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MPONOIroz

H peAéTn Tou Mavvn Z1wya yla tnv 10Topia Twv NEPLOTATIKWY Aoyokploiag otnv eAANVIKA KOAAITEXVIKA zwn
anoTeAel €éva eunePIOTATWUEVO KAl af10A0yo eyxelpnua ouykpdTnong evég NPWTOTUNOU KAl NOAUCAUAvVTOU
apxeiou pe 61axpovikd ka1 enikalpo xapaktipa. To apxeio ka1l n €kdoon eival kapnog NOAUETOUS NPOCWNIKAG
€PEUVAC TOU OUVTAKTN nou ouvbudzel T1G 1010TNTEG TOU EIKAOTIKOU &npioupyoU kal Tou kaBnynth oto
Tunpa E1KaoTIKQV Kal EQappoopévev Texvev Tng PAwElvag kal evtAooeTal opyavikd otov TPdno nou
avtiAapBdvetal o 1610¢ ToV KOWVWVIKO Tou pOA0 wG Na1daywydg Kal KaAATexvng. Exel oxedlaotel wg pia
npoo1th kal eUxpnaTn cuAAoyn dedopévwy, otnv onoia n kdBe undBean Aoyokpioiag napoucidzetal péoa
anoé pia olvBeon kelpévwy kal e1kOVwyY. O avayveotng €10GyeTal otnv k&Be undBeon péow evog GUVTOPoU
kal KOTATONIOTIKOU KELWEVOU, TO onofo neplopizetal anokAElOTIKA OTO «NPAYHATOAOY1KO» NAQiolo Twv
NEPLOTATIKWV, XWPEIG EPUNVEUTIKA NPOCEYY10N KAl 0Xx0A1aopd. And autn Ttnv dnoyn, n npdBeon TOu OUVTAKTN
EVIOXUEL TNV «KO1IVWVIKN 61anEPATATNTA» Tou apxefou, kaBwg n ouykpdTNon ka1 dbnpooionoinon Tou, JOAOVOTL
eival noA1tikn otnv ouoia tng otdon kai enihoyn, dev UNOOEIKVUEL GUYKEKPIUEVEG AVAYVWOELG, AAAG ENITPENEL
OTOV avVayvwoTn va kavel TiG O1KEG TOU Aoy1kEG ouoxeTioeig ka1l va odnynBel oe Npoocwnikeég O1aNIOTWOELG.
3TN ouvéxela napatiBevral ontikd TekUApla and NPwToyeveic nnyég, Onpooieupéva GpBpa, €yypaga kal
VTOKOUWEVTA NOU OUVOOEUOVTAlL 0 MOAAEG NEPINTWOELC ANG PWIOYPAPieg Twv Epywv nou AoyokpiBnkav,
anooupBnkav, dExTnkav eniBéoelg N Oev ektednkav kav oe dnpodola BEa. O ouyypapeag napakoAouBel tn
b1axpovikn e€EAIEN TwV uNoBECEWY pe 0TOXO va 6woel 600 To duVATOV Mo OAOKANpwpEva Tnv 10Ttopia
TWV AOYOKPIUEVWY £pywV KAl KUupiwg exelvwv evavtiov twv onoiwv acknBnke 6iwEn ka1 unnp€e dikaotikn
b1audxn. To e10aywy1ko Tou Keigevo wTizel Tnv Npoownikn Tou B€an, T kpioelg ka1l T1¢ 61anNIOTWOELG TOU
Y10 TOUG PNnxaviopoUg Kal TIG OKOMIPOTNTEG Nou evepyonololy Tig d1adikaoiec doknong Aoyokploiag otnv
eAeUBePN KAAAITEXVIKN Ekppaon O1axpovikd. FTnv oucia npodkeltal yia €va apxeio oe e€€AEn, oTo onolo
buvntikd pnopel va npooteBolv kar GAAeC 10Topieg, €va xpovikd B1a1dTNTAC, AVTIKPOUOUEVWY NPOBECEWY
Ka1 €vIovwv avTliOpdcewy, NAPOUCIACHEVO JE VNPAAIOTNTA KAl HOPIKN A1TOTNTA.

H onpaoia Tng napoucag ekboong dev neplopizeTal oTn CUyKEVTPWON KAl bnpooionoinon evog onPavtikou
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MPONOIroz

ap1Bpou unoBécewv Aoyokplofac and to 1949 péxpl onpepa, yeyovog nou kaBiotd nAéov npoofdoipo
ka1 61a6€01p0 y1a Nepaltépw €peuva kal eufdabuvon €va agldAoyo NPWTOYEVES UAIKO, aAAd kupiwg oto
oTu tpoeobotel ouolaoTikd Tt 6nudola cuzATNon nou €xel avoifel Ta TeAeutaia xpoévia pe vopikoUlg,
avBpwnoAoyikolg, 10Top1koUg kal NOAITIKOUG OpouG yUpw and tnv oucia tng kaAAltexvikng eheubepiag,
TOUG NEPLOPIOPOUG, Ta GP1a KAl TNV anaAAOTPIWoN TNC, Ta O1KAIOPATA TwV 101wV TWV ONPIoUPYWY, AAAG Kal
TOU KO1VOU WG anoOEKTN Tou KAAAITEXVIKOU €pyou oTn Onpdoia €kBeon Tou. Agv NPOKELTAL y1a pia €UKOAN
OUZATNON pPe 0paTh oAOKANPwoN, avTiBETw eival éva avolxtd eyxeipnua nou petaoxnyatizetal avahoya pe
Tnv wpipavon n TNy on1oBodPAUNoN TWV KOIVWVIKWY KATAKTACEWY KAl TO PYETPO 0£BACPOU KAl KATOXUPWaNng
Twv avBpwnivwyv O1KalwPdTwy. EEGANOU, KOAUNTOVTAG pla eKTETAPEVN XxPoviKA nepiodo, n pEAETN ToOU
Mavvn Zioya Qwtizel kupinwg Tnv 10TOPIKOTNTA TwV (PALVOPEVWY Aoyokploiag, Ttoug tponoug dnhadn
PE TOUG onofoug n pop@en Tou NOAITEUPATOC, O PaBudc ekbnpokpaTioPoU TNG Kovwviag, TO YEVIKOTEPO
01KOVO1KO KA1l NOAITIKG NEPIBAAAOV, 01 EOWTEPIKEC OUVANUIKEG KATAVOUNG Kal oUyKpouong 10XxU0G avApeca
0€ KOIVWVIKEG opadeg kal Beopols, kabBwg kal dAlol —e€e101KeUpEvol katd nepintwon— napdyovteg
ouvBéTouy To 161aiTEPO okNVIKG pEca oto onoio cuvteAeital n Biain, opatn A undyela eniBeon otnv eAelBepn
KaAAITEXVIKA Ekppaon, kupiwg dtav ekeivn enikevtpveTal oe BEPATA Nou ayyizouv «euaioBnTec» NEPLOXEC
TNC UMOKELPEVIKOTNTAG, ONwG €ival o1 BPNOKEUTIKEG Neno1Bnoelg, N n 0eEoUaAIKOTNTA KAl 01 ONPOOIEC
eKONAWOELG TNC. MEAETEG ONWC N OUYKEKPIPEVN KaBioTtolv opath kal OleUKoAUvVouv Tn dlepelvnon Twv
NOAITIKWV 6100TACEWV TNG KAAAITEXVIKNG NPAENG, dTav autn dev NeplopizeTal o€ pia yovaxikn evaoxdAnon,
aAAG apopd, epnAékeTal kal ouveyeipel Onudola avakAaoTikd, TPoPoOOTWVTAG TNV KaTavénaon, TNV KPITIKA
fewpnaon ka1l TO PETAOXNPATIONS TNS BlwPEVNG NPAYPATIKOTNTAC.

2YPATQ TZIAPA
Iotop1kdg TG TEXVNG - AleuBlivTpla KEvrpou ZUyxpovng Téxvng, OeooaAovikn
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FOREWORD

The study of the history of censorship instances in the art world of Greece, undertaken by Yannis Zio-
gas, constitutes a comprehensive and valuable venture of collecting an authentic and highly significant
archive of a diachronic and contemporary character. Both the archive and the publication are a product
of many years of personal research of the editor, whose approach combines qualities of the visual arts
creator and professor at the Department of Visual and Applied Arts of the School of Fine Arts in Florina
(University of Western Macedonia). The final outcome fits in organically within the overall manner in which
the editor understands his own social role as a pedagogue and artist.

This edition has been designed as an accessible and user-friendly collection of facts where each instance
of censorship is presented through a synthesis of texts and images. The reader is introduced to each of
the instances through a concise and informative text, which is exclusively limited to a pragmatic frame-
work of events without the interpretative approach and commentary. In this sense, the editor’s intention
enforces the “social permeability” of the archive, given that although the attitude and aim behind the
gathering and publicising of the archive are essentially political, the publication itself does not instruct
towards a particular reading and interpretation, but on the contrary, it allows the reader to make their
own correlations and to arrive at their own conclusions.

The texts are followed by visual evidence from primary sources, published articles and documents which
are often coupled by photographs of the artworks that were censured, taken down, violated or were never
publically displayed. In his recordings, the editor of the archive follows the historical trajectory of the
relevant instances while aiming at providing the history of the censured artworks in the most complete
way, focusing mainly on those artworks against which a prosecution was exercised and which were a sub-
ject of alegal dispute.

His introductory text sheds light on his personal view, on his judgments and his conclusions regarding
mechanisms and interests which diachronically activate the processes of exercising censorship within the
realm of free artistic expression. In essence, this is an archive in development. It is a chronicle of vio-
lence, of conflicting intentions, of intense reactions, an archive presented with sobriety and structural
simplicity, an archive to which other instances can potentially be added in the future.
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FOREWORD

The significance of the present publication is not limited to gathering and publicising of a significant
number of censorship cases from 1949 until today, notwithstanding the fact that as a publication of these
cases alone, it allows access to unprecedented valuable material and makes future research of it plau-
sible. The main significance of this publication is that it contributes to the public discussion which has
been instigated in the last years in legal, anthropological, historical and political terms related to the es-
sence of artistic freedom, its limitations and expropriation, as well as related to the authors themselves
and the public as the recipient of the artistic work in its public display.

This publication does not constitute an easy discussion with a foreseeable completion. On the contrary, it
is an open-ended project which can be reshaped according to the maturing of social achievements or ac-
cording to their regression, as well as according to the level of respect and affirmation of human rights.
Having said this, we note that Ziogas’ study covers an extended historical period and sheds light mainly
on the historicity of censorship-related phenomena. It sheds light on the ways in which a certain form of
polity, a certain degree of democratisation of a society, a general economic and political surrounding,
the dynamics of the collision of powers between social groups and institutions, as well as other (at times
specialised) factors, form a particular setting within which a violent, visible or underground aggression
towards free artistic expression is beings exercised. This happens mainly when the free artistic expres-
sion is focused on topics which touch the “sensitive” areas of subjectivity, such as religious convictions
or sexuality and its public manifestations.

Studies such as this one make the artistic practice visible and make the research of its political di-
mensions easier, when the artistic practice is not limited to a single disturbance but relates, becomes
entangled with and alarms public reflections, thereby contributing to the understanding, the critical
consideration and the reshaping of the experienced reality.

SYRAGO TSIARA
Art Historian - Director of the Contemporary Art Centre (State Museum of Contemporary Art), Thessaloniki
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H BIA TQN EIKONQN?

To zwvtavd eival ndvta povadikd. Avo dvBownol
-00o0 6duvor €otw- duoior Ba Eenepvoloav
kdBe @avtaoia. Ki av kdnoioc npoonafoioe
va efalelper pe Bila kdbe 161a1Te0dTNTAO, KABE
o1apopetikdTnta, and tn zwr anAd Ba tnv
otpayydAize.?

O1 ekdveg elval, ektdG and  aneikovioelc,
NOAUCNPOVTA ONTIKA KElpeva nou epnepiExouv
pgnvipgata.  Autd ta  pnvipgata  anoktouv
€va xapaktnpa nou kdnoiol pnopel va tov
Bewpnoouv enikivbuvo N aneiAntikd. Tote
ouxvé ekONAWvOvVTal TOOO evaviiov Tou
KaAAITEXVN, 600 ka1l evavtiov TG €1kOvVAC Nou
€xel Onploupynoel popeeg Piac. To O1eBveg
napddelypa ka1 n Iotopia €xouv va endeiouv
HOPOPEG Biac, nou ekONAWVOVTAL NOAAEC POPEC
pe BeapatikolG KAl KATAOTEOPIKOUG yla
TOV KAAALTEXVN KAl TO €PYy0 TOU TPOMOUG:
bohopovieg, QuAakioelg, KATAOTPOON Twv
EPYWV, EPNPNOPOGS TwV £KBECIAKOV XWPWV €lval
HEQIKA povo and Ta napadeiypata TETOLWV
nePINTWOEWY doknong Piac. H anotponn
autng tng Piag anoteAel NOAAEG QOpPEC TO
npdoxnya (n tnv artia) e€aitiag tng onoiag n
efouoia (exteheotikn, vopoBetikn) emBAaiAel
AOYOKPITIKEC MPAKTIKEC WG  Hla  PopON
anotponng tng ekdnAwong piac.

1. To kelpevo autd Ba anotehoUoe tnv €10Mynon Tou
ravvn Z10ya oto 2uveédPl10 «/\oyokp1oieg oTnv EAAGOO.

2. Tkpdopav BaciAl, Zwri ka1 llenpwyévo, petappaon
Nopyog MnAidvag, Exddoelg rkopdotn, 2013, o. 23-24.

3. H apxikn yopen tou Apxeiou nepihapfavetal

OTOV OUAOYIKO Topo Oyels Aoyokploiag (Z1kyag
rnavvng, Kapapnivng Aewvidag, Fraupakdkng rnavvng,
Xp1lotonouAog Anpnteng, Ne@éAn, ABrva, 2008, 187-312).

To T1 evepyonolel T1¢ avtiopdoelg otnv eAeuBepia tng €kppaong
otnv EAAGOa, napouoidzetal peéoa and TIG NEPINTWOEIC MOU
kataypagovtal oto Apxeio Noyokpioiag.’ To Apxeio autd éxel
b1apoppwbel petd and €peuva 6eka kal MALov xpdvwv. H PeAETN
Twv OekAdWY NEPINTWOEWY AOYOKP1oiag nou €xouv kataypagel
EMTPENEL TNV ££AYWYN KANOIWY YEVIKOTEQPWV CUUNEPACUATWY.

H Aoyokploia eival €va noAuoxi6€g @alvoUevo nou eppavizetal
pe noAAanAeg ekboxec. To Apxeio Noyokploiag apopd NEPINTWOELG
T™ng neplddou and to 1949 €wg onyepa, katd Tg onofeg, pe
anégaon kdnolag apxnc, €yive npoondbela, TIG NEPLOCOTEPES
(QOPEG neTuxnpévn, va anokaBnAwBolv kdnola e1kaoctikd €pya
N va epnodiotel n napouciaon toug. 2TiC neplocoOTEPEG and TiG
KATAYPAPUEVEC NEPINTWOEIC QUTO OUVERN. Z€ OPIOHEVEC OUWG,
Ta €épya Oev anokabBnAnBnkav. fe kaBe nepintwon wotdoO,
avadeixBnke n onyaocia nou €xel n elkOvVa kAl OAQ 60A n €lKOVA
pnopel va petadwoel.

To Apxeio Noyokpiofag dev €xel kKAe1oTA popenh, oUTe and No1oTIKA,
oUte and noocotlkA danoyn. Meplntwoelg Aoyokploiag OlapK®G
npootiBevral, efte 61611 cuvTeAoUvTal onpepa, eite 6161 Epxovtal
oTnv eNPAvela KaTa Tn O61GpKela TNC £peUvas. To Apxeio Oev €xel
okond va AEITOUPYNOEL WG KATnyopnthAplo evaviiov npoocwnwv
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Mapabioyyata ond

non censored exhibition (30.11.2015)

H BIAR TQN EIKONQN

N va OPlOTIKOMOIACEL TO Tl eival Aoyokploia.
AvtiBeta, to Apxelo BEtel o O1GAoyo bebopeva
ka1l enizntel T ouvexn Olanpaypdteuon yUpw
anoé Bépata nou €xouv oxéon pe Tnv eAeubepia
g €kppaong, ta avBpwniva Olkalwpata, Tn
OUYKPOTNON APXEIAKWY NNYQV. H yvon auth ka1 o
OXETIKOG H1GA0YOG €MOINKOUV VA EVOUVAPWOOUV
TOUG KAAAITEXVEG KOl TOUG OTOXAOTEG OTO
VA QVTIPETWNIOOUV MNEPINTWOELC EPPECNS N
AUEONG  AOYOKPITIKNG NEAKTIKAC O  PApog
Toug, T1g onoieg eival oxedov oiyoupo OT1 Ba
Ouvavtioouv KaTa tn O1GPKELT TNG O1a0P0UNAG
TOuG.

Nep1NTWoEeLg Aoyokploiag €xouv NapouclaoTEel
HEPOVWHEVA 0 ONPOC1EUOELC N AVAKOIVWOELG OE
ouvedpla. Agv €xel, WOTOOO, Npaypatonoinfel
P1a OUVOAIKN Mapouciaon Twv NEPINTWOEWY,
€101 wote va 600el n duvatdtnta va yivouv
OUYKpiOElC, va OucoxeTlioTOUV  yeEyovoTda
ka1 va avabdeixfei n kaBe nepintwon péoa

4. H ékBeon «ANATOPEYETAL! Oyelg Aoyokploiag otnv
EANGOa (1949-2016)» Ba napouciaze npwtdTUNA £pVA,
QWTOYPAPIKA KAl ONPOCIOYPAPIKE VIOKOUNEVTA and
unoBéoeig hoyokproiag (BAEne o. 142-143). ©a anoteAouoe
gvav anod toug 6Uo ndAoug Tou 2uvedpiou-ApwUevoU
Noyokpioieg otnv EANGOa nou enpokelto va Oie€axBel
oto Kévtpo Texvaov tou Adpou ABnvainv and 17 €ng 30
AekepBpiou 2015. TeAikd n ékBeon AoyokpiBnke and ta
HEAN TNg EniotnpovikAg Enitponng, Niko Mavayiwtdnoulo,
MnveAdnn Netoivn, AngAten Xpl1oténouAo kal O1e€hAxBn
povo To 2Zuvedplo 17 €wg 19 AekepBpiou.

and tnv 10Topikn e£EAIEN. To Apxeio Noyokpioiag dnuioupyel pia
NAQTPOPUA, WOTE VA KATAOTEL EPIKTA N 0p1ZOVTIA NPOCEYYION TOU
(Galvopevou. Autn n nhateoppa divel Tn duvatdTnta va PEAETWVTAL
01 61GPOPEC NEPINTWOELG KAl VA KATAYPAPOVTAl KANO1EG AlyOTEQO
YVWOTEG, nou O1apopetikd Ba Eexviolvtav. Exouv PEXpL Ttwpa
kataypagel, yia tnv nepiodo 1949 €wc onpepa, 38 NePINTWOELC KAl
01 25 anod auTég £xoUvV NANPWG TEKUNELWOEL.

2Tnv napoloa €k6OCN NAPOUCIAZOVTAL AQUTEG 01 25 MEPINTWOELG
AOYOKQITIKAG MNEAKTIKNG  nou €xel aoknBel and Tig apxEg,
OANG KOl MEPINTWOELG EVIOVWY avTiOpdoewv and exkelvoug nou
eixav avutaxBel otnv napoucia evdg eikaotikoU €pyou. To
UAIKO Tekunpiwong enpokelto va napouclactel otnv €kBeon
«AMATOPEYETAI! Oyeig Noyokpioiag otnv EAAGOa (1949-2016)».*
H €kDeon patalwBnke KAl To UAIKO dev NAPOUCIACTNKE NOTE (ELk.
1). H éxBeon unnp€e BUpa plag o€1pdg eNPEPOUC AOYOKPITIKWV
NPAKTIKWV PEXPL TNV OPLOTIKN Tng katdpynon. Anodeixtnke yia
GAN p1a popd dtr n o Bla nou npokaholv o1 €1kOVEG e€lval €va
noAU onpavtikd OToixeio Tou oUyxpovou OnTikoU MNOAITIOUOU,
610T1 nepikAeiel NOAAEG aNO TIG KOIWVWVIKEG NAPAPETOOUG ALXUNG.
H napoloa ékdoon napoucidzel To UAIkS piag €kBeong nou Oev
npayuatonolnBnke noTé kal anoteAel ka1l autn pia anddelEn tou
neploplopoU Tng eAeuBepiag TN €KPPAONG KAl EPEUVAC.

0a avapepBolpe o€ OPIOUEVEC NAPAPETEOUC NOU OXETIZOVTAL e TN
Aoyokploia OTiG €1KAOTIKEG TEXVEC. KANOlEC and AUTEG ANOPPEOUV
and to Tnv {61a Tn QUON Twv EIKACTIKWY TEXVWY, KANOLEC AAAEG
OUYKEVIPWVOUV EUPUTEPA XAPAKTNEIOTIKA.

Eik. 1 / Image 1

01 600 ekOOXEC ToU pUANabiou Tou Juvedpiou/ApOUEVOU yia Tn AOYOKP10Ia NP1V KAl HETA TN AOYOKEITIKNA Napéufacn. To pUAAGOIO eixe apxikd TunwBel
pe nAnpn avapopd otnv ékBeon (wg 30/11/2015). Apydtepa (12/12/2015) o1 oehideg nou apopoloav tnv ékBeon analeiptnkav. / The two versions of
the leaflet for the Conference for Censorship before and after the censoring of the show "FORBIDDEN! Censorship of Visual Artworks in Greece (1949-
2016)". The leaflet was initially printed with full reference to the exhibition (till 30/11/2015). Later (12/12/2015) the pages that referred to

the exhibition were wiped out (2015).
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OI RAROEIOI TOIXOI OI AOEIOI TOIXOI

Eik. 2 / Image 2

0 xwPOog Tou Kevtpou
Texvev Tou Anpou
ABnvaiwv (npwnv EAT-

EZA) np1v ka1 petd tnv
anokaBhiAwon tou €pyou
Tng A¢onoivag Xpiotou
(2004). / The exhibition
space of the Art Center of
the Municipality of Athens
(former EAT-ESA Junta
Military Police) before and
after the removal of the
work of Despina Christou
(2004).

