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SouNeld pou e Titho EmBates kot Luvta1O1Tes €xel va KAvel

pe 10 dropo Kal tous GANous, KaBms Kal PE TS (QEUYANEES

OuyES, Mou GAAOTE XapEves K1 GMote noAUTIues aBpoilovtar kan
anaptidouv tny wn pas. Me epnvéouv ouypdtuna and us YETAKIVACETS Yas
Ka1 Ye ouykIvouv o1 alwnnioi emBAtes Mou ayvoouv NGO anoKaAUMTKd
eivan ta BAéppata kal n otdon Tous, v BéAouv va PEivouv anapatpntol.
YeBopevn tnv emBupia Tous aviikaB1ot Ta XapakNEIoTKE Tous fte e
noptpéta 1KMWV ou avBpmnwy, €fte pe kepaNa oxedlacpEva and Pvnuns.
Ma va kaAUWw opaipika to Bepa, ektos and Ts okNvEs Mou Eipian autdnns
pdptupas, Soulelw Kal pe Mapdpoles N OIOPOPETIKES OKNVES Mou
kataypd@nkav og GAAes enoxés Kal GMa pépn. Kupiws pe evdiapéper 1o
Qws, n kfvnon kar o npoonukéds XWPos 6nws opiletal anod Us KOVUIVES Kal
HOKPIVES P1yoUPES Twv eMBatdv. Tis MEES AIXUNS, OEV UNAPXET XWDPOS Y1a
anpdokontn Ba, ol o1 Mo kovuvés eryolpes k6Bovial and to KGdpo.
Na va anodwow us avubéoess avdueoa otn noAuBoun NOAN Kai tous
olwnnAous emBAtes - avdpeoa otny anootacionoinan Kail tov EpWToHO
s eyyutntas, aMda kal us ondvies ouyués MANPOTNTAs, XPNGO1UONOolM
okitoa kar pwtoypagies, enions video stills kan e1kéves and to diadiktuo.
Mpoup® ta Aadonactél eneidn oav ypagn ouvduddel to oxédio Kal
{wypaikn Kai yiati o 1xvos tous pnopei va oupBoAidel 1o oUvVIopo s
Unapén pas, evad tautoxpova (woyovel pe éva NaAdpevo pubuo.
H xpwpaukn NaAéta nou xpnolgonolm ival NEPIOPICHEVN KA1 KUPTOPXET
éva okoUPO KAQE Mou AETToupyel oav ia dxpovn, adpavis Kai yonodns
péda mou npoUndépxel TNS (QEUYOAEAS MAPOUGTAS Kal MAPAUEVE! WETE
and auth. O anoxpwpauouos anodider v ano&évwaon Kai v EMeIYn
nAnpotntas. Ma tnv i61a cuypn, auth f éNelpn 6pa oav kaBapon nou
Gavadivel, akopa ka1 otnv EAGX10tn NOoOTNTA XPMHATOS, £va vonpa Kal tn
SUvapn va ouykvel.

y work, titled Passengers and Fellow Travelers has to do

with the individual in relation to others and with the fleet-

ing moments that added up, form our lives; sometimes
worthlessly spent - sometimes lived to the full. I'm inspired by our
daily comings and goings around the city. I'm touched by silent peo-
ple that guard their privacy; often oblivious of how revealing are their
gazes and postures. Respecting their wish, I substitute their features
either with portrait studies of family members and friends, or with
composite heads drawn from memory.
To cover globally this subject, besides the scenes I have witnessed, I
search for similar or contrasting scenes captured by others in different
times and places. I'm most interested in the effects of light and move-
ment, and the perspective space as defined by the near and distant
passengers. During rush hours, people block my field of view, so some
part of them appears at the edges, while the rest remains beyond the
border of the picture. I do sketches and studies, and I use also pho-
tos, video stills and images from the Internet to render the contrasts
between silent passengers and bustling city, between alienation and
sensual proximity, as well as the rare moments of completeness.
I prefer oil pastels because, as a design tool, it combines drawing with
painting and its trace can symbolize the transient existence, while si-
multaneously enliven the image with a pulsating rhythm.
The color palette I use is limited and dominated by dark brown that
acts like a timeless, earthy and idle mass that preexists our fleeting
presence and remains after it. Discoloration alludes to alienation and
lack of fulfillment. At the same time this absence acts as a cleansing to
help, even a trace of color, regain its power to communicate meaning
and emotions.

