPAgn ekdnpokpatiopoU nou Slelpuve ane-
pdplota 1o nedio ing dpaong. EnpokeLto yla peydAn avatponn Je
oucLaoTkh NoAtkh didotacn. H pwrtoypapia unooxEBnke nv Ka-
TdpyNon Twv ouvopwy PEoa and v eLKOVIKN eNioKewn oe KABE
anopaKpn NPAyHatkotNTa, aANG €yve QUAaKN n {Bla, katd pia év-
voLa, HE Tov pwTtoypd@o va oploBetel wg SIkaotng 1o evidg and 1o
ekT0G. Kal o Beatng avtiotoixa yivetat adpatog pUAGKAG 0 €va ol-
KOUMEVIKO [Tavorntikd nou tpépetal e odpKka €lkOVAG, Kal Guy-
XPOVWG eykAeletal npdBupa 0" authy TPEPovTag GANOUG e TN BIKN
TOU €1KOVA.

Ot pwtoypapieg tou MNMavieAidn avadeikvUouv avayAupa v
oudétepn {wvn, PEXPL EKEL MOU QTAVEL TO BAEPUA TOU PN €yKAEL-

oTou NoAlTN. Meptéxouv KATL WO Kal oUyXpOvwe AeMTO, EAEYXO-
pevo 600 Kat dLaleBnTiko, Pla MVEUUATKA avilogpaiplon tou péoa
ME T0 €€w), PLa KPLTKA patid o€ Ot eUKoAa ektonidetal kTG BEag,
€KTOG UBUVNG, O€ LA OUVEXN KOWVWVIKNA anootadtonoinon. Ano-
@eUyouv oUVNBWGE TNV TOMLOYPAPIKA OHOP(LA OTN CUPBATIKA TNG
dlaotaon, avinxwvtag tov Jackson nou unedeikvue €va tonio wg
OUOPPO OTav anoTeAel oKNVA PLag oNPAvIikng epnelpiag otnv au-
Toyvwoia.'” Kat napapével epdtnua o BaBuog otov onolo auth n
autoyvwola pnopel va ouvieheotel and andotacn acPaAeiac.

Kaveig dev yvwpilel TeAkd I QUAGKA NPayuatika ektég anod
600ug TNV €xouv unootel. Na toug undAotnoug Potddet va una-
KOUEL 0TN VONTIKA €lkOVa Nou oxnuatiel n @AN nMou T cuvo-
beUel, oav €va avakAaotikd oUvopo pdéBou: bev éxel onuacia va
€€pelg nou gival, 600 1o OTL EEPELG NwG UNApPXEL TEAIKA oL pwTo-
ypapieg pag pabaivouv apketd Kat ouyxpdvwg TNoTe yla t Qu-
Agkn, 6nwg Kt av evvoeitat auth. g npog autd dikalwvouv Tov
Max Kozloff nou BewpouUaoe tn pwtoypapia wg elkéva nou npo-
OPEPEL «MEPLOCOTEPA aNo 60A avapével Kavelg va 6eL, ala Ayo-
Tepa ano éoa npénet va g€pet» 2

HpakAh¢ Manaiwdvvou
EneAnthg MOMus-M®B

18 Kwaotng Tottoehikng, EkBeon tng EMANviknG Evawong yia ta Aikawwpata tou AvBpwnou, unoBAnBnke to 2018 ato Council of Europe, Directorate General of
Human Rights and Rule of Law, Department for the Execution of Judgments of the ECHR.

1 Brinckerhoff Jackson, John. Discovering the vernacular landscape, Yale University Press, New Haven 1984, el 64.

2 Max Kozloff, "Photographs: Images that give you More than you Expected to See and Less than you Need to Know", ato Lone Visions Crowded Frames, Univer-

sity of New Mexico Press, Albuquerque 1994.



Photography was invented only a few decades after the
Panopticon and was quickly employed by numerous institutions
as a means of observation, control and information gathering,
often with an artistic or scientific veneer. Ever since its inception,
it has studied the non-spectacular, that which lies outside official
hierarchy, the underprivileged, in an act of democratization that
widened immensely the field of vision. This was a great turning
point with an essential political dimension. Photography prom-
ised the abolition of boundaries through a virtual visit to every
distant reality, but in a sense, it became a prison itself, with the
photographer circumscribing, like a judge, what is included and
excluded. And the viewer became respectively an invisible guard
in a universal Panopticon, that is fed by the flesh of images while
readily encasing in photographs himself/herself, feeding others
with his/her own image.

Pantelidis’ photographs eloquently feature the neutral zone,
up to the end point of the non-incarcerated citizen’s visibility. They
have a raw but also subtle, a conscious but also intuitive quality,

displaying a conceptual back and forth between the inside and
the outside, a critical look of what can easily be placed beyond
our view and area of responsibility, in an interminable social de-
tachment. They usually avoid the conventional dimension of land-
scape beauty, echoing Jackson, who suggested a landscape as
beautiful to the extent that it becomes the scene of an important
experience in one’s self-knowledge." It remains an open ques-
tion whether this self-knowledge can be accomplished from a
safe distance.

At the end, no one really knows what a prison is like, except
those who have suffered it. For the rest of us, it appears to con-
form to the mental image shaped by its infamy, like a reflexive
boundary of fear: it is not as important to know where it is, but
that it exists. Ultimately, photographs teach us a lot but also noth-
ing about prisons, in all its possible meanings. In this way they
vindicate Max Kozloff, who believed that photographs as images
“give you more than you expected to see and less than you need
to know"?

Hercules Papaioannou
Curator MOMus-Thessaloniki Museum of Photography

17 Brinckerhoff Jackson, John. Discovering the vernacular landscape, Yale University Press, New Haven 1984, p.64.

2 Max Kozloff, “Photographs: Images that give you More than you Expected to See and Less than you Need to Know", in Lone Visions Crowded Frames, University

of New Mexico Press, Albuquerque 1994.
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