H 10topia Tng Aoyokpioiag eival ouolaotikd n 10Ttopia Twv adelwv Toixwv (Eik. 2). Otav
€va €pyo Aoyokpivetal, otn B€on Tou Nnapapével €vag Adelog Toixog, Yia Aeukn oBdvn,
éva poévitop ektdg Aeltoupyiag, €vag pn AEITOUPYIKOC 10TOTONOG. 2Tnv nepintwon
Twv €pywv tng Xpiotou, tng Outlook, TG tepavn, Tou Aeoid, TOU KOPOEZE, QUTA N
anoucia €xel kataypapel. To VIOKOUPEVTO Tou AgukoU Toixou efval 6,t1 éxel anopeivel
anoé pla 16€a, €va O0TOXaopd MoU Tou OoTéPnoav To Olkaiwpa va 61anpaypateuTel tn
OXE0N TOU PE TO KO1VO. 2 ONEC TIG NEPINTWOELG, €AV NPOKELTAL y1a €pya o€ ekBec1akoUg
XWPOUG, NAPAPEVOUV 01 EVNUEPWTIKEG TAUNEAEC e TA 0TOIXEId ToU €pyou. O AOYOKPITAC
anopakpUvel TNV £1kOVA KAl Ox1 TIG NANPOPOPIieC Nou To Tekpnpiwvouv. Autd dnpioupyel
pla avtipaon avapeoa otnv anoucia Tou €pyou nou AoyokpiBnke ka1l tnv napoucia tou
EVNUEPWTIKOU CNUEIWHATOC NOU TO OUVOOEUE.

01 ¢6e101 Toixo1 eival Teoodpwy €16wV: eival 01 eNIPAVELEC N 01 TPONOL NPOROAAG NoU
gxouv Peivel kevol n avevepyol (unoBéoeig Ftepavn, NAeo1d). H 6eltepn nepintwon eival
OTavV 0TOUG Toixoug tonoBetolvtal enegnynUATIKA CNPEIOPATA MOU QVAKOLVOVOUV
Toug AOyoug Tng anokabBniwong (unoBéoeig Xpiotou, Outlook). Tpitov, eivar o1
KATEOTPAWPUEVES ENPAVELEG UNOOOXNG TNG €1kdvaG (UNGBeon 2kopaEze) KAl TEAOG eival
01 NEPINTWOELG ONOU TO €PYy0 KAAUNTETAL PE XpWHaA N «b10pBwveTal» p1zikd (undBeon
Bape1don).
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0 Aoyokpipévoc toixog 6ev eival kevocg, eival dO€10C, «aOEIQOPEVOG» N aKOUA Kal
AenAatnpévog kal onpatodotel Tnv nio €vrovn anoucia. Autn n anouoia yivetal akdun
evTovotepn, étav Tn B€on Tou Aoyokplpévou €pyou kataAapBdvel €va eneEnynuatikd
onpeiwpa ekeivwv nou Aoydkplvav (undBeon Outlook), wg edv n ene€Aynon pnopel va
HETP1ACEL Tn Bia nou evepyonoinoe n NPAKTIKA TOUG.

01 toixol Gbdelacav and ta €pya nou Oev €npene noté va ekteBolv, nou iowg bev
¢€npene kav va onyloupynBoulv. O1 toixol yivovtal popeic, yupvol nAeov, Ttwv opiwv pag,
AEUKEG 006veG Twv npokaTaAAPewv pag. 01 ¢delol Toixol anotunvouy Tnv Apvnon
pac va GextoUpe Tov GAho, eival ol npoPoAeg ekeivou To onoio gpofopacte, exeivou
10 onoio aduvatoUue va unepacnicoupe. AlaQEpeL TO Aeukd TOU AOYOKPIPEVOU GOEIOU
Toixou and To Aeukd nou ntav ekBec1akdg XwWPOG NP1V N Aol eykataotabel n ekBeon;
Mp1v Tnv eykatdotaon Tng €kBeonc, undpxel otnv aicBnon Tou xwPEoU N avapovn Tng
onpioupyiag. Metd tnv eykatdotaon Tng €kBeong, UNGEXEL N AUPA P1AC EKTANPWUEVNG
61061kaoiag. Otav n €kBeon OAOKANPWVETAL KAl TA €pya anopakpUvovtal, UNndpxel yia
KGNo10 XPOV1KG O1G0TNPA N PVAPN TV €1KOVWVY Nou K&noTe unnpgav exel.

AvtifBeta, petd tn AoyokpitikA anokaBnAwon, undpxel n apnxavn olwnn evog Bavdatou.
TéTolo1 Toixo1 Geixvouv TNV dpvnon pag va katavonooupe 6Tl n e1kOva eival GAAn and
TO €1KOV1ZOYEVO, OTL QUTO TO onoio undpxel 6ev UPIOTATAL OTOV TOIXO WG NPAYPATIKO
yEYOVOC, aAAG wg aneikovion.
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H AMOKABHNQZH

Eik. 3/ Image 3

01 anokaBnAWoelg Twy €pywy 0TIG UNoBECELG
Nap1oag (1986) kai 2tepavn (2007). / The removal
of the works in the cases of Larissa (1986) and
Stefani (2007).

™ ZUVEANPUI O 1010G KAl

paledovral ano rov neloBpopo Tne oBod Avrana,
Aiyo peré v éxBeod Touc.

Eik. 4 / Image 4

Aev UnGpPXoOUV KATAYPAPEC TNG anokaBnAwong evog €pyou, napd
povo otnv nepintwon Tng AGPloag KAl OTNV NEPINTWON 2TEPAVN.
TNV NPWTn nepintwon undpxel pla ewtoypapia nou dnpoolelTnKe
OTOV TONiKO TUNO KAl ANOTUNWVEL TN OTIYHN NOU «O1MAOVOVTAL Kal
POZEUOVTAL» TA £PYA TOU KAAALTEXVN. ZTNV NEPINTWwoN Tng ZTtepavn,
anelkovizovtal o1 aOTUVOWP1KOI TN OTLyPn NOU €10€£0XOVTAl OTO
XWPEO 6rou npofaArAdtav to enipgaxo BIvieo yia va TO KATAOXECOUV.

Kal otic 600 nepINTWOELS, ONWG KAl OTIC PWTOYPAPIEC Twv dOEIWY
ToiXwV, UNAPXEL N EVTACN YlaG ANOPACIOTIKNG OTIYUAC. Ekel 6nou
avantuoooTav pi1a KaAArtexvikn opaotnpidétnta, oe Alyo bev
Ba unnpxe tinota, enelbn €tol anopAocloe pia apxn. YNApXel O€
QUTEG TIG pwToypapieg n €évtaon tng 61a61kaciag KATAOGTOANG Nou
otoxeUel 0Tn otépnon tng eAcubepiag tng ekppaong (Eik. 3, 4).

24

OI NE=ZEIZ KAI OI ®PARZEIZ

01 A€EELC ka1l 01 PPACELIC Nou ouvoOelouUV Wia
unoBeon Aoyokpioiac ouvnBwe Teivouv va gival
T0 1610 ANOKAAUNTIKEG E TIG E1KOVEG,.

AUTEG pnopolv va XxwploTouv Ot ekeiveg mou
apopoUlv To 1610 To €pyo, o€ ekeiveg TiC onoieg
XPNOLJON010UV TA PECA PAZIKAG EVNPEPWONG KAl
01 AOyOKPITIKOL Unxaviopol ka1 TEAOG, O€ EKEIVEG
nou xpnolponololv 600l unepacnizovtal tnv
eAeubepia tng Ekppaong.

01 npwteg pnopel va eivar o1 @pdoelc nou
xapaktnpizouv to 1610 TOo €pyo, OnNWG OTIC
unoBéoelg KapaBera. And Ta neploOTATIKA NOU
napaBétoupe and To Apxeio o1 unoBeoelg
KapaBéAa (1971 kar 1978) eival exkeiveg, onou o1
AEEELC KAT' €EOXNV KUPLAPXOUV: «TOUG VEKPOUG
ahho1 toug Aéyav 200 Aot 300...» h TiC kpau-
YEC and KOKKIVO XPWHA Nou N KaAAITEXV1Oa
xpnoiponololoe OTnv eykatdotaon Tou 1971
SOS, L'IMPOSSIBLE. Ta €pya tng KapaBEAa €xouv
kataotpagel,® aAAG o1 Kpauyég TOUg avTnxouv
akoun (Eik. 5). Kaveic Aoyokpitng dev pndpeoce
va T1G KAAUYEL.

Mnopel enfong va eivar o1 ppdoelc nou xpn-
olgonolel o TUnog yia va dnpocionolnoel (Kal
NOAEG  QOPEC va MNupodoTNoel)  UNoBEoELC
Aoyokpioiag, 6nwe n epnuepidba Espresso oTig
nepintwoelg Outlook, Xdavtepep, Pwtiou kai
Ta ONPOOLEUPATA OTIC MEPINTWOEIG KaAaudpa
kal Bageiddn. 01 ekppdoelC OTOUC NMNXuaioug
tithoug eivar  okAnpeg, ouxvd  anoAUTwg
npoownonolinpeved: «MAnpwoe 300.000 eupw yia
va PezIAEYouv XPloTO Kal 2Taupd» (undBeon
Outlook), «Ztn @Aka O PalTp Twv Ol0PLOPWV>»

5. H eykatdotaon tou 1971 610AUBnke and tn xoUvTa, Ve
n tawvia tou 1979 katad tn 61dpKela TNG NUPKAYLAG NoU
KaTEOTPEYE TO £pyaotApld TNG ota PYeoa tou "90.

‘_{:-\..

'Euo: TURMG dmd T poUs THe Mpiqq KeporfiEdhen,

wou évxmmﬁﬁerm drrréwr. oTh )}él?\m H eahdirévic owaoud-

fer wohhd& oroeld, vid whk Boon 1d olofryrie dmroréheopa
mou Emidicixen,

Eik. 5/ Image 5

(undBeon Pwtiou), «2e ekkAnoia tou KiAkic: o Xp1otdg 616G0KeL TovV
A10XUAO oTOV yuvalkwvitn, o BapvaAng ka1l o ZikeAlavog dinAa ano
Tov An. METPO... k&nolog kanvizells (Eik. 6).

Napdpola enBeTikd UPOG ouVavVTATAl O1aXPOVIKG OTn PPAceoAoyia
KO1 TI1G anopAcELC TWV AOYOKPITWYV. NEEEIC KAl EKPPACELG ONWC «ANa-
AO1pN», «npooTtacia Ttou koilvoUs, enavaAapfdvovtal povoTtova.
Eival onpavtikd To nwg enavaAapBavovtal ol pPAcelg QUTEC, WE
neEPLOCOTEPO N AlyOTEPO anpokdAunto TEdno. MNAviote wWoTdOO,
pe kaipio Tpdno wg NPog to NOco onioBodPOUIKES efval: «n Povn
anopévouca 061£€060¢ eivar n efalpetikd duoxepng andeaon
andéoupaong Tou €pyou, AUoN PE TNV onoia OUPQWVEL KA1 0 ENIHEANTAG
g ¢€kBeong» (undBeon Outlook), «avunootdAwg evieAlopal tnv
anaAo1ph TWV TOIXOYPAPlWV» (undBeon Bagpeiddn), «O nivakag
KpiBnke doepvog» katd tnv €vvola tou dpbpou 30, v. 5060/31 kabwg
TA NEPLOTATIKG NOU CUVIOTOUV TOUG €€ AVTIKEIPEVOU KA1 UNOKELIYEVOU
OPOUG TOU €YKANPATOC y1a Ta onola kaTadikGoTnKe O AVAIPEOEIWDV
[..] (UunéBeon Nap1oag). «ANGCUPGN», «aNAACIPN», «EYKANUA», eival
HEPIKEG aNG Ta Ad1T-PoTip nou enavaAapBavovtal oTic NEPINTWOELG
AOYOKPITIKWV MPAKTIKWV.
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OI NE=ZEIZ KAI OI ®PAZEIZ

EPIO ATO AIMA KA
KOMPANA NTTOMATON

TENog, elval o1 AEEelg ka1 Ta keipgeva nou
xpnoiponololv ekeivol mou unepaonizovtal to
b1kaiwpa otnv eAeubepia Tng €kppaong. EdW
UNAPXEL P1a avtipacn wg NPOG TA NPONYOUEVA:
ouvnBwg o1 tithol Oev efval téoo enBetikoi.
Oa npénel va emonpavBel otr n avtidpaon,
onwc ekppdzetal otoug nnxuaioug TitAoug
TNG AVTIAOYOKPITIKAG NPOCEYYIONG, €XEL HEYA-
AUtepn fowg katavonon, and 6,11 Ba nepipeve
kaveic and tnv €kppaon piag dnoyng nou
avtuinapatifetar oe kdtl téoo PBiaio 6co n
AOYOKQITIKA NPAKTIKA.

AuTh n TeTpanAn 61aotaon piag AeKTIKAG O1apd-
XNG (aV OX1MOAEUOU) TV AECEWV KA1 TWV PPACEWV
unoypappizel &1 o1 e1kdveg nou Aoyokpivovtal
¢xouv onpaoia (kupiwg) Adyw Tng evvo10AOYIKNAC
TOUG 61A0TaA0NC KAl TwV OUVENAYWYWV TNC. QG €K
ToUTou, av OUYKEVIPWOOUUE KAl PEAETNOOUUE
ANOKAELOTIKA T1G O100€0€1G KAl TIC NPOBECELG
nou yevvoUv OAeg T1G npoavagepBeioeg npd-
€elc, Ba napatnpnooupe TEAIKG OTL PETALU
piag €kénAng embBetikétnTag kar Biag, nou
ouvhBwg O1énouv  p1a  AoyokplTikh npdgn,
KOl plag OUYKPLTIKG AlyoTepo naBiacpévng
avTI-AOYOKPITIKAG  avTidépaonc/npocéyyiong,
QONOKOAUNTETAL €vag —HE PIO GAAN «TEXVN»—
UNOKPUNTAOPEVOC ABUCCAAEOC XWPOC ToU PpORou
™G eAeubepiag Tng ékppaong. Kai ekeivo nou
pag 6eixvel 6T1 autdG 0 POPROG EPNVEEL TNV NPWTN
nepintwon (6nAadbn tn Aoyokpiukn npdBeon,
nou ndvta nponyeital tng énolag avtidépaong)
kal avantuooetal and autny, efval akplfwg o
Babuodg tou ndBoug nou tn xapaktnpizel Tdéoo
¢kbnha. To oupnépaopa eival 611, nAéov oxedov
napadoolakd, n aveleuBepia Tng Ekppaong
WG KOLWWVIKG KAl MOAITIKG €niong @alvopevo
npokUNTel 6x1 anAwg and éva ¢oBo and kdat
TO OUYKEKPLUEVO TO 0noio KaBeaUTO «EVOXAED»,

Eik. 6 / Image 6

MU0 eKOOXEG TV AéEewV PEOA 0TN O1APAXN TWV €1KOVWVY: Ol KPAUYEC OTO
€pyo Tng KapaBera (1972) ka1 o1 Aektikeg eniBEoelg Tng £spresso (2003).
/ Two versions of the use of words in the confrontation of the images.
The screams in the work of Karavela (1972) and the verbal attacks of the
newspaper Espresso (2003).

aAA\G npokUnTtel and éva eopo 101aitepo ka1 161aitepa nabiaopévo,
péoa otov onofo n evdxAnon Gev nnydzel avaykaoTikd and Tig
NEPINTWOELG NpwTotuniag kal dnploupylkdTnTag aAAd nnydzel anod
ekelvo nou eival anhwg eite ayvwoto eite d1apopetikd and tn
AavBavouoa i unokpUNTOPEVN AOYOKPITIKN npdBean.
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H ®YZIKH BIA ZE BAPOZ ANBPQMQN KAI EPIQN

Ta €pya, aAAG ka1 o1 dvBpwnol upiotavtal Tn fia Twv avuitiBepévay
(Eik. 7). Ynapxouv o1 puAakiceig ka1l e€opiec kKAAAITEXVWOV y1a TN
OUVOAIKN TOUG NMOAITIKNA otdon, 6nwg ouvePalve Tnv nepiodo 1945-
1974. Extégand autiv tnv nepiodo, 01600 kataypappeves puAakioelg
KAAAITEXVN KAl KAAAITEXVIKOU O1eUBUVTA y1a CuyKeKplUEVN undBean
¢xouv npaypatonoinfel petd to 2005: npdkeltal yia tov Anpnten
Pwtiou (2005) ka1 tov MixdAn ApyupoU (2007) nou, €0Tw KAl yia
oUVTOPO Xxpovikd d1aotnpa, Bpednkav otn euAakn. Katadikeg oe
QUAGK1ON Pe avaoToAn €xouv UNApEEL Kal 0TIG NEPINTWOELG AAP10AG
(1986) ka1 Xavtepep (2003).

Tautdxpova, €xouv OUPPEl KATAOTPOQEC AOYOKPIPEVWV EPYWV
e€artiag Tng nAnpoug napapéAnong kal Tng nAnpueAoUs QUAGENG
TOUG, ONWC 0TI NEPINTWOEIC KaAapdpa kal Tnv undBeon Adpioac.
2tnv nepintwon Kahapdpa, ta yAuntd (Avopldvtag tou Kanetdv
Katta, Oviokwv MoAep1otnig) apeBnkav otnv TUXN TOUG 0€ TeAEIwg
aKATAAANAOUG XWPOUC, ONWG AXUPWVEG KAl XWPOUG 0TABueuong
anopplPpaTopdpwy. >tnv undBeon AGPlOAC, TO enipaxo €pyo
(To kaTwoEvTovo) KaTaAoxeBnke kal katd ndoa nifavotnta €xel
KaTaoTpapel WG NEIOTNEIO eYKAAPATOC and tnv TeAkA ekbikaon
Tou onofou eykAnpatog €xel napéABel Oekanevtaegtia. To BERAL0
eival, 6T evw €xel ekO0Bel NPWTOKOAAO KATAOGTPOPNG, HEV UNAPXEL
N TEALKN KATAYPAPN TNG KATAOTEOPNC, evw O nivakag dev BpiokeTal
OTOUC XWEOUC &énou (QUAAGCOOVTIAl Ta NelOTNpla o0To Egetelo
N&ploag.

Y€ Quth tnv katnyopia wotdoo, Ba npénel va oupneplAngBel kal
0 TPdnog pe tov onoio n EkkAnola, mou otov téno pag 6pa kal
WG efouolaoTikn apxn, unokivel peydAeg opddeg Tng o1 onoieg
npokaAoUv oto Ovoupa tng niotng Toug PBavoéaAlopolc n ackouv
owpaTikn Bla oe o6ooug evavtiwvovtal (unoBECElC 2KOPOEZE,
Ayyehonouhou, Xavtepep). H ExkkAnoia eival o pop€ag ekeivog nou
€XEL KIVNTONOINOEL EKATOVTAOEG, av Ox1 x1A1adeg avBpwnoug, nou
pe Eexwploth Blaldtnta 61a6nAwoav aTouc 6pOUoUG, E10EBAAQV o€
XWPEOUG NPOBOAWV KATACTPEPOVTAC UNOOOPEC, 6NWG TNV 0BdvVN Tou
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Eik. 7/ Image 7

Ene106610 €vtaong kaTd tn 61GpKELa TNG
6106nAwoNG y1a TNV anoteonh Twv yuplopdtwy
TnG tawiag 7o petewpo Briya tou neAapyod otn
PAwp1va (1990). / An incident imbued with physi-
cal tension during the demonstration against the
filming of the movie The Suspended Step of the
Stork (To Meteoro Vima tou Pelargou) of Theodoros
Angelopoulos.

Kivnpatoypdgou Onepa otnv nepintwon tou
2KOPOEZE.

H Bia tnv onoia avapépoupe, nou €pueca
N dueca @uhakizel avBpwnoug kal €pya,
evepyonolel €va kAipa autohoyokploiag, agpou
0 KGAAITEXVNG PUNOPEL va Pnv Napouclaoel N va
un ONU1OUPYNCEL KAV £Va £QYO TEXVNG, HOVO KAl
pOVO y1a va unv unootel, o 1610¢ A To Ko1vd TNG
¢kBeong, tn Bla.



H OIAXEIPIZH TOY ®0BOY

0 p6Poc unayopeUel o NOANEC NEPINTWOELC OAQ
gkeiva nou TeAIKG OUYKPOTOUV TN AOYOKPITIKA
npaktikA. O poPoc BpiokeTal anévavtl 0to AAAO
ka1 otn Ol1apopeTIKOTNTA KAl OTO NWG autn
pnopel va kataotel aBAaBnc n ka1 va e€aie1pBed
0AOKANPWTIKA. AUTOV TO POBO ekpETAAAEUOVTAL
o1 popeig e€ouoiag (noAiTikeEG apxeg, EkkAnoia,
eNIUEANTEG exBEOEWY, OUPBOUAIG MOAITIOTIKOV
OPYaVIOU®WV) MNoU TOV XPENOLUonololv n Kal
Tov unobauhizouv vyia va  O1kaloAoynoouv
TIC AOYOKPITIKEG TOUG MPAKTIKEG, MOU COUxva
€XOUV WG povadlkd kivnTpo pIKOOKOPUATIKA
OUPQEPOVTA.