A Teede fs



H ouypaia apndyn tou xpovou',

Xxédio kar {wypa@ikn oto £pyo tng Katepivag ToepneAn.

H Katepiva Toeunehh xpnotyonolel nactéd, akpuAika Kal nePIOTaoIakd
KipwAia y1a va {wypagioel Kupiws eowtepikd Aewpopeiwv. O1 e1kdves
s eival aoUppetpes ouvBeoels, ouvnBws pe okoupa h acmpduaupn
XPWHAUKA MOAETO, NUKVA OOUNUEVES OMG KOl PE OUYKEKPIUEVD NTE
nepdopata. H xpnon twwv naoteh ivar modoia Pe pia tdon mpos Nukvh
YPOAUUIKA UGN MOU anoKAAUMTET Uid VEUPIKN Kal evBouaidn ypagn Kat
ouvdudletan pe GroAeiypota and Nouxes Aeukés empaveles. EAeUBepes,
XEIPOVOLIAKES YPAUUES OE ENAMNAC OTPWOHATA GOOUV TIS HOPPES UNPOOTA
ané éva agaipeukd @oévio. H kupfapxn evidnwon nou anokopilel o
Beatns ival tns aneikovions pias ykauas GEUyaAéwy ouypdv s (whs
Mou aeoU cUMéyovtal euhaBikd, anodidoviar e1kactkd.

Ta npéowna s Toeunern dev noldpouv noté. Emniéov divouv tv
eviinwon 6u dev éxouv emeyel. LuMapBdvovian oe pia katdotaon nou
bev éxouv eniyvwon tou e&gtacukol BAéppatos ts {wypdeou. Ovias n
610 emBatns twv Aew@opeiwv, n (wypaeos ta oxediddel NoAU yphyopa,
AaBpaia, o€ onPEIWUATAPIa MPOTEXOVIAs va pnv tv avuAngBolyv Kat
Katémy ouvBEtel TS €1KOVES TNS OTO €PYACTAPT TNS, CUPMANPOVOVIAS
N PvAPN TS Ka1 TS ONPEIDOEIS TNS JE PWTIOYPAPIES TV OKNVMY Nou
aneikovidovtal. Xy npayuatkoetnta o1 oKNVES Mou aneikovicel gafvovial
oav avoiypata avéueoa and npéowna kalr omuata mou PnAokdpouv
10 onuKko nedio K1 €101 01 YOPPES MPOoeKTeivovtal NAvia Kal ektds Tou
{WwYPaPIKOU KAGPOU BNWS OTNV TEXVN TOU UNAPOK. TO AEUKO Xpnalonoleital
y1a TV angikévion Tou wTtos, «MAEVOVIaS» KAl KAAUMTOVIaSs Katd Tonous
TS NUKVES ypappés. Me tov napandvw tpéno opiletar ws npos 1o Xpovo
ka1 i G1adpopn s NPéPas n oknvh nou ektuNiooetal pnpootd pas. H
oUvBeon akolouBei TS apxés TOU TPUMPECIOVIOUOU MOU €UVOOUCE TS
QOUPPETPES Kal SuVapIKES ouvBEaers KIVOUEVWV EIKOVWY and npdowna
nou ev evbiapépovtav va nolapouy.

Katd nepintwon o peahopés tns Toeunedn unopeil va @aivetan
va odnyeftal ota 6p1d TOU Kal TOTE €XOUME WEPN TOU OMUATOS MOU
aneikovidovtal, xwpis npdowna. e AUTES TS NEPINTWOEIS kaBiotatal
oa@és éu n ToeuneAn Oev emoO1Ke! va ival MOth NPos TO AVUIKEILEVO TS
avanapdotacns, TNy NPAyPatkotnta, aMd okonelel va akohouBnael 1o
1610 t0 BAéupa s ka1 péow autou va Ogitel n ouvABn, agnpnpévn Kat
eviote ab1akp1tn nepINAGvnon tou BAEpPaTos GAwV pas Névw o€ acNUAVTES