Mia TéTola nmEoANNTIKN apaipeon twv €1KOVWY
EKQPAZETAL PE TOV N0 eUyAWTTO {owg Tpdno
0To artiohoyikd keigevo Tng Aoyokploiag tou
¢pyou otnv undBeon Outlook:

«To kabrkov tou OpyaviouoU e€ivar va nepi-
pooupnoel e  TOV KAAUTELO  TOOMO TNV
noayuatikni, aAAd kal Tnv 16€oAoyikri  uno-
otaon Tng €kBeong. 1O OUYKEKOIUEVO EQYO
EXEl  OUOTUXWG QroKTroel, and Tov TPOMo
Letaxeipioric tou 61d tng OnpooIoTNTAG KAl
EKTOC TOU MOAyuaTIKOU Kal EIKAOTIKOU XWOEOU
otov ornolo ektifetal, 16101TEOWS  LEYAAN
pdption. H pdption autri eivar oxeddv BEBaio
O KIVOUVEUEL, KQl KQTA TA 00Q MPONyoUEVWG
eAéxBnoav, va petapepbel o oAdkAnpn Tnv
EkfBeon anonpooavatoAizovtag Tnv [oooXri
TNG KOIVIIG yvaung and tov BaoIko akond, nou
eival n enagn pe Tnv oUyxoovn TExVNy.°

H AéEn «kivOuvelel», Oeixvel to Pabud otov
onoio p1a Aoyokpiuikn  npdén  npoonafei

6. Oyeic Noyokploiag, 6.n., . 328.

va Bepaneloel ekeivo nou Ba pnopoloe va NPOKAAECEl kako. O
POPog oTig UnoBEcelg nou Kataypdeovtal avapépeTal OTIG €EAC
NAPAUETEOUG: WG MEOG TNV MEOOEYy1oNn Tng natpidag kal tng
eBvikng tautdtntacg, Tng Bpnokeiac, Tng kataypaeng tng Iotopiag,
TNG NOAITIKNG KPITIKAG, TOU epwTiopou. Ekeivol nou naipvouv tnv
anogaon yia va Aoyokpivouv éva €pyo G1axelpizovtal Touc poRouC
NG Kowvwviag, oxedov navta, 614 1610v 6peAoc. Zuxvd To €pyo Nou
Aoyokpivetal dev eival To povadikd nou Ba pnopouoe va AoyokpiBed
0TN OUYKeKPLPEVN £kBeON GNOU Napouoldzetal A ekeivn Tn GedoPevn
nepiodo. MBavov va undpxouv kar dAAa €pya ta onoia va €xouv
tnv {610 ofUTnta ka1 €vraon wg NPog autd Ta onoia aneikovizouv.
0 AOYyoKPITAC OpWG Ba eMAEEEL «Evax» KAl Ba EOTIACEL TIC EVEPYELEC
Tou o€ autd. Me auTév Tov TPONo Ba kataotel epiktd va anokthoel
TO OUYKEKPIUEVO €pyo Tn OUPPOAIKA onpacia nou xpeidzetal o
AOYOKPITAG Y10 va a1tioAoynoel tnv npdén Tou.

Otav kdnolog Bewpnoel Tl éva €pyo unopel va Béoer ta olvopa
NG xwpag oe kivouvo, Bewpel Okaiwpd tou va avtidpdoel
anokaBnAovovtac to €pyo. Na napddelypa, o dnyapxog KapdAag
Ba Bewpnoer 6T1 n KaPdha pnopel va katactel Poulyapikn
enikpaTela e€aitiag tou €pyou Tou Mnoyiavtziep, Ba d1aknpUtel
OT1 UAXETAl «UNEP PWUWV KAl EOTIOV» Kal Ba QlTIOAOyNoEl Tn
AOYOKPITIKN TOU NPaKTiKA: «Mati eina éx1 otn MeydAn BouAyapios
(E1k. 8), Ba anokaBnAwoel To £pyo xwPIg va Tov evolapEpEL, akdun
Ka1l av To €xel napeppnveloel. O pntponoAitng PAwpivag Kavtiwtng
Ba apopioel Tov B6OWEO AyyeAdNOUAO KAl OAO TO KIVNUATOYPAPIKS
ouvepyelo, 6tav Bewpnoe 611 To Metcwpo Bripa tou lleAapyou
aokoUoe pelovoTIKN nponaydvoa.

Avtiotoixa, w¢ npog Tn BpnokeuTikA NaApdueTpo, n taivia
TeAeutaioc lleipaopoc h 1o KOUIK H zwn Tou Xp1otou eixav kataoTted
TO QiTI0 Y10 VO YETATEANOUV 01 KIVNUATOypdaQpol Nnou npoBaiiav tnv
talvia og nedia éviovwv 61aONANOEWY, PE KATAANPELG TWV XWPWV
ka1l oxiolpo tng 086vng npofoAng. O1 ni€oelg otnv nepintwon
Tou TeAeutalou lleipacpou bev Bprkav avtandkpion Kal TeEAIKE bev
ek66BnKe G1KaOTIKA andPAon Nou va anayopeUel TNV NEOPROAN TNG
talviag 6nwg zntouoe n EkkAnoia. AvtiBeta, n Zwri tou Xpiotou
KATAOXEBNKE.
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01 B¢oelg Tou bnudpxou KaBaiag, TTdbn Epu@iAALON yia To €pyo Tou NoUToezap Mnoylavizie®
(1999). / The statements of the mayor of the City of Kavala, Stathis Erifillidis, against the work
of Luchezar Boyadjiev. He states that he is against works that advocate “"Greater Bulgaria”.

Agv NPENEL WOTOOO VA UNOTIPATAL TO YEYOVOC OTL 0 POROC bev apopd ekeivouc Nou ackoUv
TN AOYOKPLTIKA NEAKTLKN, AAAG To NAGTU Ko1vd. O AoyokplThg Aelrtoupyel wg 1axe1p10TNg
Tou pOBou Tou Kko1voU ka1 Olaxelpizetal Tov OO AUTOV yid va eVOUVAUWOEL TOV POAO
TOU OTNnv Kowvwvia. Evoneipel oPo yia va tov O1axelplotel npog 0eeAdg tou. Exel Ba
€npene o1 OIKAOTIKEG APXEC VA EPAPPOZOUV TO ZUVIAYHPA KAl VA ANOTPENOUV TETOLEC
NEPINTWOELC, auTtd OPwg Gev oupfaivel. H dikaotikn 61adikacia anoteAel To peoo nou
01 Aoyokpltikol pnxaviopol xpnoiponololv yla TNy OAOKANPWON TwV NPAKTIKWY TOUG
(unoBéoeig SHMA, Napioag, Outlook, Xavtepep, Pwtiou, 2tepavn). Akdun ka1 av TeAKE o/n
gykaAoUpevog teAika aBwwbel, n d1eAkuoTivoa tng d1adikaciag Aeitoupyel anotpentikd
yla tnv eAeuBepia Tng €kppaong. Zuxvd, 6nwg otnv nepintwon Outlook, akdun kai n
aBwwon eival nepioodtepo n emoppdylon piac dnAwong petavoiag napd n KAToxUpwon
Tou 61Ka1WPaToc Tng eAeuBepiag Tng Ekppaonc.
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Mia and Tig nio ouxva enavaAapBavopeveg
npooeyyioeic otig unoBecelg Aoyokpioiag
efval ekeivn nou Bewpel OTL O KAAAITEXVNG
okonpa  exel  ekBeoer €pya  nou  pnoped
va MNPOKAAEOOUV, [E povadlkd oTdxo pla
€NIKOIVWVIOKA TAKTIKA NEOCWNIKAC MPOPOANC
péoa andé to okavéaho (Eik. 9). Ita
NEPLOTATIKA Nou KaTaypdgovIal oto Apxeio,
bev undpxel olte pia tétoia nepintwon. Ta
¢pya ta onofa dnuioupynBnkav anoteholoav,
0€ OAEC TIC AOYOKPIUEVEC €KBECELC, PéPN P1aC
KaQAAITEXVIKNG evoTnTag nou, efte oe opadikd
eite og atopikd eninedo, napouciazodtav OTo
kolwo. Agv €xoupe otnv EAAGOG avtiotoixa
napadeiypata pe ekeiva Tou Ntavtd tou
MeoonoAepou n Tou Blevvézikou AfloviopoU
(Actionism), nou anoTteAoUOQV €1KAOTIKEG
EKPPAOELG, OTIC 0Mnoieq n npaypdtwon Tng
€1KAOTIKNG 6paotnplotntag Bewpeito akpaia
ka1 Ba pnopoUoe va NPOKAAECEL enépfacn Twv
KOTAOTAATIKOV apXWV.

Stnv EAAGOC (exkTOG and Ta €1kAoTKG €pya
Twv KapaBéha, Zanpavidn, AekouAdkou nou
AoyokpiBnkav eni xolvtac), taépya AoyokpiBnkav
p€oa and Tov TPONO MoU Ta gpUnveucav (h kal
napePUAVEUCAaV) KAMNOIOL y1a Toug O1KoUG TOuG
AOYOUG. 2Ta NeP100OTEPA and autd (OnNwg Ttwv
Mnouzidvn, Toapouxn, KaAapdpa, Adpioac,
SHMA, Tapdpa, Pwtiou, Bapeiddn, Neoid) Oev
Ba pnopouoe va BewpnBel o1 ekppdzouv Ttnv
ehax10tn 6146eon yia avolkth npdkAnon. Akdun
OUWG KAl OE €pya PE €vTovn e1kOvVa (ONwG Twv
Nonda, Maupou, Xpnotou, Nte Kopvtie otnv
unoBeon Outlook) ka1 naAL 6ev Ba ynopoloe va
BewpnBei 611 anoteAolv kdaT1 nou Ba pnopouoe
va aruoloynoel (nou Oev Oikalohoyeitar oe

kap1d nepintwon), tnv evepyonoinon Twv O1WKTIKWV ApXwv N Tnv
QUUVTIKA CUUNEPLPOPE TWV ENIUEANTAV.

To anotéAeopa eival 6t1 o/n Aoyokplvdpevog Bpébnke otn buoxepn
Beon va npénel va avtipetwnioel To KUY apvnTIKAG avtidpaong
nou ouvobdeUel kGBe AOYOKPITIKN NPAKTIKNA.

H avtidpaon auth avantlooetal ota €£ng NAAIo1a: OTIC APXEC KAl
TOuG Tponoug nou pefodeliouv tnv anokaBnAwon Tou €pyou: OTov
TUNo kAl TNV KAAUPN Tou yeyovdToC OTO €UpU KOlvd KAl TO NWG
0x0A1Gzel N KAl avTidpd APeca yia va anokaBnAaoel To €pyo h va
unepaoniotel To Oikaiwpa otnv eAeuBepia TNG EKPEACNG KAl OTO
€EE101KEUPEVO KO1VO, KAAAITEXVEG KAl TEXVOKPLITIKOUC.

H otdon Ttou efeldikeupévou kowvoU Olagpoponoleital katd
nepintwon. Apxikd pynopel va undp€el eva neplocoOTEPO N AlyOTEPO
10xup6 KUpa unootnpiEng pe oOnpoolelpata kal Ynopiogata
HEPOVWHEVWY, KUPIwG, npocwnwy (unoBéoelg Toapouxn, Kahapdpa,
Naploag otov npwto Babud ekdikaong, Outlook). Qotdoo OTIC
nepl0odTepeC and TIG NEPINTWOEIG (6nwg KapaBéAa tou 1978,
Napioag otov Geltepo kal avytato Babud ekbikaong, Tapdpa,
Maupou, Mnoyiavtziep, Xpiotou, Pwtiou, Ztepavn, Bapeidodn,
Neo1d) o1 avtidpdoElLG TOU €1KAOTIKOU, AAAG KA1 TOU KAAAITEXVIKOU
XWEOoU, eupUTEPa, UNAPEQV and UNOTOVIKEG EWG aVUNAPKTEC. E101KE
01 Beopikoi popeic (2x0AEg Kahwv Texvwy, ENUEANTAPIO EIKAOTIKWY
Texvwv) OEV €XOUV OTO EVEPYNTIKO TOUG OUCTNHPATIKEG AVTIOPAOELG
0€ AOYOKPITIKA palvOUeVa.

To anotéheopa eivar éT1 0to oUvoho OXeHOV TWV NEPINTWOEWY O
KQAAITEXVNC anopevel pdVOG TOU vVa aVTIYETWNIoeL TN AOYOKPITIKN
NPAKTIKNA. ZUXV& 0 Aoyokp1vOpevos Bewpeital OT1 €xel evEQYONOINOEL
0 1610¢ autn tn d1061kacia yia Adyoug dnpooidTntag. KETl TETo10
Oev Tekpaipetal oe kapld and TIG KATAYPAPPEVEC NEPINTWOELC,
aM& n kaxunoPia TOu xwPou €vavil TOU KAAAITEXVN Mou €Xel
Aoyokp1Bel anotehei oxedov koo TOMO.

Ta NA€ov XapakTnEloTika napadeiyyata pn avtidpaong unhpfav o1
nepintwoelg Pwtiou ka1 2tepavA. 2tnv nepintwon Pwtiou, av ka1 o
1610¢ npopuAakioTnke yia TO €1KAOTIKO TOU £pYO, Ol AVTIOPACELG
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nTav oxeddv avUNOPKTEG KAl akdpn kal Twed
undpxouv ekeivol mou apglofntolv TO av TO
oupBav  Atav  Aoyokpicia.” Ftnv nepintwon
tegavn, eve) 0 KAAAITEXVIKOG O1euBuvTig Ttng
610pyaGvwong  6nou AoyokpiBnke to €pyo (Art
Athina) népace Tn vUXxTa Tou 0To AUTOPWPO Kal
N KGAAITEXV1OO OIOKETO, TO NPOYPAPUATIOUEVO
nApTL Tng 610pydvwong 61e€AXBn Kavovikd, eV
n exBeon Oev O1ekdNN, OUTE Ol OUUPUETEXOVIEC
KGAAITEXVEC NPOXWENOAV O€ KAMNO1A OUCLACTIKN
ouAhoyikn  avtidpaon. Eival xapakTnEloTikd
6t o1 Guerilla Girls, pia and TIC nAfov
NOAITIKONOINPEVEG EIKACTIKEG OPAOEC, MoU ATAV
01 enionPeg NPOOKEKANUEVEC TNG O10pYAVWONG
eV evnuepwbnkayv, Gev avtedpaoav.

01 KATAYPAUUEVEC NEPINTWOELC NEPLYPAPOUV
TOV AOYOKPIUEVO WG €vav KAAAITEXVN Moy,
avunoPiaotog yia To T1 NEOKEITAL VA ENAKO-

Fik. 9 / Image 9

H nA€ov xapaktnplotikn {owg anotu-
NWOoN TNG AOYOKPITIKAG NPAKTIKAG

otnv EAAGOa: 0 KaAAITEXVNG TNG
unéBeong Adpioag oto edwAlo

TOU KaTnyopoupévou. AlnAa tou,
eniong «katnyopoUPEVO» TO £pYO
Katwogvtovo (1986). H eikdva anoteAed
p1a anod TiG eAGX10TEC PWTOYPAPIEC TOU
gpyou. ApoU n unoBeon teheo1dbiknoe
otov Apelo Mdyo, To €pyo KATAOXEBNKE
0ploTIKG KAl Katd ndoa nifavdtnta
KATaoTPAaPNKe WG NELOTAPLO
€YKAALOTOG OTIG apxEG TNG dekaeTiag
Tou 2000. / This image is probably the
most characteristic case of a docu-
mentation of censorship practice in
Greece: The artist of the Larissa case
in the dock court. Next to him the work
Bottom Sheet (1986) which is also “ac-
cused”. This photo is one of the few in
which the work is represented. After
the Supreme Court’s decision the work
was confiscated and it was probably
destroyed as crime evidence in the
beginning of 2000.

AouBnoel, ekBETel €va €pyo o€ kAnola £kBeon ka1 Eaevika PpiokeTal
otn 6ivn p1ag AOYyoKPITIKNG NEAOKTIKAG. O KAAATEXVIKOG XWEOG
eAGX10Ta TOV unootnpizel ka1 o énuloupydg anopével, ouvniwg,
HOVOC PE TIG Ouveneleg Tng 61ad1kaciag nou eyeipetal evavtiov
Tou. Ta Aoyokpltikd cupfdavta napapévouv Babid xapaypéva otov
Pux10Pd Tou KAAAITEXVN KAl TA KOUBAAd yia navta.

7. H undBeon Pwtiou unhpte pia and tig Paoikég artieg nou AoyokpiBnke ka1 n
¢kBeon «AMATOPEYETAL! Oyelg Noyokploiag otnv EAAGOA (1949-2016)». O1 0pyavwTEG
Tou ouvedpiou tn Bewpoloav wg Pia nepintwon 6nou o1 AavBacpévol, £wg Kal
enIAAYP1pOL, Xxe1p10p01 Tou kaAAITEXVN odnynoav otn dikaln, 6Nwg unootApizav,
napéupaon Tng actuvopiag. O empeAntAg tng ékBeong €xel avtiBetn anoyn.
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H Aoyokpltikn npakTikh e@appdzetal pe
Tpelg O1ad6ikacieq. H npwtn eivar ekefvn
nou o1 061001Ka0IEC AOYOKPITIKAG MPAKTIKNG
ackoUvtal oTtov 6nPoo10 XWPo™ oTtn GelTePN, O1
61001kaoieg efval AlydTepo pavepeg ka1 Exouv
NEPLOCOTEPO EOWTEPLKO OI0IKNTIKO XAPAKTAPA"
otnv Tpitn, TO €pyo anokaBnAwvetal e
NPOCWNIKNA EVTOAR EVOC MOAITIKOU NPOOWNOU.

Ytnv npwtn 61a61kacia (KaAapdpag, *kopoeze,
Ayyehonouhog, Outlook, Xdvtepep, Pwtioy,
Bape1ddng) exdnAwvetal pia opodpn avtidépaon
evavtiov Tou €pyou and opddeg noAitwv A anod
Ta PEOQ PAZIKNG evNPEPWONC. Evepyonololvtal
01 OIKQOTIKEG apxeC kal aokeftar &lwén.
>T0 €evO1dpueco xpovikd O1aoTnua TO EPYo
hoyokpivetal, eite pe to va anokaBnAwbel, eite
UE To va kataoxeBolv ta avtituna, eite pe to
va avaotaAei n npofoAn. Yndpxouv woToOoo
K1 NEPINTWOELC (2KOPOEze, AyyeAONOUAQG) nou
QUTEG 01 N1ECEIC y1a va AoyokpiBel To €pyo Oev
€U0OWVOVTAL.

Ytn Oeltepn O1adikacia (Nonda, Toapouxn,
SHMA, KapaBeAa 1978, Neo1d) o1apxEGAE1TOUPYOUV
WG AOYOKPITIKOC Pnxaviopog nou Ba emdiwéel va
anokaBnAwBel To €pyo Aeitoupynvtag Kupiwg
npoAnnTikd, xwpig 6nAadn va éxer ekdnhwel
kanoia €vtovn avtidpaon yla To £pyo.

Ytnv Tpitn biadikaoia (Adpioag, Mnoyiavtzieo,
MaUpou, XPAOTOU) UNJPXEL P1O MPOCWNLKN
ané@eacn evog NOALTIKOU NEOCWNOU NoU  xwpic
va €X€l Kav TN vopigonoinon evog 6101kNT1KOU
opyavou N OIKAOTIKNG apxAc anokabnAwvel
To €pyo. Eivar n nepintwon katd tnv onoia

N AOYOKPITIKN MPAKTIKN €KQOAZETAL PE TOV MAEOV QANPOKAAUMTO
TPONo. AutoU Tou €i6oUG N NPAKTIKA €xel OUO EKPAVOELC: N NPWTN
eival ekeivn 6nou n Aoyokpioia yivetal pe avakolvwoelg oTov
Tuno, ouvevtelEelg (Mnoylavtziep) kar n 6eUtepn (nou eival kai
n ouvnBéotepn) UAONOLEITAL e CUVONTIKEG €V KOUNTW 61001Kaoieq
(A&p1oag, Maupou, Xpiotou).

Ye kaBepid and TIC napandvw 61a01Kacieq evepyonoloUvTal
O10popeTikol AOyoKPITEC nou eite efval ANOKAEIOTIKA @QUOIKA
npdowna eite Beopikoi popeic.

0 AoyokpitAg nou eival QuOlkO NPOowno enldlwkel PEOa and Tn
AOYOKQITIKN MPAKTIKA va O1aknpUEel pla NPOCWNIKA  MOALTIKA
n BpnokeutikA B€on. EniAéyel éva €pyo via va eEanoAUcel pia
noAepikA nou aitioloyel pia dnoyn. To €pyo Tou vie Kopvtié
otnv undBeon Outlook, to Bivteo tng 2tepavn, TO KOPLK TOU
Xavtepep otoxonoindnkav, wWOTe va NEOPANBOUV OUYKEKPIUEVEG
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NOAITIKEC B€0€lC. To MO XAPAKTNEIOTIKG {owg
napddelypa eivar n unéBeon Outlook, 6tav o
MNopyog Kapatzagépng, apxnyodg KOUUATOC TNG
avtinoAiteuong, pndpece va aokAoEL, PYEOa anod
Tnv anaitnon tou va anokaBnAwBel To €pyo tou
vTe KOPVTIE, KPITIKA 0TNV TOTE KUBEPVNON Y1a
TNV MOAITIKA TNG OXETIKG Pe TNV MOAITIOTIKA
OAupnidéa.

O Beopikoi gopeic, peoa and tnv napéppach
TOug, ouxva unootnpizouv Tnv npdBeon
QUOIKQV Npoownwv va AoyokpiBei éva €pyo
xwpig va exteBolv o1 {6101 ka1l vopiponololv
TN Aoyokp1tikn npdBeon p€oa and tTnv anéeacn
evoc Beopikol opydvou. MNa va anokabnAwbel
To €pyo Tou vie Kopvug, Ba xpeiaotel va
OuvedP1GOEL KAl va ano®acioel TO AlOIKNTIKO
ZuppouAio tou Opyaviopou NMpoBoAng EAANViKOU
MoAitiopoU nou O10pyaAvwve TNV MOAITIOTIKA
OAupnidda. Avtiotoixa Aeitoupyel kar n
o1kaoTikh Oiabikacia Otav anotpenel Tn
Aoyokploia n anogacizel va AoyokpiBel €va
¢€oyo. Exkei n kaAAitexvikn npaktikh tiBetal
0TNV NAEOV XapakTnPloTikA {owg Béon aixpnc:
0 KAAAITEXVNG XPElGzetal va e€Enynoel TG
OUCLOOTIKEC MAPAPETPOUG TNG OOUAELAC TOU
peéoa oe éva nhaiolo nou Oev oxetizetal pe
ekeivo nou Ba ATav TO OUCIAOTIKOTEPO y1a TNV
KaAATexvikn O1adikacia: tnv eAeuBepia tng
EKpPAONG.

JuvBnkeg andAutng eheuBepiac tng ékppacng
Oev npokeltal Noteé va undpfouv. AkOpa Kkal
oe nep1ddoug énwg otn olyxpovn eAANVIKA
npaypaTikoTnTa, énou undpxel 61dtagn OTo

YUvtaypa nou Pe anoAuto tpdéno unootnpizer tnv eAeubepia Tng
€kppaong kal Ba €npene va anoTEENEl AOYOKPITIKEG MPAKTIKEG,
TETOLEG NPAKTIKEG eEakoAouBolv va ackoUvtal. Autd oupPaivel,
61611 n kaAALTexvIKh €kppaon anoteAel €va, fowg to nio kaiplo,
NOAITIOTIKG andToko nou Olanpaypateletal Ta Bépata  piag
ENOXNG HE TOV NAEOV OVTOAOY1KO TPOMo. To KAAAITEXVIKO £pYO,
TO ANOTEAEOUA QUTAC TNG EKPEAONG, EVOWHATWVEL O,T1 EKPPAZEL
pia enoxn. Autd To yvwpizouv noAU kaAd o1 pnxaviopoli e€ouoiag
ka1 8a npoonaBolv ndAvtote va anoteénouv tnv eAeuBepia tng
ékppaong. O1 e1kaoTikol KaAAITéxveg/nveupatikoi &nploupyoi,
aMG kuplwg n euplTepn KAAAITEXVIKN ka1l akadnpaikn kovotnta,
Ba npénel nGvTOTE va €vAVTIWVOVTIAL O€ TETOLEC MPAKTIKEG. Oa
npénel va npoonafoulv eite péoa and To €pyo TOUG eite pe tnv
unootnElEn dowv katd kaipolg Olwkovtal va Onploupyolv Tig
npoUnoBéoeic exefvec nou Ba Toug eniTpENoUV va oAOKANpOvVOVTAl
01 KAAAITEXVIKEG 10€€C TOUG KAl Va OXNUATIiZovTal 01 €1KOVEC TOUG.

K&T1 teto1o Opwe, dev eival noté oUte eUKoAO, oUTe autovdNnTo.
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THE VIOLENCE OF IMAGES!

‘Fverything that lives is unique. It is unimaqi-
nable that two people, or two briar-roses,
should be identical ... If you attempt to erase
the peculiarities and Individuality of life by
violence, then life itself must suffocate.”

In addition to being depictions, images are
polysemous visual texts that contain messag-
es. These messages can acquire a character
that can be considered by some to be danger-
ous or threatening. Often, when this occurs,
such messages become projected against both
the artist and the image. This projection is
itself a form of violence. There are many exam-
ples of this in the international practice and
throughout history: murders, imprisonments,
destruction of works and exhibition galleries.
These are only a few of such examples of vio-
lence. The prevention of this kind of violence
is often the pretext used by those in posi-
tions of authority (executive, legislative, in-
stitutional) to impose censorship.

What activates the reactions to freedom of
expression in Greece is presented in the cas-
es recorded in the Censorship Archive’. This
archive is the result of more than ten years

1. This text is the paper that would have been presented
by Yannis Ziogas in the conference entitled Censorships
in Greece.

2. Grossman Wassili, Life and Fate, translated to Greek by
Giorgos Blianas, Govostis, Athens 2013, pp. 23-24.

3. The initial form of the Censorship Archive was included
in the collective volume entitled Views of Censorship
(Christopoulos Dimitris, Karabinis Leonidas, Stavrakakis
Yannis, Ziogas Yannis, Nefeli, Athens 2008, pp. 187-312).

of research and the study of a significant number of censorship
cases which have been recorded allows us to draw certain funda-
mental conclusions.

Censorship is a complex, multifaceted phenomenon which is mani-
fest in multiple ways.

The Censorship Archive regards cases from 1949 until the present.
In these cases, through decisions of certain authorities an ef-
fort was made, in most cases with success, to take down certain
visual artworks or to prevent their presentation. In most of the
recorded cases this was indeed possible, while in certain cases
the artworks were not taken down. Nevertheless, what became dem-
onstrated through these instances collectively was the signifi-
cance which an image can have and the potential it has to transmit
a variety of messages.

The Censorship Archive is an ongoing project and is not limited
to any kind of qualitative or quantitative category of artworks.
New cases are continuously added as they occur in our time or as
they surface from the past as a result of research. The Censorship
Archive aims neither at functioning as “a judge” standing against
and sentencing individuals, nor at defining what censorship actu-
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ally is. On the contrary, the Archive is setting
the framework for a dialogue that constantly
negotiates issues related to freedom of ex-
pression, human rights and the collecting of
archival recourses. Both the knowledge and
the dialogue that emerge from this process
aim at equipping the artists and intellectuals
for potential cases put against them, cases of
either indirect or direct censuring acts, which
they are more likely to face than not during
their career.

While random censorship cases have been ref-
erenced in publications and at conferences
previously, a single collective and comprehen-
sive presentation of cases has not been ac-
complished until now, one that would allow com-
parisons and correlations to be made and that
would expose each case through the historical
development. The Censorship Archive creates a
platform that allows for a linear study of the
phenomenon of censorship. This platform pro-
vides the opportunity for various related cas-

4. The exhibition "FORBIDDEN! Censorship of Visual
Artworks in Greece (1949-2016)" comprised one of the two
poles of the Conference/Activity Censorships in Greece
which was scheduled to be realized in the Art Center of
the Municipality of Athens from December 17 to December
30, 2015. The exhibition would have presented original
works, and documentation from censorship cases (see
pages 142-143). Finally the show was censored from the
three members of the Scientific Committee (Dimitris
Christopoulos, Nikos Panayotopoulos, Pinelopi Petsini)
and only the Conference was realized (17th to 19th of
December).

es to be studied and for other less known cases to be recorded,
which would otherwise be forgotten. Since 1949 until now, there have
been 38 cases recorded and 25 of these have been completely docu-
mented.

The current edition of the Archive presents these 25 cases of cen-
sorship, which was applied by the authorities, as well as cases
of intense reactions by those who opposed the presentation of
a certain artwork. This material was scheduled to be presented at
the exhibition entitled "FORBIDDEN! Censorship of Visual Artworks
in Greece (1949-2016)."* However, the above mentioned exhibition in
fact never took place (Image 1).

Until its final abolition, this exhibition was a victim of a sequence
of censuring acts. By virtue of its abolition, it was proven yet
again that the violence that images can provoke is a significant
element of the contemporary visual culture, because it encapsulates
many parameters of a social dispute. Having said this, the publica-
tion at hand presents the material of an exhibition which was never
realized, and as such, this publication also constitutes a testimony
of the limitation of freedom of expression and research. We shall re-
fer to certain parameters which relate to censorship in visual arts.
Some of these parameters are derived from the very nature of the
visual arts, while some comprise wider characteristics.
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THE EMPTY WALLS

The history of censorship is mainly the his-
tory of empty walls (Image 2). When a work is
censored an empty wall remains in its place,
a white screen, a non functioning monitor, a
non operating website. This absence has been
recorded in the cases of Christou, Outlook,
Stefani, Leccia, and Scorsese. The document
of the white wall is what has remained from
an idea, from a contemplation which was rid
of its right to negotiate its relationship with
the public. In all instances, if we are speaking
of works at exhibition places, the explanatory
notes remain on the wall. The censor removes
the image (artwork) but not the supporting
textual information which accompanies it. This
creates a contradiction between the absence
of the work that was removed and the presence
of the explanatory note that accompanies it.

There are four kinds of empty walls. First there
are the walls of projection venues that have
remained empty or turned off (Stefani, Leccia
cases). The second kind is when explanatory
notes are placed on the walls by the censors
explaining the reasons of the removal (Outlook
and Christou cases). Thirdly, there are the de-
stroyed surfaces that would have the images
presented (Scorsese’s case) and finally there
are cases where the work is covered with co-
lour or is being radically ‘restored” (Vafia-
dis’ case). The censored wall is not void, it is
empty or “emptied”, or furthermore looted and
signifies the strongest kind of absence. The
absence becomes even stronger when in the

place of the censored work an explanatory note is being placed by
those who committed the censorship act (Outlook case), as if the
explanation can moderate the violence which their act commenced.

The walls appear to have been emptied from works that should
never have been exhibited, or even created in the first place. Be-
ing empty, such walls become the carriers of our limits, for they
become white screens of our prejudices. The empty walls reflect
our inability to accept the other; they are the projection of what
we are afraid of, of what we are unable to stand for.

A question could be posed: Is the white of the empty wall behind
a censured work different from the white of the exhibition space
which can be seen before or after an installation of the exhibi-
tion? Before the installation of an exhibition there is, in the over-
all sense of a given space, an expectation of creativity. After the
exhibition there is the aura of a process that has been fulfilled.
When the exhibition ends and the works are removed, there is for
some time the memory of the images that were once there. Contrary
to that experience, after the removal of an artwork which occurs
due to a censorship act, there is the embarrassed silence of a
death which took place. Such walls of censorship are showing our
refusal to understand that the image differs from that which is
depicted, our refusal to understand that, that which exists does
not exist as a real event on the wall but as a depiction.
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THE DEPOSITION

There are no recordings of the deposition of
a work, with the exception of the cases of the
city of Larissa and Stefani. In the first case
there is a photo that was published in the lo-
cal press which shows the moment when the
artworks are “folded and removed”. In Stefani
case we can see on the photo the police of-
ficers breaking into the space and confiscat-
ing the disputed video. In both cases, as in
the photos of the empty walls, the tension of
the decisive moment is being presented. More
specifically, in the place where an artistic ac-
tivity was being developed, in the moments
that follow the photographing of the censor-
ship act, nothing will exist because this is
how a certain authority has decided. In these
photos there is a tension of the process of re-
pression that aims at getting rid of the free-
dom of expression (Images 3, 4).

THE WORDS AND PHRASES

The words and phrases that accompany a cen-
sorship case most often tend to be equally re-
vealing as the images. These can be divided
into the following basic categories: Those that
are related to the artwork itself, those that
use the mass media and the censorship mecha-
nisms, and finally, those used by all the advo-
cates of the freedom of expression.

The words and phrases of the first category
could be the ones that characterise the work
itself, as it occurs with the cases of Karavela.
From the 25 cases we selected from the Censor-

ship Archive the cases of Karavela (1971 and 1978) are the ones
where the words are predominant: "Some said the dead were 200
while some others said they were 300". Another example is the red-
colour screams that the artist used in the 1971 installation: SOS,
L' IMPOSSIBLE.

The works of Karavela have been destroyed® but their screams are
still echoing (Image 5). No sensor was capable of silencing them.
Another version of the use of words and phrases is when these
are used by the press to publicise (and in many cases initiate)
censorship cases, one example being the £spresso newspaper and
the cases Outlook, Haderer, Fotiou, as well as the articles related
to Kalamaras and Vafiadis cases.
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The texts in the head-titles are aggressive,
and in many instances personalised: “He paid
300.000 euros to ridicule Christ and the Cross”
(Outlook case), "A master in the mousetrap of
nominations” (Fotiou case), “In a church in the
city of Kilkis: Christ is teaching Aeschylus in
the women's gallery (of the church), the poets
Varnalis and Sikelianos are seated next to St
Peter..someone is smoking!” (Image 6).

A similarly aggressive overtone is met in the
phraseology and formulation of decisions made
by the censors. Words such as “eradication”,
“protection of the public”, are monotonously re-
peated and the way these phrases are repeated
is also equally important. As can be observed
in the following citations, the regressive char-
acter of these terminalistic words and phrases
is typical: "The only remaining solution is the
extremely difficult decision to withdraw the
artwork, a decision with which the curator of
the exhibition agrees” (Outlook case), T openly
order the eradication of the frescoes” (Vafia-
dis’ case), "It was decided that the painting
should be considered disrespectful according
to the article 30 of the Law 5060/31, as the in-
cidents that constitute the objective and sub-
jective definitions of the crime for which the
defendant was condemned [..]" (Larissa case).
Also, “withdrawal”, “obliteration” and “crime”
are some of the leitmotifs repeated in censor-
ship cases.

Finally the words and texts are also used by
those who defend the right to freedom of ex-
pression. Here, we have a contradiction in re-
lation to the previous categories, in that the
expressions used are not so aggressive. It

should be noted that the way the anti-censorship reactions are
expressed through the relevant headlines has by far a greater de-
gree of compassion than one would expect from an expression of an
opinion which is put forth against something as aggressive as the
censorship practice.

This fourfold dimension of the verbal dispute (if not war) of words
and phrases underlines that the images which are censored are
significant mainly because of their semantic dimension and because
of everything that can be derived from it. Having said this, if we
exclusively focus on and study the moods and intentions which gave
birth to all of the so far mentioned acts of censorship, we will even-
tually observe that between an intensely expressed aggressiveness
and violence, which usually characterise a censorship act, and one
comparatively speaking less passionate anti-censorship reaction/
approach, what becomes revealed is the abyss-like gap which is
otherwise artfully concealed by virtue of a different kind of “art”,
a gap which is filled with fear from the freedom of expression. Fur-
ther, that which shows us that this fear inspires the first case
(meaning the intention to exercise the act of censorship, which al-
ways precedes any reaction) and further develops because of it
is precisely the extent of passion by which censorship acts are
characterised so overtly. The conclusion is that, thus far almost
traditionally the lack of freedom of expression as a social and even
political phenomenon does not come simply from a fear of something
particular which constitutes a “disturbance” but comes from a spe-
cial kind of fear which is especially impassioned. Within this fear
the disturbance is not felt necessarily because of cases entailing
artistic originality and creativity but is felt because of that which
is simply different from or foreign to the latent or concealed, pre-
meditated censuring position.

5. The 1971 installation was destroyed by the junta authorities of that period; the
1978 film was destroyed when her studio was burned in the mid 90's.
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The artworks but also humans are enduring the
violence of those who are opposing freedom of
expression (Image 7). There have been artists
who were imprisoned or exiled for their over-
all political orientation, as for example in the
period of 1945-1974. Besides this period there
have been two recorded imprisonments of art-
ists and art directors after 2005, namely in the
case of Dimitris Fotiou (2005) and in the case
of Michalis Argyrou (2007). They were both im-
prisoned for a short period of time. In the
cases of Larissa (1986) and Haderer (2003) the
artists have been convicted to imprisonment,
but the sentence was not enforced.

There have also occurred destructions of cen-
sored artworks because of their total neglect
and/or poor maintenance, as in the cases of
Kalamaras and Larissa. The sculptures of Ka-
lamaras (The statue of Captain Kottas and
Monument of the Dying Warrior) have been
abandoned at places that are totally inappro-
priate, such as parking lots for the dustcarts
of the Municipality. In the case of Larissa the
disputed work (Bottom Sheet), was confiscat-
ed as crime evidence. It was then most prob-
ably destroyed, because according to Greek
law crime evidence is destroyed fifteen years
after the final court decision. What is certain
is that, although the protocol ordering de-
struction has been issued, there is no final

THE PHYSICAL VIOLENCE AGAINST HUMANS AND ARTWORKS

recording of the actual act of destruction, while the painting can-
not be found in spaces where the crime evidences are kept in the
Larissa Court of Appeals.

Within this category, one should also include the way the Church
(which in Greece acts as a kind of political authority) sometimes
instigates large groups of its members, who in the name of their
faith provoke vandalisms or exercise physical violence against
those that oppose them (Cases: Scorsese, Angelopoulos, Haderer).
The Church is the sector which has instigated hundreds, if not
thousands of people to quite violently protest on the streets and
to break into projection theatres, destroying the facilities, like
in the case of tearing apart of the screen of the movie theatre
Opera (Scorsese case). The violence that we are discussing here,
which indirectly or directly imprisons people and works, activates
an atmosphere of self-censorship. As a result of this atmosphere,
an artist might not present or might not even create a certain
artwork, in order to avoid acts of violence against him or against
the viewers of the exhibition.
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THE MANARAGEMENT OF FEAR

The fear often dictates all of the things that
comprise the censorship act. The fear is po-
sitioned against the other and against that
which is different, as well as against the ways
that that which is different can be neutral-
ised or abolished entirely. This fear is being
manipulated by sectors of authority (political
governments, Church, art curators, Boards of
cultural institutions). These sectors are using
and/or initiating fear in order to justify their
censorship acts, which often have political in-
terests as their sole motive. As cited below,
one of the preventive removals of images is
expressed most eloquently in the text which
aims at justifying the censorship of the work
in the Outlook case:

The obligation of the Organisation is to pro-
tect in the best possible way the actual, but
also the ideological status of the exhibition.
The specific work has unfortunately acquired a
quite charged tension, through the way it was
presented to the public in the media and quite
outside the visual art world and the actual
space where it is exhibited. In view of what
was said so far, there is the almost certain
risk that this tension becomes transferred
to the entire exhibition, which would thereby
disorientate the attention of the public opin-
ion from the basic purpose of the work, which
was its contact with contemporary art.

6. Views of Censorship, p. 328.

The word "risk” shows the degree to which a censorship action is
trying to heal what it considers as a potential cause of damage.
The fear in the cases that are recorded refers to the following
parameters: the way the ideas such as homeland, national identity
and religion are approached, as well as the way History, political
criticism and eroticism are written. Those who decide to censor
a certain work are almost always using the fears of society for
their own interests. Very often the artwork which is censored is
not the only one that could potentially be censored in the specific
exhibition or during that period generally. It is possible that, at
the time of the act of censorship, there are other works which are
characterised by the same tension in view of what they represent.
The censor, however, will deem that “one” particular work qualifies
for censorship, and he will focus his actions on it. In that way the
work acquires a symbolic meaning that is necessary for the censor
to justify his actions.

When someone thinks that an artwork can threaten the country’s
borders, then he believes that he has the right to react and de-
pose the artwork. For example the Mayor of the city of Kavala
considered that Kavala can become a part of the Bulgarian state
because of the work of Boyadjiev, and he declared that he fights
for "God and Country”, as well as justified his censorship act by
declaring: "Why I said no to Greater Bulgaria” (Image 8). The May-
or will eventually depose the artwork without being interested
whether he has totally misinterpreted the artwork. Metropolitan
of Florina, Kantiotes excommunicated Theodoros Angelopoulos and
the entire movie crew, when he considered that the film 7he Sus-
pended Step of the Stork was exercising propaganda in favor of
a minority.
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As in regards to the religious parameter
the case of the movie The Last Temptation of
Christ or the case of Haderer's comic The Life
of Christ are similar, in that they became also
a cause for intense protests. The pressure in
the case of The Last Temptation of Christ was
not met with a response and finally the judi-
cial decision prohibiting the projection of the
film (as required by the Church) was not is-
sued. Contrary to this, The Life of Christ was
confiscated.

It cannot be underestimated that the fear
does not relate to those who exercise censor-
ship, but to the broader audience. The censor
functions as the handler of public's fear in
order to support his opinions in society. He

initiates fear in order to use it for his own interests. It is there
that the judicial system should have implemented the Constitu-
tion, thereby preventing these attempts. However this is not oc-
curring. Judicial authorities in fact constitute the vehicle that
the censorship mechanisms are using for the fulfillment of their
practices (SIMA Magazine, Larissa, Martin Scorsese, Haderer, Out-
look, Fotiou, Stefani). Even if the accused artist finally gets ac-
quitted, the long and costly judicial process functions negatively
for the freedom of expression. Often, as in the Outlook case the
acquittal is more an expression of regret, rather than of the right
to freedom of expression.

THE CENSORED ARTIST

One of the most repeated approaches in the
censorship cases is the one that considers
that the artist has deliberately exhibited
works that can provoke, having as a sole pur-
pose a personal tactic for promotion by means
of a scandal (Image 9). No such case has been
recorded in the Censorship Archive. In all
the censored exhibitions the works that have
been created were part of an artistic whole
presented to the public either as an individ-
ual or as a group effort. In Greece we do not
have examples similar to Dada or to Viennese

Actionism that were visual expressions where the realisation of
the art activity was considered extreme and caused the interven-
tion of the suppressive authorities.

In Greece (with the exception of the works of Karavela, Sapra-
nidis, Dekoulakos that were censored during the junta period)
the works were censored because of the way certain individuals
interpreted them for their own reasons. In most of these cases
(Bouzianis, Tsarouchis, Kalamaras, SIMA Magazine, Tamara, Laris-
sa, Fotiou, Stefani, Vafiadis) it cannot be argued that there was
the slightest intention of an open provocation. However, even in
cases where there is indeed a strong image (Nonda, Mavros, Thi-
erry de Cordier in the “Outlook”, Christou) it cannot reasonably
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be argued that this justifies the initiation of
censorship mechanisms or the curators’ defen-
sive stand.

As a result of the above, the censored artist
finds himself in the difficult position of fac-
ing a wave of negative comments that accom-
pany every censorship practice. This reaction
is developed in the following frameworks: in
the principles and ways that are followed by
the authorities in plotting to depose an art-
work, in the press coverage, in the broader
audience and the way it reacts or comments
in order to depose the artwork or demand the
freedom of expression, and finally, in the spe-
cialised audience, artists and theoreticians.

The approach of the specialised audience var-
ies depending on the case. In the beginning a
more or less strong wave of support could be
initiated with articles in the press, declara-
tions of groups or, in most cases, individu-
als (Tsarouchis, Kalamaras, Larissa in the first
degree trial, Outlook). However in most cases
(Karavela in 1978, Larissa in the second de-
gree trial and in the Supreme Court, Tamara,
Mavros, Boyadjiev, Christou, Vafiadis, Leccia)
the reactions of the Fine Arts world and of the
broader art world were anything from flaccid
to unreal. Especially the relevant institutions
(Schools of Fine Arts, Greek Art Chamber) do
not have as part of their capacity a systema-
tised way of reacting to censorship phenom-
ena.