AeMTopEPEIES ka1 onpeia twv cwudtwv Twv GMwv. H otaxuoAéynon
WV OUyPdV Twv dMwv nou GAote ival ouveldntd napdvies, GMoTe
E0WOTPEPETS, apnpnpévol kal andvies otov 1610 tous tov eautd Kat
GAote yuxpoi napatnpntés o1 6101, otoxelobetel pia Kataypadn Kat
épeuva tou Tpdnou e tov onoio to BAéuua s (wypdeou npooeyyidel
ta npdypata. To BAépua s {wypd@ou Onws Kal Twv UNOKEIPEVWY TS
bev eivar noté eviaio: néte eivar KaAE160OKOMIKG Kol aPIEPWVETAl OtV
anoAaucn twv NoANANAGY oNuK®y epeBiopdtwy kal GMote evOOoKOMKO
KOl avaotoxaoukd OKOMEUOVIas otnv WUXohoylkn evouvaioBnon tou
unokelpévou. To BAéupa ts {wypdpou wotdoo eival nfons aviKeIJEVIKO
ka1 aneikoviel xwpis unaviypé ouvaioBhpatos. E€ioou avukelpevikoi kan
Kup1oAekukof eivar ka1 o1 tthor nou bivel ota épya: EmBiBaon, IknvA,
Tuvaika ka1 nondi, O avayvaaomns, To KOKKIVO POPEUA, IT0 KATAoTPWUA
(Ayyiypa), Opbror ka1 kabiotof. O Beaths kaleftan ws ek toUToU Va
OTOXAOTE Kal va aglohoynael akp1Bs ekeives TS ouypES nou n Toeunenn
nep1ypagel and us wés tou kabevds. H vootahyia 6w naidel éva okémua
nep1opiopévo pdAo kar Oivel tn Béon tns otnv euBUvVN kat otnv EAeuBepia
ToU Beath va vonpatodothoel onws autds/auth emBupel 1o kaBe €pyo.
Eivan avapevopevn ws ek toutou n aydnn s (wypdeou yia tov Edgar De-
gas nou 0Bevapd anomnoleito Tov TTAo ToU 1UMPESIOVIOTN Kal NPotUoUcE
va ouvtdooetal pe tous peahiotés. O Degas agiépwoe T {wypadikh tou
oty napatpnan, xwpis va kpivel, v oAogva peyaAltepn anopdvwaon
TWV UMOKEIPEVWY ToU, yeyovos mou evbiagépel 101aitepa tnv Toepnen
enfons. To &1donpo naotéh tou Degas H touaéta (Tuvaika nou xtevider
a0 PYaANIa s) ¢. 1884-6, 1o onoio Bpioketan otn ouMoyh tou Hermit-
age s Ayias MetpounoAns, Ogixvel 1o BaBud otov onoio n ToepneAn
eunvéetal and tn pebodo, v TEXVIKA Kal TV NPocéyyion tou. Av kat
Nyétepo Aentopepeiakds o Henri Toulouse de Lautrec, paBntis tou Degas,
akohoUBnoe s 615axés tou daokahou tou Kal pnopei padi e tov Honoré
Daumier va oupnepIAn@Bei aus nnyés s {wypdpou kail atn yevearoyia
TOU €pyou TNS.

Ta unokeipeva s Toepnehn efvar e\elBepa 6nws kal o1 Beatés tns.
H eleuBepia auth Oev éxel 10 xapakthpa Tou npwiopou N s aubevu-
kétntas nou o Michel Tapié €§Upvnoe 10 1952, katé v avBion tou
unap&iopol?. A1éu n xvn s Toeunehn bev emdimkel tn phéEN pe T