The result is that almost in all cases the artist
remains alone in facing the censorship act. It

is often considered that the artist has initiated himself the pro-
cess of censorship for publicity reasons. This is not drawn as a
conclusion in any of the recorded cases but the suspicion of the
art community against the censored artist is mostly common ground.
The most characteristic examples of that were the cases of Fotiou
and Stefani. In the case of Fotiou, even though he was imprisoned
for his visual artwork, the reactions were almost non existing, and
there are some who still do not consider the incident as censorship’.
In the Stefani case while the art director of the venue where the
artwork was censored (Art Athina) spent a night in prison and the
artist was prosecuted, the programmed party took place as sched-
uled and the exhibition was not closed, whereas the artists did not
initiated any substantial collective reaction. It is characteristic
that the Guerilla Girls, the official guests of the venue and one of
the most political visual-arts groups did not react despite the fact
that they were informed of the incident.

The cases that have been recorded outline the censored artist as
someone who, unsuspecting of what will occur, exhibits his artwork
and all of a sudden finds himself in the midst of turmoil of a censor-
ship act. The art community is barely supporting him and the creator
finds himself left alone with the consequence of the process that
has been initiated against him. The censorship incidents remain
deeply written in his psyche and will always accompany him.

7. The Fotiou case is one of the main reasons for the censorship of the exhibition
"FORBIDDEN! Censorship of Visual Artworks in Greece (1949-2016)". Some of the
organisers of the conference have deemed it as a case where wrongful and even
blamable actions of the artist led to the (in their view) just intervention of police.
The curator of the exhibition has the opposite opinion.
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The censorship practice is applied with three
procedures: the first is the one where the
censorship practices are taking place in pub-
lic space; in the second one the procedures
are less obvious and have an interior admin-
istrative character; in the third the work is
deposed with the personal order of a single
political person.

In the first procedure (Kalamaras, Scorsese,
Angelopoulos, Outlook, Haderer, Fotiou, Vafia-
dis) a strong reaction is expressed against
the work from groups of people or from the
media. The judicial authorities are activated
and they start to prosecute. In the meantime
the work is being censored either by being
deposed or through the confiscation of cop-
ies. There are however cases (Scorsese, Ange-
lopoulos) where the pressures to censor the
work were not successful.

In the second procedure (Nonda, Tsarouchis,
SIMA, Karavela 1978, Leccia) the authorities
function as a censorship mechanism that aims
at taking down the artwork, intervening and
taking precautions, without any preceding
strong reaction to the work.

In the third procedure (Larissa, Boyadjiev,
Mavros, Christou) there is a personal deci-
sion of local politician who deposes the art-
work without having any authorisation from
an administrative office or a judicial author-

ity. It is the case when the censorship action is realised in the
most overt way. Namely, this procedure is realised in two ways.
In the first instance the censorship is announced in the press
(Boyadjiev) while in the second (which is more usual) it is realised
through secret processes (Larissa, Mavros, and Christou).

In all of the above mentioned processes censors who are either
physical persons or institutions are activated. The censor who
is a physical person aims, via the censoring act, at manifesting
a personal political or religious opinion. He chooses a work and
launches a polemic that justifies his statements. The work of Thi-
erry de Cordier in the Outlook case, Stefani's video, Haderer's
comic, have all been targeted in order to support specific politi-
cal opinions. Maybe the most characteristic example is the Outlook
case, where Giorgos Karatzaferis, leader of an extreme right wing
party of the Parliament, was able to criticise the government that
was then in power, for its policy in the Cultural Olympiad.

Through their intervention the institutions often support the will
of the individuals to censor a certain artwork, without therein ex-
posing themselves. It is for that reason that those that decide to
censure ask from an institution to legitimise their censorship inten-
tion. In order to depose the work of Thierry de Cordier, the Board
of the Organisation for the Promotion of Greek Culture that was
organising the Cultural Olympiad adjourned and made a decision.
The judicial authorities function in the same way when they decide
to prevent or impose a censorship act. It is there where the artis-
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tic practice is revealed in its strongest stand:
the artist is asked to explain the most basic
parameters of his work in a framework that is
not related to what is the most important in the
artistic process: the freedom of expression.

There will never be conditions of absolute
freedom. Even in periods, like in contempo-
rary Greek reality, where we have an article
in the Constitution that supports freedom of
expression in the most absolute way and as
such should prevent the censorship practices,
such practices are still exercised. This occurs
because artistic expression is one, maybe the
most crucial outcome that negotiates the main
issues of an era in the most ontological way.
The artwork, the result of that expression,
embodies whatever a period is expressing.
This is something that the authorities know
very well and they will always try to prevent
freedom of expression. The visual artists but
mainly the broader artistic and academic com-
munity should always oppose these practices.
Through their work or through supporting
those who are prosecuted at times, artists
should strive to create the necessary condi-
tions that will allow their creative ideas to be
realised as well as their images to be depicted
and exhibited.

However, this last mentioned endeavour is nei-
ther easy nor obvious.
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APXEIO NOINTOKPIZIAZ
CENSORSHIP ARCHIVE

(1949-2016)*

*01 xpovoAoyieg nou avagépovtal oe napévBeon Petd Tov Titho kaGBe undBeong eival n nepiodog Aoyokpioiag Ttou épyou. / The dates that are cited in parenthesis
after the title of each case are the censorship period of the work.



YMNOBEZH FIQProY MNOYZIANH (1949)

Tov NogpBpio tou 1949, Alyo petd tn AnEn tou EpguAiou, o
Mopyog Mnouzidvng €nEOKEITO VA NPAYPATONOIACEL TNV NEWTN
peyaAn atopikn Tou €kBeon otnv ABrva, otov «Mapvaccd». Katd
Tnv npoetolyacia tng, Oéxetar eniokeyYn and Tnv aoTuvopia
KOl KOAEITAl OTO QOTUVOPIKG TPAPA TNG MEPLOXNG Y1a va OWOoEl
eENYNoELG: «H zwypapikn tou Oev €Polaze Y ONeC TIG GAAEG» Mou
yvopizav Ta o6pyava tng Taéng tnv nepiodo ekeivn. 01 eEnynoelg
nou £€6woe 0 Zwypdpog dev BewpnBnkav enapkeic ka1l Tou zntABnke
va Pnv npaypatonolnoel tnv €kBeon. TeAlkd, €nelta and napeupaon
Tou Ynoupyeiou NMaideiag, n ékBeon npayuatonoinBnke, xwpic OUWG
va yivel yvwoTto pe nolov TPONo CUVTEAEOTNKE QUTA N NApEpBaon.
Qot600, KaTd Tn 613pKeld TNG N actuvopia emtnpoloe Tov xwpo. O
1610C 0€ €NIOTOAN TOU NPOG TOoV XA1vplx MAdpxpeAvt dev avapepel
TO OUPPAV Ka1 ONPEIOVEL OTL N NEWTN AUTH ATOWIKA Tou ékBeon eixe
peydaAn emituxia.
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GEORGE BOUZIANIS CASE (1949)

In November 1949, just after the end of the Greek Civil War, George
Bouzianis was due to hold his first grand scale one-person show
in the Parnassos art center. During the preparations he was sum-
moned to the local police station to account for his work, since
his painting style was nothing like what the officers of law had
in mind as art, at the time. Clarifications were considered inad-
equate. Subsequently, the artist was asked not to proceed with
the opening. Finally, the exhibition took place after the obscure
intervention of the Ministry of Education. There was, neverthe-
less, continuous police observance throughout the duration of
the exhibition. The artist gives no account of the incident in his
letter to Heinrich Barchfeld, noting that the exhibition enjoyed
the utmost success.
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YMNOBEZH NIQProY MNOYZIANH (1949)

looownoypapia fuvaikag / Portrait of a
Woman, AN&61 oe poucaud/oil on canvas,
102x71,5 cm, 1937-40.

luvaikeia Mopgri / Female Figure, A&61 o
poucapd / oil on canvas, 95x65 cm, 1937-40.

S0

Auvo Tuvaikeg / Two Women, Nad1 oe pouoapd / oil on
canvas, 140x119 cm, 1936.

g # 77 t.l a ‘7 l:
looownoypapia [uvaikag / Portrait of @ Woman,
A361 o€ pouoapd / oil on canvas, 102x71,5 cm,

1937-40.

GEORGE BOUZIANIS CASE (1949)

Skutri Moppri / Bowed Figure, A\Gb1 o€
poucapd / oil on canvas, 116x61 cm, 1937-40.

ruvaikeio fuuvé oe npdoivo povto / Female
Nude in Green Background, A&d1 o€ ouoaud
/ oil on canvas, 83,5x6 cm, 1945 nep.

Tuvaikeia Mopgri / Female Figure, Aad1 og
pouoapd / oil on canvas, 53x32 cm, 1940-45.

KapékAa / Chair, Nad1 oe pouoapd / oil on
canvas, 104x78 cm, 1945 nep. (Aentopépera/
detail).
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MEPIOCOOZ 1945-1974

Katd tnv nepiodo and 1o 1945 wg to 1974, ekatovtddeg KAANITEXVEG,
O1aVOOUPEVOL KAl  €MIOTAPOVEG €KTEAEOTNKAV, QuAakioTnkav,
ecopiotnkav n wlnbnkav otnv autoefopia e€aitiag TNG NOALTIKNAG
katanieonc. Ynhpfav x1A1GOeC NepINTWOoELG avBpwnwy Nou oTepn-
Bnkav tn duvatdTnTa va avantlEouv ONPIOUPYIKA T1G 16€EG TOUC.

Otav pwtnABnke o TEXVOKPITIKGG KOOTAG 2TAUPONOUAOGC, NoU NEPACE
TO PeyGAo 6140TNPa twv OxeddV TPIAVTA XPOVWV OE PUAOKEG KAl
etopieg, va BupnBel XxapakTNPlOTIKEC NEPINTWOEIC Aoyokpioiag
ekelvng tng nep1ddou, andvnae:

«[lo1eg nepintwoelg Aoyokploiag pou zntdte va neplypadw; OAo1
TOTE NPAOTAV AOYOKPIPUEVOL OTIC PUAGKEG>.

Q¢ €pyo epPAnpatikd ekelvng tng nepiddou, mou TAUTOXPOVA
anoteAei nepintwon Aoyokpioiag, napoucidzetal o nivakag
Toaykapives Tng Katepivag Xapidtn-2iopdvn. O nivakac apxioe va
zZwypapizeTal o éva keAl povaotnplol oto Tpikepl to 1951, dnou
n zwypd@eog, yabntpla tou Mnouziavn, Atav e€dplotn. Anelkovizel
yuvaikeg va eniokeudzouv nanoutola cuvefopiotwy toug. Otav o1
beopopUAakeg avakaAuav To €pyo, N KAAAITEXV1Oa TIpwEnBnke 614
Euhodappou. To 1610 To £pyo bev KATAOTEAPNKE, AAAG puyadbeUTNKe
-4yvwoTOo PE Nolov TPONo- and To PHovaoTAPl.
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PERIOD 1943-1974

During the period from 1945 to 1974 hundreds of artists, intellectu-
als, and scientists were executed, imprisoned, exiled or forced to
self-exile because of the political repression. Thousands of peo-
ple were deprived of the opportunity to creatively develop their
ideas. When art critic Kostas Stavropoulos, who spent most of his
time in prison or exile during these years, was asked to remember
typical cases of censorship during that period, he said: "which
cases of censorship are you asking me to describe? We were all
censored back then, we were all in prison.”

Katerina Chariati-Sismani's painting 7sagarines (Shoemakers) is
presented as an emblematic artwork of the period and is also a
case of censorship. Chariati-Sismani began to paint the piece in
a cell at the monastery of Trikeri, where she was exiled, in 1951. It
depicts women repairing the shoes of other exiled women. When
the guards discovered the artwork, the artist, a Bouzianis’ stu-
dent, was punished by beating. The work itself was not destroyed
but it was taken out of the monastery, in an unknown manner.
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MEPIOCOOZ 1945-1974 PERIOD 1943-1974
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YNOBEZH NONDA (1952)

0 Nonda (Enapeivvoag Nanaddnouhog) e€€Beoe atov «Napvacods
(Md1og 1952) €pya pe Blalo oegouaAikd neplexdpevo. H €kBeon
aQuTA NTav n NPWTN Tou KaAAITEXVN otnv EAAGOa. Eva pépog tou
KolvoU cokapioTnke and Ta €pya kal To Al01IKNTIKG TUPBOUALO ToU
«lapvaocooUs» zhtnoe va anokaBnAwBolv ta enipaxa exkBeépata
ka1 éxkAeioe Tnv aiBouca o6nou ekBeTovtav, kaBwg Bewpnbnkav
NPOKANTIKA via Tnv abnvaikn kolvwvia tng dekaetiag tou “50.
Eneita and évroveg 61anpaypaTeloelg HeTall Tou zwypdpou Kal
tng 610iknong Tou «MNapvaccoU», Ta €pya dev anokaBnAwBnkav,
aAM\G oe oplopéva and autd tonoBethBnkav @UAAG OUKAC oTa
enipaxa onpeia. e kanoia GAAa tonoBetnBnkav palpa updopata
nou KAAUNTAV NEPIOXEC TwV EPYywV 01 onoieg BewpnBnkav doepvec.
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NONDA CASE (1952)

In May 1952, Nonda (Epaminondas Papadopoulos) exhibited works
of violent sexual content in the Parnassos art center. The exhibi-
tion, which was the artist’s first show in Greece, proved so shock-
ing to part of the public, that the Board of Directors requested
the exhibits to be taken down. Subsequently, the hall hosting the
exhibition was closed down, since the artworks exhibited were
considered indecently provocative for the 1950's Athenian soci-
ety. Following strenuous negotiations between the artist and the
Parnassos administration, the works were finally displayed. Fig
leaves were used in controversial areas, whilst black cloth covered
parts of other works considered obscene.
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YMNMOBEZH NONDA (1952)

Miooyovng pe udoka / Misogynist with Mask,
A&61 oe pouoapd / oil on canvas, 150x205 cm,
1947.

Ta dpyia tng NéoBou (Tuvaikeg e KanéAa) /
The Orgies of Lesvos (Women Wearing Hats),

Aab1 oe pouoapd / oil on canvas, 260x220 cm,

1947.

58

0 BpiauBoc tng vedtntag / The Triumph of
Youth, N&61 oe poucapd / oil on canvas,
150x205 cm, 1947.

NONDA CASE (1952)
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YMOBEZH MFIANNH TZAPOYXH (1953)

To €pyo Tou MNavvn ToapoUxn Nautng kaB10Tdg ka1 yuuvo EanAwuevo
eixe exteBel 0TO ZANne1o katd tn 61dpkela Tng NaveAAnviag EkBeong
Tou 1953 (Iavoudploc-PeBpoudplog) kal nNpokaAeoe avTiOPAOEIC.
To ¢€pyo BewpnBnke OTL Napouciaze p1a UNALVIKTIKA OPOPUAOPIALKNA
ouvelUpeon, npdyua nou BewpnBnke and Tnv Aotuvopia g
nPooPoAn tou BaoiAikoU NautikoU. To €pyo EEKPEUAOTNKE TNV
Tteheutala pepa tng €kBeong, pe tnv napepfaon tng aoctuvopiac,
WG NPOOBANTIKO KaTd TOU OTpatelpatoc. MaAlota, o ToapoUxng
avagepel nwg unnpe n anelhn 6t «n Nautikh Aotuvopia Ba ta
gkave OAa opnapdAla, av 6ev Eekpep1oTav». TOEIG UAVEC apydTEPQ,
TO KAAAITEXVIKO owpateio Apudg, 0To onoio avnke o ToapoUxng
pazi pe GAAOUG HOVTEPVIOTEG ZwyPAPoUG (Eyyovonouho, Mkika k.4.),
b10pyavwoe €kBeon otov 1610 xwpo. Ekel To €pyo ektebnke Eavd,
TonoBeTnpévo o kevtpikn BEon. To cwpateio e€€dbwoe YaAlota kal
avakoivwaon, pe tnv onoia unegpdonize tnv kaAAlTexvikn agia tou
nivaka. 2tnv avakoivwon avaeepdtav To eENG:

«To kaAAITEXVIKOV owpaTeiov Appdg dnhoi 6Tl Bewpel anapadektov
TNV OKEYPLY OTL TO €pyov Tou kupiou ToapoUxn eival buvatdv va
unoAneen wg Biyov Tnv aflonpéneiav 010UONMOTE.
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YANNIS TSAROUCHIS CRASE (19583)

The work of Yannis Tsarouchis, Seated Sailor and Reclining Nude
was displayed at Zappeion during the Panhellenic Exhibition of
1953 (January-February) and caused many reactions. The work was
thought to picture an allusive homosexual encounter, something
that police considered as an offence to Royal Navy. The work was
taken down on the last day of the exhibition under the orders of
the police, on the grounds that it was insulting to the Greek Army.
Tsarouchis states to have been threatened that: "If we had not
taken it down, the Military Police would have come and smashed
everything to smithereens”. Three months later the artistic union
Armos, to which Tsarouchis belonged along with other Modernist
painters (Engonopoulos, Gikas etc.) held an exhibition in the same
place. The work was then displayed in a central position. The union
made also a statement, in which it defended the artistic value of
the painting stating that the artistic union Armos declares that
it thinks it is unacceptable to imagine that Mr. Tsarouchis’ work
might possibly be taken as insulting to the dignity of any indi-
vidual.
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YMOBEZH MNIANNH TZAPOYXH (1953) YANNIS TSAROUCHIS CASE (1953)

Nautng kai yupvo unpootd o€ TpipuAAn népta / Sailor and Nude in Front of a Door, vepopnoyid oe xapti / watercolor on paper, 15,2x23 cm,
1948-49.

=

.}\/aUtng kaB10TS¢ ka1 yuuvo Eantwuévo / Sailor Seated and Reclining Nude, Mad1 oe kovtpanhaké / oil on wood, 31,5x36 cm, 1948 (to Aoyokpipévo
¢pyo / the censored work).
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YNOBEZEIZ OHMHTPH KANAMAPA (1962-2016)

FTn O1GpKEld TNG KAAAITEXVIKAG nopeiag tou yAuntn AnyAtpn
KaAapdpa unhpfav TEELG NEPINTWOELC AOYOKPL01aG £pYWY TOU:

H npwtn nepintwon unnpée o avopiavTag tou Kanetdv Kutta. FTninke
otnv PAwpiva to 1962, anokalnAwdnke ka1 enavatonofetndnke petd
Tov BAvaTo Tou KAAAITEXVN.

H beltepn nepintwon ntav to Mvnpeio Tou OVACKOVTOC NOAEP1OTA.
P1hotexvnlnke to 1971, AnokaBnAwBnke ka1 enavatonoBeTnBnke
PETA TOV BAVATO TOU KAAAITEXVN.

TEAOG, 0 €pinnog avdplavTag tou MeydAou Ae€avdpou avatednke
otov yAuntn to 1958 and tov Anpo PAwpivag ka1 éev tonoBeTnbnke
note otnv néAn. To €pyo xutelBnke To 1993 pe xpnuatoddtnon Tou
Ynoupyeiou NoArtiopoU npog tn 2teyn PrAotéxvwv PAOPIVAG, WG
evoldpecou Qopéa, Adyw Apvnong tou 6nuoTikoU ocupfouriou va
TO OexTEL
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DIMITRIS KALAMARAS CASES (1962-2016)

In the career of the sculptor Dimitris Kalamaras, there were three
censorship cases of his work. The first case was The Statue of Cap-
tain Kottas. It was installed in the city of Florina in 1962 and then
removed and reinstalled after the death of the artist.

The second case was the Monument of the Dying Warrior, which was
created in 1971. It was removed and reinstalled after the death of
the artist.

The third case was the Equestrian Statue of Alexander the Great.
The sculpture was commissioned in 1958 by the Municipality of Flo-
rina but it was never installed in the city. The work was cast in
bronze in 1993 with funding from the Ministry of Culture to the
Florina Museum of Modern Art — Florina Art Centre as an intermedi-
ary, due to the refusal of the municipal council.
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YNOBEZEIZ OHMHTPH KANAMAPA (1962-2016) DIMITRIS KALAMARAS CASES (1962-2016)

Mvnuelo tou Bviokovtog noAeuiotri/ Monument of the Dying Warrior, xaAkdg / copper,
1973.

0 avopidvtac tou Kanetdv Katta / The Statue
of Captain Kottas, xaAkog / copper, 230 cm
Uyog, 1962.

Epinnoc avopidvtac tou MeydAou ANeEdvodpou /
Equestrian Statue of Alexander the Great, xaAkog
/ copper, 1979.
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0O avdpiavtacg tou Kametav

YMNMOBE=ZH OHMHTPH KANAMAPA

O avbdpidvrac tou Kametdv Kotta avatébnke to 1958 «kai
prhotexvhBnke to 1961. Eknpoownnoe entonywg tnv EAAGGa otnv
Mnievaie tng AAe€dvodpelag tou i610u €toug ka1l BpafelTnke LE TO
XpUod PETAAAIO TNg O10pydvwong. STnbnke otn PAwpiva to 1962,
evw 0 yAUMTng anouciaze 01O €EwTEPIKO, O O1APOPETIKO HEPOG
and TO CUPQWVNUEVO: OUYKEKPIPEVA, o€ Ol0XWP10TIKA vnoida
NAGTOUG evOG POAIC PETPOU, oTov Opduo nou obdnyel otnv noAn.
Ayoug unveg petd, efagpaviotnke. BpeBnke og axupwva evog
xwp1oU ka1 enavatonoBetABnke oto 1610 onpeio, pe pia koAdva Tng
AEH oxeddv koAANTA otn Bdon tou €pyou. Alya xpodvia apydtepa,
anokaBnAwBnke ka1 napépeive yia xpovia oTiG anodnkeg Ttou Anyou
avapeoa oe okounidia.

0 avdplavtag tou Kanetdv Kotta, €neita anod 6109p0peC EVEPYELEG,
ekteébnke ka1 nAAl (yia Tpitn @opd) oe bnpdoia Bea to 2006,
EVVEQ xpodvia PeTd Tov BAvaTOo TOU KAAAITEXVN, OTO MAPKO TOU
Aro1kntnpiou tng PAwpELVaC, a@oU NPONYOUNEVWG ANOKATAOTABNKav
o1 @BopEg nou eixe unootel.
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Kwtta (1962-2006)

DIMITRIS KALAMARAS CASE

The Statue of Captain Kottas (1962-2006)

The Statue of Captain Kottas was commissioned in 1958 and com-
pleted in 1961. It represented Greece in the Alexandria Biennale
of the same year where it was awarded the gold medal. It was
installed in Florina in 1962, when the artist was abroad, in a lo-
cation different than the agreed one, in the median strip of the
street leading to the city, only one meter wide. A few months later
it disappeared. It was found in a barn of a village and it was in-
stalled again in the same spot as previously. An electricity pole
was placed next to the sculpture’s base. A few years later it was
removed again and was left for years in the storage area of the
municipality in the middle of garbage.

Actions were undertaken and after the restoration of its damage,
the Statue of Captain Kottas was reinstalled in Dioikitrio Park in
Florina (for the third time) in 2006, nine years after the artist’s
death.
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YMNMOBE=ZH OHMHTPH KANAMAPA
O avdpiavtag tou Kanmetdv Kwtta (1962-2006)

0 Anphtpng KaAapdpag pe to yAuntd
6nw¢ TonoBetnBnke apxikd £€w anod
v ndAn to 1962 (Apxeio I6pUpatog
Anprtpn Kahapdpa). / Dimitris Kala-
maras with the sculpture as it was ini-
tially installed in the outskirts of the
city in 1962 (Archive of the Foundation
Dimitris Kalamaras).

To y)\unto 0TO apagootdolo tou Adpou PAwpivag (and d16aktopikn 610TP1PA TNg Zupaywg Todpa, Tonia Mvriung H Anpooza rAuntikr otn Makedovia
0. 173, 2000). / The sculpture in the depot of the Municipality of Florina (from the Phd thesis of Syrago Tsiara, Landscapes of Memory, Public
Sculpture in Macedonia, p. 73, 2000).

To yAuntoé otn beltepn tou Beon pe pia
KoA6va tng AEH and niow (nep1061kd Zuydg,
T. 37, 0. 83, 1979). / The sculpture in its
second position ne to an electricity pole.
(Zygos magazine, n. 37, p. 83, 1989).

A T,
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The Statue of Captain Kottas (1962-2006)

DIMITRIS KALAMARAS CASE
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YMNMOBE=ZH OHMHTPH KANAMAPA

Mvnpeio tou Bvhnokovtog NoAgpiotn (1973-2006)

To Mvnpeio tou ©Ovnokovtog MoAepioth  @lAoTexvnbnke kal
tonofetnbnke otnv kevtpikn nhateia tng PAwpivag to 197L
MeoouUong Tng 61KTaTopiag Twv oUVTAyPaTapXxwy, To EpYo OEXTNKE
onpdola -61¢ Tou TUMOU- APVNTIKA KEITIKA and TOV PNTEOMOAITN
PAwpivng, Auyouotivo Kavuwtn, o onoiog éx1 pyoévo apvnlnke va
napaotel ota eykaivia, aAAG ouvéxioe eni pnveg -akdun Kal We
KNPUYHATa VIO TNG MntpdnoAng- va dnAwvel 610pKWG TN opodph
Tou avtiBeon wg npog Ttnv TonoBETnon tou €pyou. Me agopun tnv
avanhaon tng nAateiag, to €pyo anocupBnke olwnnpd eni noAAd
xpdvia and tn énpodola Béa. To 1975, pe andépaon tou dnuoTikoU
oupBouAiou, To €pyo enavanpoknpUxtnke, aAAG n oBevapnh Gpvnon
-ue onyooieuon otov TUno- dAwv Twv yAuntwv Tng PAwplvag va
A&Bouv pépog otov Olaywviopd pataiwoe tn O1evépyeld Tou.
Qotdo0, PeTtd Tnv anonepdtwon TNG avanhaong tng nhateiag,
To pvnpeio dev enavatonoBetnBnke otnv apxikn A oe GAAn Beon.
Metd tov Bdvato tou kaAAltéxvn, tov IoUAo tou 1997, pe tnv
enikoupia ka1l Tou EETE, wg nNpog Ta OlKAIWPATa KAl TIG VOWIKEG
ouvéneleg, 61ekO1KABNKE n enavatonoBéTnon tou €pyou. To €pyo
BpéBnke oTOV XWPEO TOU aPaéooTaciou TWV ANOPEEINATOPOPWY TOU
onpou, pe onpavtikeg OBopeg otnv nativa Tou Kal, kupiwg, pe
ONACHEVO TO peyaAlTepo Koppdtl Tng Baong tou, n onoia anoteAel
opyavikd YEPOC Tou £pyou. AnokataotdBnkav o1 znuieg ka1l to 2006
tonoBetnBnke 0To Ndpko tou Aloikntnpiou Kovtd otov avdplavia
Tou Kanetav Kotta.

2

DIMITRIS KALAMARAS CASE

Monument of the Dying Warrior (1973-2006)

The Monument of the Dying Warrior was completed and installed in
the central square of Florina in 1971. It was during the dictator-
ship rule, and the work was heavily criticised through the press by
the Metropolitan of Florina Kantiotis, who refused to participate
in the inauguration ceremony. It was the middle of the period of
the dictatorship regime. Furthermore the Metropolitan expressed
his full opposition to the installation of the artwork, even during
sermons in the Cathedral. Using as a pretext the reformation of
the square, the work was silently withdrawn from public view for
many years. In 1975 the municipal council decided to re-commission
the monument, but due to the unanimous denouncement through
the press of the re-commissioning procedure by all the sculptors
originating from Florina, and their denial to participate in the
competition, it stopped the re-commissioning. After the reforma-
tion of the square the work was not reinstalled.

After the artist’s death in 1997 there was a renewal of the demand
to reinstall the work. The work was found in the garage area of the
municipal dustcarts, with considerable damage in its patina and
its base broken. The base was created as a part of the artwork.
The damage was restored and in 2006 the work was installed in the
Dioikitirio Park, close to the Statue of Captain Kottas.
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DIMITRIS KALAMARAS CASE
Monument of the Dying Warrior (1973-2006)

YMNMOBE=ZH OHMHTPH KANAMAPA
Mvnpeio tou Bvhnokovtog NoAdepiotn (1973-2006)
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YMNMOBE=ZH OHMHTPH KANAMAPA

‘Edimnmog avdpiavtag tou Meyddou RAeg§avdpou (1979-2016)

0 €p1nnog avopidvtag tou MeydAou AAe€dvdpou avatébnke otov
yAuntn to 1958 and tov Anpo PAwplvag kal o 1979 anotéleoe tnv
enfonun ouppetoxn Tng EANGOAG otnv MnievaAe Tou 2Go NaoAo.
‘Hon and tnv tonoBétnon tou avdpldvta tou Kotta to 1962, nou
BewpnBnke NnpooBANTIKA yia Tn YvAun Tou 616T1 Tov napouciaoe wg
évav anAd Makedova xwpiko, xwpic Tnv «eBvikn npwonoinons» nou
ouvnBizotav, dpxioe n npoondbela akUPWONG TOU CUUPWVNTIKOU
yla Tov €pinno avoplavta tou Meydhou ANeEavdpou, €101kd 610T1
0TO CUPGWVNTIKG unnpxe 6pog 6Tl Ba anodobei xwpig noAepikn
egdptuon, 6nAa KTA. 01 aAAenGAANAEC avafoAéc ka1 kaBuoTePNoElg
KOTEOTNOAV 0lKOVOWPIKG adlvatn Tn xUTeuon TOU €pyou. To
Ynoupyeio MoAitiopol anopdoloe To 1993 tnv enixopriynon Tou
Anpou via Tn xUteuon tou. To Onpotikd oupBoUAlo tng ndAng
anoGEXTNKE PEV TN XPNUATIKN €NLXOPNYNON, GAAG anéppie Tn
xUTeuon Tou £pyou. AvtiBeta, npogkpive TNV enavanpoknpugn tou
d1aywviopouU. EninAgov, oplopeva PEAN Tou zntnoav tnv napadoon
TOU NPOoNAdoPaTOg NPOKEIYEVOU auTd va kataoTpagel. TeAikd, To
Anpotiké 2upBoUAio anopdoice Tn pn XUTEUON TOU €QyOU KAl TNV
ENLIOTPOPN TOU OXETIKOU NocoU 0To YM.MNO. To €pyo TEALKA XUTEUTNKE
and to Mouoelo XUyxpovng Téxvng PAwpivag, pe xpnuatodbdtnon
Tou unoupyeiou. Aev TonoBetnBnke note otn PAwplva.
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DIMITRIS KALAMARAS CASE

Equestrian Statue of Alexander the Great (1979-2016)

The Equestrian Statue of Alexander the Great was commissioned
to the sculptor in 1958 by the Municipality of Florina and in 1979
it represented Greece in the Sao Paolo Biennale. The attempts to
cancel the commissioning agreement started from 1962, the year of
the installation of Captain Kottas monument. The work Equestrian
Statue of Alexander the Great was installed in the city and was
heavily criticised for not possessing the quality of "National He-
roicness”, common at the time, especially since the commissioning
agreement had terms stating that Alexander the Great was to be
represented without panoply and weapons. The consecutive delays
made the casting of the sculpture financially impossible. Finally,
the Ministry of Culture awarded a grant to the Municipality of
Florina for the casting of the work. The Municipal Council accepted
the grant but it rejected the casting of the work. Instead, it initi-
ated a new contest. Certain members of the Municipality asked for
the plaster original to be destroyed. Finally the Municipal Council
decided not to cast the work and to return the grant to the Min-
istry of Culture. The grant was awarded by the Greek Ministry of
Culture to the Florina Museum of Modern Art — Florina Art Centre
and the work was finally cast in bronze. It was never installed in
Florina.
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YMOBEZH OHMHTPH KANAMAPA DIMITRIS KALAMARAS CASE
‘Edimmog avdpidvtac tou Meyddou AAeg§avdpou (1979-2016) Equestrian Statue of Alexander the Great (1979-2016)
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YNOBEZH MAPIAZ KAPABENA/”XINTON”

Tov Md1o tou 1971 n e1kaotikog Mapia KapaBeéAa Ba npaypatonoioloe
atopikn €kBeon otnv AlBouoa Texvng ABnvav «XiAtovs ye BEpa tnv
avanapaotaon piag euhakng. H €kBeon Ba ntav pia eykatdotaon
nou Ba kaTAyyeAAE TO xOUvTIKO kaBeoTwC. AnoteAolUvtav and
¢va dwpdtio oto kévrpo piag aiboucac. EEw and to dwpdtio
Bpiokovtav avépeikeha nou oxnudtizav pia diadpopn oTto NaTwua.
Otav o Beatig éunalve 0To dwPATio, avtikplze Ndvw OE KATACNPOUC
ToiX0oUug ypappévn pe KOKKIVN Pnoyid tn Aegn «BOHOETIA!». Eixe Adn
nponynBei €kBeon tng Tov NoépBpio tou 1970, e€icou katayyeATikA
kKatd Ttng xoUvtag, aAAd n aotuvopia eixe neplopiotel o€
«b10KP1TIKA» napakoAouBnon. H eykatdotacn npaypatonoindnke,
aAM\G TNV enopévn Twv eykawviwv TNV €NIOKEQTNKE UPNASBabuo
KALJGKIO XOUVTIKWV OTEAEXWV KAl To Ppddu Tng i61ag pepag n
¢kBeon kataoTpdpnke. H povn Tekunpiwon tou €pyou eival kanoieg
PWTOoyPapiec nou TpaBhAxTnkav Tn Yépa Tng eykatdotaons. H Mapia
KapaBéra 61€puye TiG endpeveC Yépeg otn FTaAAia, 6nou napéuelve
QUTOEEOPI0TN PEXPL TNV ANOKATACTAON TNG Anpokpatiac.
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(1971)

MARIA KARAVELA CASE/”HILTON” (1971)

In May 1971 the artist Maria Karavela held a one-person show in the
Gallery of Athens “Hilton” with the theme being the representation
of a prison. The exhibition would have been an installation, which
would have denounced the junta regime. It consisted of a room in
the center of a hall. Outside the room mannequins were displayed
in such a way creating a path on the floor. When viewers entered
the room, they saw on white walls the word "HELP!" painted with red
color. This exhibition was preceded by another one in November
1970, equally against the dictatorship, but the police exercised
only a "discreet” observing. The installation was completed, but on
the day after the opening, it was visited by a high ranking team
of the dictatorship government’s members and that same night the
exhibition was destroyed. The only documentation of the work is
some photos that were taken on the day of the installation. A few
days later Maria Karavela fled to France, where she stayed self-
exiled until the restoration of the democratic State.
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YNMOBEZH MAPIAX KAPABENA/”XINTON” (1971) MARIA KARAVELA CASE/”HILTON” (1971)
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YNMOBEZH OHMHTPH ZAMNPANIOH (1971)

0 6npoo10yPAPog AnuntENg 2anpaviong, andpoitog Tng AVWTATNG
IXOAMG Kahov Texvav, eixe ekBéoel oapdvta nivakeg oe OTUA
NnOOTEP, HE AVTIOTAOLaKO NEPLIEXOPEVO, VIOKOUPEVTA aveleuBepiag,
OnwG Ta xapaktAplze, otnv EAAnvoeupwnaikh Kivnon Newv. H
Kivnon ntav évag 6paotAploc avTioTaoiakds noAog, o onoiog, Peoa
anod MNOAITIOTIKEG €KONAWOELC, KIVNTONOIOUCE O AVTIOIKTATOEIKA
bdpaotnpidétnta. 2ta eykaivia tng ékBeong napafpébnkav Avopeg
NG AoPAAELaC Ka1 avaPeod Toug yvwoTol facavioTeéC Tng xouvTac,
6nwc o M. MndunaAng kar o K. Kapanavaylwtng, nou ouveAaBav
OPIOPEVOUG and TOUG EMIOKENTEG, €VW ANeiAnoav kai Tov Anpntpn
Yanpavion. Tpelg pépec apydtepa, n aotuvopia napeveéRn kal
unoxpéwoe tov 2anpavion va khefoel tnv €kBeon, evw To yeyovog
unnpée n apopun yia Tn 61¢Aucn tng Kivnong, éne1ta and 61kaoTikA
anoéeaon.
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DIMITRIS SAPRANIDIS CASE (1971)

Journalist Dimitris Sapranidis, a graduate of the Athens School
of Fine Arts, had exhibited 40 poster-style pictures, with impres-
sive content, in the Hellenic European Youth Movement. These pic-
tures had resistance-relevant content and he called them docu-
ments of oppression. The Hellenic European Youth Movement was
an active pole of resistance, which, through cultural events, mo-
bilised people against the dictatorship. Security police officers
and among them Babalis and Karapanayiotis, well-known torturers
of the Greek junta, were present at the opening of the exhibition.
On this day they arrested some of the visitors and threatened
Dimitris Sapranidis, as well. Three days later, after police inter-
ference, Sapranidis’ exhibition was forced to shutdown. Following
this event a juridical decision imposed the closing of the Hellenic
European Youth Movement.
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YNMOBEZH OHMHTPH ZAMNPANIOH (1971)

L

BUS ONLY, naoTéA, KOAGZ KOl XQPAKTIKA O€ KLEPSIDRA, nacTEA, koAGZ ka1 xopoKth
Avoheouy / pastel, collage, linoleum, 1,20x85 cm,  oe AlvdAeoup / pastel, collage, linoleum,
1970-71. 1,20x85 cm, 1970-71.

linoleum, 1,20x85 cm, 1970-71
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DIMITRIS SAPRANIDIS CASE (1971)

1821, nacTtéA, koAdZ ka1 XapakTikG oe AivoAeoup / pastel, collage,
linoleum, 1,20x85 cm, 1970-71.

Anuwodpynoxy
£xBiosig Bbhiav kol CLwypoPLki...
NMP.: Md& odtd duecyopederon;

M.: Z' Eva mivaxe LaypodLKhig
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= Ebale, Umovoolas miv émavdoToot,
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YMNMOBEZH HNIA OEKOYNAKOY (1972)

T1¢ 2 Maptiou 1972, otnv AiBouca Téxvng ABnvov «XiAtovs, o
HAlag AekouAdkog enpokelto va napoucldoel Tnv €kBeon Tou
«Zwypa@ikn 1969-1973». H £kBeon nepiAduBave €pya (NPECAPIOPEVA
nooia, napdbupa pe kAYKEAQ, YUUVEG YUVAIKEIEG (1yOUPEC) MOU
anoteholoav oapn KPITIKN evAVTIOV TOU KABEOTWHTOC TNG XOUVTAG.
Ta €pya Napouc1dzovTav o€ Eva PEYAAO HEPOG TWV XWPWV UNoOOXNG
Tou Eevodoxeiou. Qotdoo, tnv napapovh twv eykalvivv, unipgav
katayyeAieg katd tng €kBeong otn OielBuvon tou Eevodoxeiou
ka1 otnv aotuvopia. Inpelwtéov T tnv 1010 PEpa n aoTuvopia
610pyAvVWVE TOV €TNC10 X0pd TNG o€ aifouca tou Eevodoxeiou. H
b1e08uvon tou Eevodoxelou zhtnoe va agaipeBolv kdnoia €pya,
XxwPIc OPwG va undpxel KANO10 OXETIKO £yypAPO ANd TNV acTuvopia
UE EVTOAN y1a anokaBnAwon toug. O AekouAdkoc apvhBnke va kdvel
onoladnnote apaipeon kal aklpwoe Tnv €kBeon. Ta €pya Tou, TEAIKA,
ecetednoav otnv AlBouoa Téxvng «Neeg Mop@pecs», otnv onoia non
napouolazotav atoplkn ekBeon Tou 10iou pe €pya nponyoUpevng
nep16dou. Aev unnpée NepAITEPW NapEépBaon tng aotuvopiac.
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ILIARS DEKOULAKOS CASE (1972)

On March 2, 1972 at the Gallery of Athens “Hilton” Ilias Dekoulakos
was going to display his exhibition “Paintings 1969-1973". The ex-
hibition contained works (presenting pressed feet, windows with
bars, naked female figures) that were a clear critique against the
junta regime. The works would be displayed in large parts of the
entrance hall of the hotel. However, at the day of the opening,
reports against the exhibition were made to the Hilton hotel's
management and the police. It is notable that on the same day
the police held its annual ball in the hotel’s hall. The hotel’s man-
agement asked that some of the works be removed. There was no
relevant document from the police demanding the removal of the
works. Dekoulakos refused to comply and cancelled the exhibition.
Finally the works were displayed at the Art Gallery Nees Morfes,
where there had already been an exhibition of his, with works from
previous periods. There was no further police interference.
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YMNMOBEZH HNIA OEKOYNAKOY (1972) ILIAS DEKOULRAKOS CASE (1972)

Xeipovouia / Gesture, enamel, 130x162 cm, 1971.

Avdnauoig / Relaxation, enamel, 111x136 cm, 1969. Znoudri / enamel, 114x146 cm, 1972. Epdtnua / Question, enamel, 180x106 cm,1970. AtitAo / Untitled, enamel, 195x130 cm, 1971.
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YNOBEZH NEPIOOIKOY ZHMA (1975)

Tov Agképfplo tou 1975 To nep10d1kd SHMA KuKAOPOPNOE TEUXOG
TO 0noio NTav aPlEPWPEVO OTNV eAANVIKN ekboxn tou O1eBvouc
KaGAAITEXVIKOU Kal AoyotexvikoU kivApato¢ Underground kail
nepiAappave kefpeva kal okitoa and Ttnv avtiotoixn eAANVIKA okNVA.
YnoPANBnke phAvuon TPlwv eVOlAQEPOPEVWY MOU XAPAKTNELZAV
TO Nep1exOUEVO TOU TeUxoug Aogpvo kal unéBalav aitnon otov
€10ayyeA€a va 61kaoTouv 01 €kOOTEC kAl 01 ouyypapeic pe Bdon
Tov vOpo nepl actpvwy. TeAikd, o eroayyeheéag doknoe 6iwEn povo
yla €va agpnynua kal éva noinpa. To MAnppeAeiodikeio ABnvav
aBwoe To NeP1061kd. ACKNBNKE £QECN, UNEP TOU VOUOU, KATA TNG
aBwwTikAc andpaong. To Epeteio ABnvwv aBwwoe Toug NapAyovTeq
NG €kOOONG ToU Nep1od1koU. MNpdedpog oto Epeteio ntav o Navvng
Nteyidvvng, o O1KaoTNG NoU NPONOEEUCE OTN 61KN Twv NPWTAITIWY
TOU anpiA1avou nEaglkonnpaTog.
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SIMA MAGARZINE CASE (1975)

In December 1975 SIMA magazine published an issue dedicated to
the Greek version of the international artistic and literary move-
ment known as Underground. The issue included texts and sketches
from Greek writers and artists. A suit was filed by three concerned
citizens, who characterised the content of the issue as obscene.
They requested from the Public Prosecutor to bring the editors
and writers to justice according to the law for obscene material.
The Public Prosecutor decided to indict the editors and artists
only for one short story and a poem. The Magistrate's Court of
Athens acquitted the magazine. An appeal was brought against
the verdict of "not guilty”. The Court of Appeal of Athens acquit-
ted those who were in charge of the issue. The President of the
court was judge Yannis Deyannis, who later presided the court at
the trial for the military coup of the dictator’s regime.
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YNOBEZH NEPIOOIKOY ZHMA (1975) SIMA MAGARZINE CASE (1975)

‘Ev gedidt 17 tol altold «mepiodixois eixo-
vierai Bpépog, pé youvev 10 JEvimTIKGy Tou
dpyavov, telodv év drmoyavvedoer, miflavis g
TEKVOV TOSIKOUavDY,
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YNMOBEZH MAPIAZ KAPABENA/ANTIZETAZH (1978)

To 1978 n eikaotikoc Mapia KapaBéAia, nou eixe AoyokpiBei ka1 eni
o1ktatopiag, etoipaze €va noAlpop@po Gpwpevo yia Tnv EBvikA
Avtiotaon pe titho «Avtiotaon tou 40 otnv EAAGOO». TO E1KAOTIKO
autod eyxeipnpa enpodkelto va npayuatonoinfei to kahokaipl tou
1978 oe dekanévte Touldxiotov Anpoug yUpw and tnv Abnva. To
dpwpevo nepiAappave, petafly GAAwv, Kal €va VIOKIPAVIEQ nou
KaTEypage Paptupiec aywviotwv Tng Avtiotaonc. MPokelpévou
va npofAnBel oto koivd To vrokipaviép, €npene va eykpiBel anod
tnv Npowtofabuia Enitponn vyia tov €Aeyxo Twv oevapiwv twv
KIVNPOTOYPAPIKKOV TAWVIwV Tng levikAg Mpapuateiag Tunou kail
NAnpogoplwv. H Enitponn anopaoloe 0Tl TO VTOKIMAVTED Oev
¢npene va npoPAnBel 61611, petafy GAAwv, ATAV POVOPEPEG KAl
avapoxAeue noAltikG ndadn. H anaydpeucn tng taiviac otapdtnoe
Kal tnv npaypatonoinon tou e1kaotikol oxediou «Avtiotaon Tou
40 otnv EAAGOO».
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MARIA KARAVELA CASE/RESISTANCE (1978)

In 1978 artist Maria Karavela, who was censored during the dicta-
torship period, was preparing a multiform happening about the
National Resistance with the title "40's Resistance in Greece”. This
artistic project was going to take place during the summer of
1978, in at least fifteen municipalities around Athens. The happen-
ing would have included among other things a documentary, which
recorded Resistance fighters' recollections. In order for the docu-
mentary to be showed to the audience, it first had to be approved
by the Primary Committee for the Examination of Film Screenplays,
of the General Bureau for Press and Information. The committee
decided that the documentary must not be presented because,
among other criticisms, it was considered one-sided and agitat-
ing in terms of political passions. The ban of the film also stopped
the realisation of the artistic project "40's Resistance in Greece.”
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YNOBEZH NAPIZAZ/ANQNYMOZ KANNITEXNHZ
(ENEITA AMNO AITHMA TOY) (1986)

O €1Ka0TIKOG €NPOKEITO VA NPAyPaATONOINCEl ATOWIKA €kBeon otn
Anpotikh MivakoBhkn Adploag - Mouoeio I.1. Katoiypa. O dbhuapxog
anaitnoe va anooupBolv o kaTtdAoyog ka1 6oa and ta épya Bewpnoe
doepva.