napddoon yia va Katakthoel ta elonud s, oUte bivel éupaon oto
yiyveaBar ka1 otn duvatétnta. H @xvn s ouviotatal oe éva peaNopo
XQUNADV TOV@VY, PE Pakpivh Kataywyn, onws non éxer avapepBel, aAd
Ka1 e oUyXpOoves avapopés 1oao oty EAGSa 600 kar atov eEwtepiko. O
Gerhard Richter &¢0goe tn Sekaetia tou 1960 wia ogipd and (wypagika
épya nou Baundvouv v €1kova kar diaotpeBAdvouy Ty eotiaon e
otoixnua v aneikévion tns id1as tns {wns oe diapkn kivnon, xwpis va
evO10QEPETaT Y10 TNV EKPPACTKOTNTA Ka1 «Baciopévos aus oUVBETIKES Kal
HOPPOAQYIKES 1816TNTES TS pwtoypagias®». O Andrew Otwell Bewpel 6
01 18¢es tou Richter «eknopedtnkav o€ peyaho Babuoé and th pwtoypapia
s Yadkd KAMITEXVIKO Léoo*». BEBaia n ToeuneAn &e xpnaionolel Yovo
n ewrtoypagia. H ykapa twv eikévwv s npoépxetal and t 61adikuo
onws enfons kar and 1o video. Eva onpavukd pépos tns SoUAEIds s
kaBiotd cagn v éunveucn s and pia &iebvn Ge€apevin ekdvv.
Napadelypatkd and auth v dnoyn gival 1o €pyo Pe tous dUo Aaidtes
nou kaBovtal mepIpévovtas Oto PETPO N TO €pyo PE Tous OUo Avdpes
evtds VoS autoKIVATOU nou GEpEl pia 101aftepn atpoogaipa film noir.
Eivar ouvenas EekdBapo éu n Toeunehn dev Baoiletar anokAe1oTKd otis
(wypapikés oupBAcEls aMA EKUETAMEUETAT K1 GMES TEXVES TNS EIKOVAS.
ZUpowva e tov Douglas Crimp nou aokei kpitkn otnv 18éa tou Bedtpou
tou Michael Fried:

H bouA€id nou éxel katd kUpio Adyo O1ekOIKNOE! TV MPOJoXn LIas
kaf’ 6An m idpkeia s bekactias tou 1970 eivar autr nou evionicetal
avdueoa ous TExves N K1 €&w and s 1apopes KAMITEXVIKES LIOPPES, LIE
anotéAeopa n autotéreia twv 81aPopwV KAAITEXVIKWV ETWV-TWV LOp-
PV TEXVNS TV onoiwv n e€epeuvnon and nAeupds opiwy Kai 0pIoUwV
nrav 1o 610 t0 d1akUBEUNa ToU LOVTEQVIOUOU va Unv éxel AoV vonua®.

O Crimp avagépetal og AUEPTIKAVOUS KAANTEXVES Onws o Jack Goldstein,
n Cindy Sherman, o Robert Longo kai n Sherrie Levine aMa 8a unopouoe
Kaveis va evia&el oty npoBAnuatikn tou ka1 tov Francesco Clemente
tov R. B. Kitaj nou eival Eupwnaiol, nAnoiéotepa otn {wypadikh napd ota
EIKTA Y€ Kal pe Tous onofous N GoUAEId s ToepneAn sival mo ouvagns.

210 €py0 s pe tous U0 Acidtes Oto PETPO N aKOUA O€ EKEVO pE TN
oknvh ndvw oto Katdotpwua tou nAofou, n Toepnehn e€epeuvd 10
xpwua, eEakoloubmvias waotdoo va nepiopilel tnv NaAéta s o€ kAnoia

Baoikd xpwuata ka1 deixvovtas ndvia €otw Kal avuoukukd ou eivan
P10 KOANTEXVNS TS Ypapuns og donpo/padpo. Or ekdves Opws mou
MPOAVAPEPALE, MOU €XOUV OXETKA NAOUCIO XPpa, MAPAMEUMOUV OTNV
pop art ka1 npotpénouv to Beath va us e€gtdoel and t okomid autou Tou
KIVAPOTOS TO 0Mofo, ws yvwotdv, ENAVEPEPE TS KAMITEXVIKES avNOUXies
otnv kaBnpepivétnta kar otny npaypaukh (wn. O peaNiopés s Toepnean
€XE1 KA T pop Kal oxetdetal kan pe GANOUS EMPAVETS MPWTAYWVIOTES TOU
kar otnv EANGOa. H EAévn BakaAo ypd@el yia tov okAnpd peaNou6 Tou
épyou tou Xpovn Mnoétooyhou, Metpo A', evds dintuxou and to 1970 dnws
enfons ka1 yia ta épya twv Mavayidn fpaBBaiou, Anpnton Mepdikion,
Navvn Wuxonaidn, Métpou ZoupnouAdkn kar Asutépn Kavakdakn tns i61as
neP16dOU WS EVOEIKTIKE TAOEWV TTOV ENNVIKO KOGHO TNS TEXVNS JUE LEYEAN
emppon®. H npopnukn phon ts Bakard emBeBarchvetar otn douleid
NOMOV KOMITEXVDY CNUERA ONws N ToguneAh aAAG Kan akdpa vedtepwy
6nws n Mavtaréva Yopa.