O kaAAITEXVNC o€ €vOelEn d1apapTupiag enélete va ekBeoel Ta €pya
Tou oe unaibpla €kBeon otnv 066 Mapivou Avtuna. H aotuvopia
KOTAOXEOE TA NEVTE eNiaxa €0ya KAl OUVEAQRE TOV KAAAITEXVN. ZTNn
OUVEXEL, NpoonxBn oto AUTOPwPO Pe tnv Katnyopia ot efebete
adoepva epya. H undBeon ekdikdoTnke KAl 0 KAAAMTEXVNG aBwwBnke
KaTa nAcloPnpia. O €10ayYEAEQG AOKNOE €QPEON KAl O KAAAITEXVNG
KaTadikaotnke and to Epeteio Adploag oe TPELG PAveEG QUAGKLON,
UE TEIETA avaoTOAN. O KAAAITEXVNG NPOCEPUYE KATA TNG andpaong
otov Apelo MNdyo, 6nou ka1 enkupwBnKe N KATAOIKAOTIKA AnOPACN
Tou Egeteiou. Eva and ta €pya tng €kBeong, 70 KATWOEVTOVO,
kataoxeBnke ka1l napepelve otnv ElcayyeAia Aapiong we neiotnplo.
0 nivakag 7o katwoevtovo anoteAel 100G TO Hovadikd AOYOKPIPEVO
€pyo Tou onoiou n TUXN NAPAPEVEL dyVwOoTn.
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LARISSA CASE/UNNAMED ARTIST
(PER THE RRTIST’S REQUEST) (1986)

The artist was scheduled to have a one person show at Municipal
Art Gallery of Larissa - G. I. Katsigras Museum. The mayor demand-
ed to seize the catalogue and that works that he thought to be
immoral be removed. He stated that they were immoral.

The artist protested by displaying his works in an outdoor exhibi-
tion on Marinou Antipa street. The police confiscated the five con-
troversial paintings and arrested the artist on the grounds that
he was displaying immoral works. The case went to trial and the
artist was found innocent. The public prosecutor appealed and the
artist was charged by the Court of Appeal, Larissa, with a three
month imprisonment, with a three year parol. The artist appealed
to the court’s decision to the Supreme Court, Arios Pagos, where
the condemning decision was ratified. One of the exhibition’s
works, the Bottom sheet, was confiscated and remained in public
prosecutor’s Office in Larissa as crime evidence. This painting,
the Bottom sheet, is perhaps the only censored work whose fate
is still unknown.

99



YNOBEZH NAPIZAZ/ANQNYMOZ KANNITEXNHZ
(ENEITA AMNO AITHMA TOY) (1986)

W ZUVEANPUI O 1010G KAl

Ta épya Tou Iuw&m— BimA@vovral Kkai

paledovral ano rov nelddpopo Tng odol Avrina,
Alyo pera nv éxBeon Touc.

mr' TeAeutaioe pépTuc Katnyopioc
NAPAITHONKE katéBeoe o Biddorahog K. Tewpy.

;u"“ﬂpﬂmu“ AMNO THN AHMOTIKH Blaxakne o D"ﬂIDq unootnplEe kal
Pitoou - MiA MéE NINAKOGHKH ereivog 6TLTa £pya eival doeuva kai
ik ardun, anavrivrag oTie EpWTHCEIS
oT ﬂ\\'_ Me erotodd) Tou omy ~EheuBe- TWV guvnydpwy unepdamione, Thvi-
pia= o xakhmiywne K. xp. MNavvide, AT
# YICHPABEL EYMIAPATTATHE HOEC YVOPIOE Ta MOpakdTe: o o Emethq‘mpumﬁﬂﬂll; Reey.
LANOTONKOLMOTOY INEYMATOL «Ma Adyoug Toueg onoloug ava- apyalwy ehhnvikiyv Epywy TEXVIG
DT e A Mg rismast b pEpw OB EMoToAY pou NG 6.10.86 MpENEL va Byouv and Ta pouceia,
S npds Tov npdedpo Kai Ta pEkn Tou npooBitovTag 6T Ta ouyKekpipéva
._...:H'.'.“:...""“h"': o S e, e SwwnTirod oupBouliou g Anpo- Epya Sev Ta Bewpoloe Epva Téxvne.
i o e s e et s e 4 T MivakoBhkne Adpioag, uné-
- - T Baka v napaitror pou ano pEkog
mes.
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LARISSA CASE/UNNAMED ARTIST
(PER THE RRTIST’S REQUEST) (1986)
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Ardun o Sikaotripo Siftake v
Sripcuon Tou Emipaxou mivaka Kai
Qv EMOTOOEN TV WITOAOTTWY.

unoothpiEs 6T To Eva and Ta névTe
(KaTwoévTovo) epninTel oto vpo
nepl Qoépvioy Kal MPENEL va Knpu-
yoel évoxoe.
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YNMOBEZH MAPTIN ZKOPZEZE (1988)

H tawvia tou Méptav 2kopoéze O TeAeutaioc leipacudg, Baciopevn
0to opwvupo BiBAlo tou Nikou Kazavtzdkn, €kave npeplépa OTIG
abnvaikég aifouceg otig 13 OktwPpiou 1988. H Iegpd 2Uvobdog
eixe zntAcel Tn pataiwon TWv NEOYPAUUATIOUEVWY MNPOBOAWY
otnv EAANGGa und to @OBo avubdpdoewv. 01 teleutaieg bev
anopeUxBnkav, kaBwg opddeg AaTKWV KAl 1EPWHEVWY, (QEPOVTAG
oTaupoUlc kal pwvazovtag cuvBnpata, BeeBnkav va 61adnAwvouv
€€w and Klvnuatoypdpoug neiv kal katd tn O1GpKeld NPOBOAWY.
Y€ NePINTWOEIC a1Boucwyv, 6nwg o1 «Onepas» kal «Eunaccous, To
OUYKEVIPWUEVO NANBog, napd tnv napoucia twv MAT, €10€BaAe
OTO €0WTEPIKO TOUG, KATAOTPEPOVTIAC kaBiopata kal pnxaveg
npoPoAnG ka1 oxizovtag to navi tng 0Bovng, KATL Nou €yive ka1 and
HEPOVWHEVO BTN 0TO «TponikAA». H E1oayyeAia NMAnppeAe1ob1kov
Ttng ABAvag Oev Bepnoe OT1 unnpxe KATL NOLVIKA KOAAGOLPO 0Ta
€Nel0001a KAl Ol MEPLOCOTEPOL KIVNUATOYPAPOL EMEPEIVAV OTNV
npofBoAn tng taiviac.
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MARTIN SCORSESE CASE(1988)

The Last Temptation of Christ, a film by Martin Scorsese, based on
the novel by Nikos Kazantzakis, opened in Athens on October 13th,
1988. The Holy Synod, fearing counterblasts, had requested the
cancellation of the scheduled screenings. The reactions, though,
couldn't be avoided, as groups of people and clerics, carrying
crosses and shouting chants, demonstrated outside the cinemas
before and during the screenings. In the cases of “Opera” and
"Embassy” cinemas, despite the presence of special police forces,
the gathered crowd broke into the cinemas, destroyed seats and
machinery and torn the screens. This last action was repeated by
a single spectator in "Tropical” cinema. The Public Prosecutor de-
cided that there was nothing punishable in the relevant film and
most of the cinemas insisted on the scheduled screenings.
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YNMOBEZH MAPTIN ZKOPZEZE (1988) MARTIN SCORSESE CASE(1988)
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YMNMOBEZH B800QPOY AFrENONOYNOY (1990)

To 1990 o oknvoBetnc ©6OwpPog AyyeAdNOUAOG kAl TO Ouvepyeio
Tou eTolpdzovTav va Eeklvnoouv Ta yupiopata tng Tawviag To
Metéwpo Briua tou fleAapyou otn PAGPLvVa. TNV NPWTN NUEPT TWV
yuplopdtwy o pntponoAitng PAwpivng, Mpeonwv kar Eopdaiag
Auyouotivoc Kavtiwtng O10pyGvwoe PeyAAN OUYKEVTOWON £Ew
an6é T MntpdénoAn ng PAwplvac evavtiov tng Tawviac. O1
UNOOTNPIKTEG Tou TonoBeétnoav navo d1apaptupiag ota oknvika
nou eixav eykataotabei otov notapd 2akouAéBa, eve Ta peyaewva
Tng néANg peTéd1dav TO KNPUYPA Tou Pntponoiitn, kabiotoviag
aduvatn Tnv npaypatonoinon twv yuplopdtwv. MapevéRn n
aotuvopia yia va anotpéyel ta eneloddla kAl va eMTEEPEL TNV
uhonoinon twv yuplopdtwy. O pntponoAitng Auyouotivog apdploe
Tov Ayyehonouho kal 6Ao To cuvepyelo Tng taviac.
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THEODOROS ANGELOPOULOS CRASE (1990)

In 1990, the filmmaker Theodoros Angelopoulos and his crew were
about to start shooting the movie The Suspended Step of the Stork
in Florina. On the first day of filming, Augoustinos Kantiotes, Met-
ropolitan of Florina, Prespa and Eordea, organised a large rally
outside the Cathedral of Florina against the film. Augustinos sup-
porters placed protest banners at the scenery which was installed
on the river Sakouleva. At the same time, the city’s loudspeakers
broadcasted the sermon of the Metropolitan, making it impossible
to carry out the shooting. Police intervened in order to prevent
riots and in order to allow the implementation of the shooting.
Augustinos excommunicated Angelopoulos and the entire film crew.
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YMNMOBEZH B800QPOY AFrENONOYNOY (1990)
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THEODOROS ANGELOPOULOS CRASE (1990)
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YNOBEZH TAMAPA (1998)

To Eikaotikd Keévtpo ZUyxpovng Téxvng tng Adpioag (UEPOC Tou
AiktUou NoAewv tou Ynoupyelou MoAitiopol) @lAogevnoe kal
b10pyavwoe to AleBvég PeoTIPAA GedTpou 2Kiwv (AnpiAlog 1998).
Emokéntng tng €kBeong d1apaptupnbnke otoug uneuBUvoug Tou
EikaotikoU Kévtpou zntwvtag va anooupBei to €pyo Tng Tapdpa.
Tov eixe evoxAnoel pia gryolpa BedTEOU ZK1WV TNG KAAAITEXV1OAG,
NoU ANELKOVIZE €vav ECTAUPWHEVO XPWHUATIOPEVO HE HAUPO XPWHA.
Aotuvopikoi €oneucav otov xwpo TNG €kBeong kal anaitnoav,
xwpig va enideifouv kdnoia 6101kNTIKN N OIKACTIKA ANOPACN, TNV
anokaBhAwon tou €pyou. H Tapdpa, nou Bpiokdtav otn AdpPloa
yla TG ekbdnAwoelc tou PeotiBAA, mAnpogopnBnke and Toug
b10pyavwTEC TOOO TO cupfdv, 600 ka1 Tnv undBeon tng AdpP1oag
(1986), 6nAadn tnv kaTadikn TOU EYNAEKOUEVOU KAAAITEXVN KA1 TNV
KaTAoXeon Tou €pyou Tou O€ka xpovia nplv otnv {61a noAN. Enelta
anoé autod ano®docioe va anocUpel TO €pyO TNG.
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TAMARA CASE (1998)

The Visual Arts Center in Larissa (under the auspices of the Min-
istry of Culture) organised and accommodated the International
Shadow Theatre Festival (April 1998). One visitor protested vig-
orously against Tamara’s work, specifically against a figure rep-
resenting a Black Christ. Police force arriving at the venue de-
manded that the work be taken down. However, the demand was
not followed by administrative or judicial proceedings. Tamara,
who was in the city of Larissa at the time for the festival, was
informed about the occurrence in addition to the Larissa case
(1986) that occurred ten years previously. The above mentioned
case involved the conviction of the artist along with the confisca-
tion of his work. Thus, Tamara decided to withdraw her work, the
Black crucifixion.
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YNOBEZH TAMAPA (1998)
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TAMARA CASE (1998)

TA IIAOH ETHN TEXNH

«Anoxafnlwon»
Ivéovijoiou Xpiotou
oto Oéatpo LK1V

O1y0ipa- MPoxEAEDE ooTuvopIKT encyfoan!
* «Zéflopo 10 1180 00S, ahAG civar TéyT Méei 0 Tapapa

Tnv «arokaBrAwaorn» ané mv ex-
Beon Twv SEKA KPATWV TIOU CURLE-
TEXOUV, Lag pryoupac e Ivdovn-
oiag, mou napiotave, oxedov ena-
KpiBuwg, Tov Eotaupwpévo. H ou-
ouwdng Siagopd rjrav oTo NPoow-
o Tou Xpiotou, mou avti yia To
YVWoTé pag g OOV,
ExkAnoiag, undpxel pia Karauau-

To npéowno
Havpo Kat doynuo, rou 8e Bupilel
Kam avBp@mvo.
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YMNMOBEZH XAPH MAYPOY (1999)

Tov Iavoudplo Tou 1999 enpodkelto va npaypatonoinBel n ékBeon
«Euoi Eudv» oto naA1d Anpotikd Noookopeio Natpwy, und tnv alyida
Tou Anpou NMatpéwv. H €kBeon eixe okond va cuvodeUOoEL E1IKAOTIKA
To teAeutaio natpivd KapvaBdAl tou aiwva. Ta eykaivia eixav
opiotel yia tnv 1In Iavouapiou ka1l o katdhoyog eixe non Tunwbel.
Y11¢ 8 Iavouapiou, wotdoO, €0MEUce OTOV XWPEO TNG €kBeong n
unetBuvn eni Twv noAltioTikWV Tou Anpou, n onoia anaitnoe va
unv avaptnBolv tpia and ta névie €pya TOU zwypdgou Xdpn
MaUpou, nou aneikdvizav Ue x10UPop Zeuydpla va oUVOUC1azovTal.
Napd tig npoondfeleg tou Malpou kal TNG eNPEANTEIAC Mniag
NanabonoUAou va petaneiocouv TOuG NAPAYOVTEG TNG TOMIKNG
autodloiknong, Ta €pya anopakpuvBnkav and tnv ekBeon.
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CHARIS MAVROS CASE (1999)

In January 1999 the exhibition “Evi-Evan” (Euoi-Eudv) was to be
held in the old Municipal Hospital of Patras, under the auspices
of the Municipality of Patras. The exhibition aimed at visually ac-
companying the last Patras Carnival of the century with visual
artworks. The opening had been set for January 11 and the cata-
logue had been printed. On January 8, however, the head of the
Municipality's cultural sector rushed to the area of the exhibi-
tion and demanded that three of the five paintings by the art-
ist Charis Mavros not be displayed. The paintings were depicting
humorously couples having sex. Despite the efforts of Mavros and
the curator of the exhibition, Bia Papadopoulou, to dissuade the
Local Government's officials, the paintings were removed from the
exhibition.
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YMNMOBEZH XAPH MAYPOY (1999)

Xwplic Titho 1/ Untitled 1, N461 o€ navi / oil on canvas, Xwplic Titho 2/ Untitled 2, \&61 oe navi / oil on canvas,
140x180 cm, 1998. 140x180 cm, 1998.

Evveoxioav 1o A10vuGo

ZOKIN.. ITINEAIEE EGEZAN EPIA YIIO ATIOZYPEH ETHN EKOEEH «EYOI EYANy

To Kogvabaht... £ge oo

- # «KAKH ZTITMH TOY AHMOY» AENE OI ANOPQITIOI THE TEXNHZ
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CHARIS MAVROS CASE (1999)

Xwpls Titho 3/ Untitled 3, AN&61 oe navi / oil on canvas,
140x180 cm, 1998.

K dpee, ¢ Anpee oty
Royopive Epya te xieonet
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Xwpl Titho 4/ Untitled 4, Nad1 og navi / oil on canvas,
140x180 cm, 1998 (auto 1o £pyo unnpge To POVO £0YO
NG 0€1pdG TV TE00dPWY £pywv nou dev Aoyokpibnke /
this work was the only one from the series of four that
was not censored).

Kémpe fiove
felumad TnTas

o 1> Euol L7



YNOBEZH NOYTZEZAP MNOFIANTZIE® (1999)

To €pyo Eupwnaikég kapt nootdA Tou BoUAyYapou KaAAITEXVN
NoUtoezap Mnovyiavtziep (Luchezar Boyadjiev) eixe nepiAngBei
otnv neplobelouoa ekBeon «AvakaAlntovtag evav Aad: Zlyxpovn
Téxvn ota BaAkdvia» (Discovering a People — Contemporary Art in
the Balkans), n onoia 61anmpaypaTeudTav TNV €vvola TWV €0VIKQOV
ouvopwv. H npwtn otdon tng £kBeong ntav oto Makedovikd Mouoeio
YUyxpovng Téxvng otn ©ecoalovikn, an” énou o1 Eupwnaikés KapT
nootdA eixav anooupbel. Otav To €pyo enpdkeito va exktebel
0to Anpotikd Mouoeio KapdAag, o 6npapxog tng noAng, 2tdbng
Ep1puAAiONG, anaitnoe va e€aipeBei and tnv €kbeon, Bewpwvtag
Ol anoteAel aAuTpwTikn BouAyapikn nponayavda. To €pyo bev
ektebnke, n €kBeon, wWOTOOO, NPAYPATONOINBNKE KAVOVIKG HE Ta
unoloina €pya. H anépacn obnynoe tov 61euBuvTh TNG ANPOTIKAG
MivakoBnkng, Mavvn ToeBpepe, oe napaitnon kat anaitnon tou
dnudpxou.
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LUCHEZAR BOYADJIEV CASE (1999)

Luchezar Boyadjiev's (a Bulgarian artist) work Cart-Postals of
Europe had been included in the touring exhibition "Discovering
a People: Contemporary Art in the Balkans”, which dealt with the
meaning of national borders. The exhibition was first presented
in the Macedonian Museum of Contemporary Art, where the Cart-
Postals of Europe was withdrawn. When the exhibition was about
to start in the Municipal Museum of Kavala, the mayor of the city
Stathis Erifillidis demanded that Boyadjiev's work should be ex-
cluded from it, considering it as expansionist Bulgarian propa-
ganda. Boyadjiev's work wasn't exhibited, but the exhibition pro-
ceeded as planned with the rest of the exhibits. This event led to
the resignation of the director of the Municipal Museum Yannis
Tsevremes, as it was demanded by the mayor.
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YNOBEZH NOYTZEZAP MNOFIANTZIE® (1999) LUCHEZAR BOYADJIEV CASE (1999)
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YMNMOBEZH FTKEPXAPNT XANTEPEP (2003)

To €1KOVOYPAPNUEVO 0ATIPIKG AeUKWPA TOU AuOTP1aKOU MKEPXAPVT
Xavtepep H zwr tou Inoou agnyeitalr tn zwn tou XplotoU We
X10UJOP10TIKG TPONO KAl PE AIXUEG y1a TO lepateio. H EioayyeAia
ABnvov napnyyelAe otnv AogdAela va npofel oe katdoxeon Tou
B1BAiou ka1 va d1evepynoel eneiyouca npoavakpion yia To adiknua
g kaBuBpiong Bpnokeupdtwy peow TUnou ka1 va O1epeuvnBel To
eVOEXOPEVO TEAECEWC TNG Aflomolvng npda&ng tng Oiapnuiocwg
VAPKWTIKWY. YAdAAnAol tng EioayyeAlac npoxwpnoav otnv katd-
0X£0N TwV avUITUNWY Nou unApxav ota cnpeia nwAnong tou BiBAiou.

H unoBeon ekdikdotnke and to NAnppeAelodikeio ABnvwy, To onoio
katadikaoe Tov Xavtepep o€ eEAPNVN QUAGKLION, £V aNAAAGXTNKaV
1600 0 €KOOTIKOC 0ikog OEU, 600 Kal 01 1610KTATEC TWV TECCAPWY
BiBAlonwAeiwv. Eniong, To NAnpueAelodikeio ano@aoloe va eniku-
PWOEL TNV KATAOXEON KAl va O1aTAEel TN ONpPEUON Twv avTitinwy
TOU AEUKQPATOC. Katd tng andeaong acknBnke €peon. H €peon
ekb1kGoTnke and To Epeteio NAnppeAnpdtwy ABnvayv, To onoio kal
aBwwoe opdewva Tov Xaviepep.
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GERHARD HADERER CASE (2003)

Gerhard Haderer’s illustrated satirical book 7he Life of Christ hu-
morously narrates the life of Jesus Christ with hints about the
clergy. The Athens’ Public Prosecutor’s office ordered the confis-
cation of Haderer's book in addition to urgent preliminary inves-
tigation on the grounds of “abuse of faith” and the possibility
of the offense of drug advertising. The copies of the book were
promptly removed from all bookshops and of sell points. The Mag-
istrate’s Court of Athens sentenced the artist to six months im-
prisonment whilst the publishing house Oxy and the four legally
responsible bookstore owners were acquitted. Furthermore, it
validated the confiscation order. The Court of Appeal unanimously
acquitted Haderer.
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YMOBEZH FTKEPXAPNT XANTEPEP (2003) GERHARD HADERER CASE (2003)

BERHARD HADERER
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YMOBEZH OUTLOOK (20083)

To 2003 oto nAaioio tng €kBeong Outlook eixe ektebel, petagu
AAMwv, ka1 To £pyo Asperges me ( NOTI0E Pe) Tou BEAYOU zwypdpou
Tiepi vte Kopvtie (Thierry de Cordier). H 61eBvig €xBeon Out-
look ntav evtaypévn otnv MoArtiotikn OAupnidda. H €xkBeon
enixopnynnke ka1 61o0pyaveBnke and to Ynoupyeio MoAitiopody,
pEow tou OpyaviopoU MpofoAnc EAAnvikoU MoAitiopou (ONEN).
KaAAitexvikog 61euBuvtic tng éxkBeong eixe oplotel o Xpnotog
Iwakepiong. O Bouheutng Nwpyog Kapatzagépng, npdedpog tou
NAaikoU 0pBodofou ZuvayeppoU, KaTEBECE €pWTNON OTN BOUAA,
nou aneuBuvotav otov Ynoupyd MoArtiopoU EudyyeAo Bevizého,
ZNTWVTAg TNV anopdkpuvon Tou €pyou. Alyeg pépeg apydtepa, TO
€pyo, Pe anoégaon tou AloiknTtikoU >upBouAiou tou ONEM ka1l Tn
oUPOWVN yv@UN Tou KaAAITEXVIKOU OleuBuvtn, anokaBnAwBnke.
AUo xpovia apyotepa, o TeAeutaiog napanéupbnke ce Oikn yia
TNV enthoyn Tou va evtdéel otny €kBeon tov ev Adyw nivaka. H
aBowon tou Baociotnke kupiwg oto yeyovdg Ol eixe ouvalveoel
oTnv anokaBnAwon tou €pyou.
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OUTLOOK CASE (2003)

In 2003 the work Asperges me (“Water” me) by the Belgian painter
Thierry de Cordier was included in the international exhibition
Outlook which took place in the context of the Cultural Olympi-
ad. The exhibition was sponsored and organised by the Ministry
of Culture, through the Organisation for the Promotion of Greek
Culture. Christos Ioakimidis had been appointed Art Director of
the exhibition. The member of the Parliament Giorgos Karatzaferis
(president of the political party Laikos Orthodoxos Synagermos)
presented a question in the Parliament, addressed to the Minister
of Culture Evangelos Venizelos, with which he demanded the remov-
al of the painting. A few days later the painting was removed from
the exhibition according to the decision of the Board of Directors
of the Organisation and with the agreement of the Art Director.
Two years later Christos Ioakimidis was put on trial because of his
decision to include this picture in the exhibition. He was found
"not guilty” mainly due to the fact that he had consented to the
removal of the painting.
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YMOBEZH OUTLOOK (20083)
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To épye tow  Thierry de Cordier
ASPERGES ME  apoxdliess  Evieves
avidpeoels wg  apocfinnikd  too
Lrappod  dyd rov  owpfldiov g
Xpierravicgs  Opnaweias. H  évrovy
auiitnay  mou  mpoxifnke  teiver va
ETITRIAFE] THY obaie THE EXGCERS Kt va
TRPENTOMTE! THY EXa@l To0 Kool e
T abyypovy tépvy, Zkorog opes tou
OUTLOOK eiva va xapondiacel 1o £Hpog
Teayv  Siefvay  KeAATEZVIKGY pEUUGTOV
Kal ve Tpokaifest To yvialo evdiagipoy
ToU  keivol y1a T guyypevl TEXVH.
Lrafiuiovrac dia ta dedouéva ro AX the
Hoiitiaringg Cippmiadac Kol o
drepfluvens e exlean: azopdoioay va
axaaupllel o auykexaEve fpyo Kai va
rorolcnfel B rapoioa avaxkoiveay yia
TOUE ADYOUE THE BAXOTUHTNE.



YNOBEZH OEZMNOINAZ XPIZTOY (2004)

To épyo AtitAo tng Aéonoivag Xpiotou eixe ektebel oto nAaicio
tng ékBeong «Everyday Hellas», n onola eixe npaypatonoinBei
oto Kévtpo Texvov tou Anpou ABnvaiwv (mpwnv EAT-EZA) and
Tic 12 Auyolotou €wg g 12 >entepBpiou 2004. H AnpotikA Apxn,
popoupevn Ti1G avtidpdoelg nou Ba pnopoUoe va NPOKAAECEL TO
OUYKEKPIPEVO €pYO O BPNOKEUTIKEG OpAdEC, zATNoE and TNV
ENIPEANTPIO KAl TNV KAAAITEXvVIOa eite va anooupBei to €pyo
eite va patawwbel n €kBeon. NMapd TIC ekTeTOpEVEG NnpoondBeleq
va Bpebel pia oupfifactikn Alon, to €pyo anocupbnke and Tnv
¢kBeon. 2tn BEon tou n kaAAITEXV1Oa TonoBeTnoe pia avakoivwon
nou avépepe: «To €pyo tng Agonoivag Xpiotou €xel anooupBel
yla To A6yo 0Tl {owg pnopoloe va NPooRANel TIC BPNOKEUTIKEG
neno1BA0ELC KANO1WY ATOPWY».
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DESPINA CHRISTOU CASE (2004)

The painting Untitled by Despina Christou was displayed at the
exhibition “Everyday Hellas”, which was held at the Athens Mu-
nicipality Arts Center (formerly EAT-ESA, the barracks of the junta
military police) from August 12th to September 12th, 2004. The Mu-
nicipal Authority, fearing the reactions that the painting could
cause to religious groups, asked the curator and the artist either
to withdraw the artwork or to cancel the exhibition. Despite exten-
sive efforts to find a compromise, the artwork was withdrawn from
the exhibition. In its place, the artist placed an announcement
stating that: "The work of Despina Christou has been withdrawn
on the grounds that it could offend the religious beliefs of some
individuals”.
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YMOBEZH OEZMNOINAZ XPIZTOY (2004) DESPINA CHRISTOU CASE (2004)

AtitAo / Untitled, Mikth Texvikh, Add1 ka1l koAdz oe poucapd / Mixed 0 ekBeo1akdGg xwPog nNplv kal Petd Tn Aoyokploia. / The exhibition
media, oil and collage on canvas, 210x290x110 cm, 2003 (0TNV KATW space before and after the censorship.

PWTOYPAPia PJe KOKKIVO TETPAYWVO €XEL O1aypagel TO NAVEA nou

zntABnke va agalpebei / in the lower photo there has been erased

with a red rectangle that was asked to be removed).
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YNOBEZH OHMHTPH ®QTIOY (2005)

H nepintwon tou €pyou www.dirtyworks-greece.info tou Anuitpn
Pwtiou anotehel ka1 tnv npwtn nepintwon Aoyokploiag €pyou net.
art otnv EAAGOQ. 01 emOKENTEG TNG 10T00eAIOAC, Nou AelToUpynoe
yla evdapion pnva, eixav tn duvatdTnTa va  entAEEouv TNV
«ggunnpétnons nou Ba nBeAav va Toug yivel kal KATONLV €kavav
Oe€l KALK oTn POPPA TNG NIOTWTIKAG KAPTAG y1a va NANPWOOUV TO
avtitipo ka1 va npowBnBei to aitnud toug. H EloayyeAia Mpwtodikwv
ABnvav kar n YnobieuBuvon AlwEng HAekTpovikoU EykAnpatog tng
Aopdhelag Attikng €AaBav katayyeAieg yia e€anatnon. O Pwtiou
ouveAneBn oto oniti tou and dvdpeg tng Alwgnc HAektTpovikou
EykAdpatog yia andtn oe PabBud kakoupyAUATOC. TN OUVEXELQ,
kpatnBnke eni Tpelg pePEC, anayyeABnke evavtiov Tou n katnyopia
TNC andTng kAl agéBnke NPoowpE1vd eAeUBEPOC UE NEPIOPIOTIKOUC
Opoug pexpl tnv ekdikaon tng undBeong tou. H Aertoupyia tn
10T00eAibag b1ekdnn and tov KaAAITEXVN. TeAKE, €va xpdvo PETA
™ oUAANYN, tou o Pwtiou annAAdyn opioTikd pe BoUAeupa Tou
YupBouiiou NMANPpeAE10O1KWOV ABNVV.
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DIMITRIS FOTIOU CASE (2005)

The case of www.dirtyworks-greece.info, made by Dimitris Fotiou,
is the first incident of censorship concerning a net.art work in
Greece. The visitors of the website, which was in operation for one
month and a half, were able to choose the “favour” they wanted and
then they right-clicked the credit card form to pay the price and
promote their request. The Public Prosecutor of the first instance
of Athens and the Subdirection of Prosecution of Electronic Crime
of Security Police of Attiki received accusations of fraud. Fotiou
was arrested in his home for felony by officers of the Prosecu-
tion of Electronic Crime. He was held in prison for three days,
impeached for fraud and left temporally free under restrictive
measures until the trial. The website was shut down by the artist.
Finally, one year after his arrest, the charges were dismissed by
the Magistrates’ Council of Athens.
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YNOBEZH OHMHTPH ®QTIOY (2005)

DWG | Dirty Works Greece

+ € hup://dirtyworks-greece.info/

¢ | [Q~ Google

DIMITRIS FOTIOU CASE (2005)
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YNMOBEZH EYAZ ZTE®ANH (2007)

>T1g apxég Touviou Tou 2007 npaypatonoinBnke n ékBeon «Art Athina
2007». H «Art Athina» eival pia 61e68vig €kBeon otnv onoia aiBouceg
TeExvng and tnv EAAGOa ka1l To eEwTePIKG NAPOUCIAZOUV P1a en1Aoyn
and To €pyo TWV OUVEPYATWV TOouG. Tautdxpova oO1e€dyovtal
ka1 napdAAnAec exkBéoelg, oe pia ex Twv onoiwv («H olyxpovn
eAANVIKN oknvA») oupneplAapfavotav pia npofoAn tng Elag
stepavn. To €pyo Nnapouclazdtav ot EexwPloTd XWEO Je nivakideg
nou npoeldonololoav OTl TO Neplexdpevd Ttou eival akatdAAnio
yla dtopa katw Ttwv 18 etwv. 2tic 2 Iouviou 2007 €yive avwvupn
katayyeAia otnv Apeon Apdon evavtiov tou €pyou 610T1, Onwg
avapepodTav, «nNpooefaiie ta eBvikd oUpBoAax». AoTuvopikoi
€0MNeuoav 0ToV XWPEO, apaipeoav To €pyo kAl NPOCHyayav Tov Yevikd
b1euBuvtn tng €kBeong, MixaAn Apyupou. e BGpog Tou aoknBnke
nowvikn 6iwén, kpaTNBNKE OTO AOTUVOUIKO TPAPA KAl TNV eNOPEVN
pEpa odbnynbBnke otov EicayyeAéa. H undBeon napanépebnke va
b1kaotel otig 13 AekepPpiou 2007. To katnyopntnplo 6ev apopoloe
nAéov tnv npoofohn eBvikv oupBOAwv, aAAG Tnv NPooBoAn tng
6np6o1ag a160Ug Adyw TOU «ACEUVOU NEPIEXOUEVOU». TO MOVOUEAEG
Nowtodikeio ABnvwy aBOwoe evIEAEL TOV MIXAAN Apyupou.
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EVA STEFANI CASE (2007)

The exhibition “Art Athina 2007" was held in early June 2007. "Art
Athina” is an international art fair in which Greek and interna-
tional art galleries present a selection of works by their associ-
ated artists. At the same time, parallel exhibitions are held, one
of which ("I syghroni elliniki skini”) presented a projection by
Eva Stefani. The project was shown in a separate area with signs
warning that the content was not suitable for people under the
age of 18. On June 2, 2007 an anonymous complaint was filed to
the police against the project because, as stated, it offended na-
tional symbols. Policemen rushed to the area, removed the project
and arrested the exhibition’s general director Michalis Argyrou.
Criminal charges were pressed against him and he was held in cus-
tody at the police station and the next day he was taken to the
Prosecutor. The case was tried on December 13, 2007. By that time,
the indictment didn't refer to an insult of national symbols but to
indecency because of “obscene content”. The Magistrate's Court
of Athens acquitted Michalis Argyrou.
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YNMOBEZH EYAZ ZTE®ANH (2007) EVA STEFANI CASE (2007)

Tou EBvikou

Yuvou...
\ (Eda I'rr‘:;:wi}
Ledito §

STlypioTUna anod to Aoyokpipévo €pyo. / Video Stills from the censored work.
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YNMOBEZH K.M. BA®PEIAOH (2006-2009)

To €tog 2003 ka1 €neita and O1aywviopd, O zwypdeog K.M.
Bageiddng avéAaBe tnv eikovoypdenon Ttou Iepol NaoU tng
Navayiag «Aglov Eoti» otnv AglounoAn tou vopou Kihkic. Kata
™n O61dpKkela TNG eEEAIENC TOu €pyou, vTOMIOL AyloypA®ol Kal
ekkAnolaotikol napdyovtec Eexkivnoav ouotnpatikh npoondabela
oniAwong téoo TOu €pyou GO0 KAl TOU UMEUBUVOU KAAAITEXVN.
Baoikotepo enixeipnpd toug unnpEe n evapyng andkAion and tnv
kaBiepwuévn onpepa veoBuzavtivh ayioypagpia. Tov PeBpoudpio
tou 2007 To B¢pa €AaPe peyaheg d100tdoelg. Eni téooeplg kai
nAéov PEpeC Ta MME ava@épovtav avaAuTtikd otov O1dKOGHO TOou
vaoU Tng AfloundAewc, pe oxOAld AKpwC apvnTikd. H 2Uvobog
tng EkkAnoiag tng EANGOOG zATnoe efnynoelg kal anaitnoe ano
TOV TOMKO pntponoAitn tnv dueon andAelPn TOUAGXI0TOV OOWV
To1XOyPAP1WV eixav dextel €Aeyxo and Toug evioTdpevoug, NEAyLa
To onofo kai éyive. To 2009 o1 evioTAPevol vToOMiol NAPAyovIES
unoBaAAouv 61nAR pAvuon, KATA TOU Zwypdeou Kal katd Tou
unelBuvou kAnpikoU, o onofog petatebnke, kabBwg kal aitnua
NANPOUG KATAOTPEOPAC TwV Toixoypapiwv (nepi ta 1.500 t.u.), o1
onoiec oto petagu eixav ohokAnpwBei. H undBeon, kaitol Bpioketal
0to apxeio tou e1oayyeréa, eEeAiooetal akopn, kabwg @avatikoi
opBodotol ouvexizouv va artolvtal Tnv napadelyuatikn andgeon
OAWV TWV TOIXOYPAPLWV.
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K.M. VAFIADIS CASE (2006-2009)

Artist K.M. Vafiadis, following a national competition, undertook
the mural decoration (religious painting) of the Greek Orthodox
Church of the Virgin Mary "Axion Esti” at the city of Axioupolis,
Kilkis. Throughout the progress of the process, local iconogra-
phers along with church administration opposed the work as well
as the artist himself. They proceeded methodically against both,
objecting to the conspicuous deviation from the well-established
neobyzantine practice. The artist was subjected to harsh criti-
cism. By February 2007, the matter received substantial public
attention with the media mainly opposing the case with highly
negative comments about the decoration, while the Holy Synod of
Greece ordered further clarifications. The Synod commanded the
immediate erasure of certain murals from the local bishop, and the
request was fulfilled. In 2009, both the artist and the clergymen
were sued. Furthermore, a total elimination of the completed mu-
rals (1500 m2) was requested. Currently the prosecution has been
stopped. However, Orthodox fundamentalists demand the exempla-
ry abrasion of all the murals.
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YNMOBEZH K.M. BA®PEIAOH (2006-2009) K.M. VAFIADIS CASE (2006-2009)
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YMNMOBEZH ANZ NEZIA (2013)

210 nhaiolo tng 4ng MnievaAe 2Uyxpovng Téxvng ©eooalovikng
«MNaAlég AlaoTaupnoelg - Make it New 2013», npoBAnBnke To Bivteo
Nymphéa (2006) Tou Kopoikavou pwToypdpou Kal K1IVNUAToypap1oth
Avz Neo1d (Ange Leccia). Ze auto, To JoviéAo kal nBonoidg Aetiola
Kdota (Laetitia Casta) epgavizetal kdtw and to vepd wg OpnAia,
o€ p1a aioBnoiakn kivnon-xopoypagpia.

To €pyo NAPOUCIAOTNKE QPXIKA OTO AAOTzA IpOpET, KTNPLO
nou xtiotnke to 1484 wg oBwpavikd ntwxokopeio kal tzapi, kai
AEITOUPVEL NAEOV WG NOALTIOTIKOG XWPOG.

YUppwva pe 6npooielPata Tou eEAANVIKOU KAl TOU TOUPK1KoU TUnou,
unnpée 61afNnpa Tou NPoEdPOU TWV HOUCOUAPAGVWY Bopeiou EAAGOOG
nPog Tn yevikn O1euBlUvTpla tng Mnievahe, Katepiva Kookivd, kal
Tov ToUpko npdEevo, npokelpévou va apalpeBel to €pyo and tov
XWEO. OewpnBnke NPooPAnTikG NPoc To Bpnokeutikd cuvaioBnua
TO yeyovog OTL n nPoBoAR yivotav nmoAU Kovtd OTov 1Ep0 XWEO
nou €BAene mpoc Tn Mekka. Avtiotoixa 6i1afnpata €yivav and to
Toupkiko Mpofeveio otn BecoaAovikn kal and tov ToUpko npeofn
otnv ABriva npog to Ynoupvelo E€wtepikwv. YnnpEe avtidpaon
1600 and tn 61euBlvTPLa, 600 Kal anod tov dAPapxo BecoaAovikng,
ravvn Mnoutdpn.

To Ynoupyeio E€wtepikwy napeveéRn, TeAlkd, xwpig va zntioel va
be1 1o Bivteo, kal anaitnoe and toug 610pyavVWTES va YetapepBel
anod to Ahatzd Iyapét otn Movi Aazaplotwy, ONWG KAl £Y1Ve, JE TN
OoUPOWVN YVWOPN TOU KAAAITEXVN.
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ANGE LECCIA CASE (2013)

A video called Nymphéa (2006) by the Corsican photographer and
cinematographer Ange Leccia was projected in the 4th Biennale of
Contemporary Art in Thessaloniki titled "Old Intersections-Make
it New 2013". In this video, the model and actress Laetitia Casta
appears underwater as Ophelia, in a voluptuous movement-chore-

ography.

Leccia’s work was originally exhibited in Alaca Imaret, an ottoman
building founded as a poor-house, seminary and place for praying
in 1484 and now hosting cultural displays. According to the Greek
and Turkish press the President of Muslims of Northern Greece
demanded from the general director of Biennale Katerina Koskina
the removal of the video from Alaca Imaret. The installation was
considered as offensive to their religious feeling, because the
projection was taking place very close to the sacred niche ori-
ented towards Mecca. Subsequent acts were taken by the Turkish
consulate in Thessaloniki, as well as from the Turkish ambassador
in Athens to the Ministry of Foreign Affairs. The director of the
Biennale and the mayor of Thessaloniki Yannis Boutaris reacted to
this, without results.

Finally the Ministry of Foreign Affairs stepped in and, without
asking to inspect the video first, demanded that the organizers
should move the latter from Alaca Imaret to Moni Lazariston. The
video was moved with the agreement of the artist.

147



YMNMOBEZH ANZ NEZIA (2013) ANGE LECCIRAR CRASE (2013)
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ANAFOPEYETAI! 'OYeic Noyokpioiac otnv EAAGda (1949-2016) FORBIDDEN! Censorship of Visual Artworks in Greece (1949-2016)
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Ta 24 ndveh tng Aoyokpipévng ékBeong. / The 24 panels of the censored exhibition (pwtokoAdz/photocollage, 100x100cm, 2015).
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O enigeAntng Ba nBeAe va euxapilothoel OAoug 6ool BonBnoav otnv €kdoon
QUTOU TOU KATAAOYOU O€ OUVBNKEC AOYOKPITIKAG MOAKTIKAG.

©a fBele eniong va euxaploTACEL y1d TNV NAPAXWENON APXEIAKOU UAIKOU TOUC:
Koota Bageiddn, Avva Kahapapa, PiAinno Kahapdpa, Xdpn Maupo, Tzodvva
NanabonouAou, stepavo NManaddnouro, Anpntpn Zanpavién, Xapihao Ziopdvn,
Ela 2tepavn, Anpnten Pwtiou, Pwtobhikn Acoxng MoAitiopol PAwpivag, Navo
Papéln, Aéonoiva Xpiotou, Heather Felty, Nina Felshin.

TNV €peuva twv apxelwv ouvéBaAav o1 KaAla Xatznyidvvn, Zipgwv Bekpng,
BayyeéAng Ziwyag, ©avaong Koupondvog, BaoiAng NikoAdnouAog, Avva Midtou.

Tnv eNPEAEIO TV KEIPEVWV €ixav o1: Mapidvva Tziavtzn, Avva Midtou (EAANVKE),
Metdppaon: OUpeoig TovTOPoPITG (EAANVIKG KAl ayyALKa).
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