O peahiouos s Toepnehn pe ta ddvela and  faia tou 19ou aicva
ka1 tnv Eupwnaikh pop art tou €1Kootou, e TS avapopEs ot pwtoypadia,
oto Bivieo ka1 otov Kivnpatoypdgo, dianvéetal and évav evBouoiaopo
yia ekeivn tn QuyddIkn ouypn, nou dev unoketal oe kpion, og BouAn,
otoxaopé h oe Oianpayudteucn aMd sivar epnpepn kol apgionpn,
akp1B®s «to MUIOU TS TéxvNs TS onoias 1o GANO a6 €ival To a1vIo Kat

akAGvnTo’.»
Ap. Kwvotavtivos B. Mpdipos,
MbGokwv oto EMnviké Avoiktd Mavemaotnpio Kar KpIuKos Exvns

1 0 tithos daveiletan v ékppacn anod avékdoto Keipevo ts Mativas MooxoBn ypappévo
y1a 10 €pyo tns Katepivas ToepuneAn.

2 Michel Tapié, “A New Beyond” oto Herschel B. Chipp, ed. Theories of Modern

3 Andrew Otwell, “Gerhard Richter and the Simulacrum” 1997, http://www.heyotwell.
com/work/arthistory/Richter.html

4110 1610.

5 Douglas Crimp, “Pictures” oto Brian Wallis, ed., Art After Modernism. Rethinking Repre-
sentation, New York, The New Museum of Contemporary Art, 1991, geh. 176.

& ENévn BakaAd, H puaioyvwpia ts petanoepikns xvns oty EAGSa, topos 4, «Metd v
agaipeon», ABnva, Kédpos 1985, ae. 69-81.

7 Baudelaire, Oeuvres complétes, Paris, Seuil, 1968, oe\. 553.



Katerina Tsempeli, painter of fugitive moments

Katerina Tsempeli employs pastels, acrylics and occasionally chalk for
painting mainly bus interiors. Her paintings are non symmetrical com-
positions mostly with a dark or black and white palette, tightly rendered
yet with arguably simplified passages. Pastel application is complex with
a predilection to dense line texture adorned with intervals of relatively
blank surface, a testimony to nerve and excitement when painting. Free
strokes are scribbled to model the forms, backgrounds are simplified and
the dominant impression of the viewer is that of the fugitive moment of
life, solemnly captured and rendered by art.

Tsempeli's subjects never pose and give the impression of not being
selected. They are also unaware of the painter’s gaze. The painter takes
extra care to be totally inconspicuous when observing her subjects; she
draws them very quickly in sketch books, being herself a passenger on
the bus, and then composes her paintings at the studio, sometimes
supplementing her memory and sketchbook with photographs of the
scenes. In fact, the scenes she depicts look as if they were photographed,
as if they are captions by the photographic camera since they extend
beyond the picture frame and are thus open-ended depictions of reality
as Wolfflin would have said of barogue. Parts and pieces of reality, frag-
ments of life are isolated and revealed in Tsempeli's painting. White is
used for the representation of light, washing and covering the scribbled
lines, indicating thereby time, a certain hour during the day, at which the
scene unfolds in front of our eyes. The composition follows the precepts
of impressionism that favored off- centered depictions of moving images
of subjects that did not care to pose.

Sometimes Tsempeli's realism goes to the extreme and then body
parts are depicted without faces. It is then clear that the fidelity that
Tsempeli seeks to establish does not solely concern reality and its repre-
sentation but rather aims to follow the painter's gaze and moreover, the-
matize everyone's customary and absent minded gazing of eye-catching,
yet trivial details and specifics of others. Tsempeli's gaze is discreet and
solely depicts without yielding to feelings and yet the way she some-
times paints reveals a tenderness towards her subjects, a sure sign of
thinking that has occupied their condition, from the part of the painter.

Equally discreet are her painting titles: Boarding, Scene, Woman and
child, The Reader , The red dress, Touch, Standing and sitting. The viewer
is thus encouraged to consider exactly those moments from everyone's
lives that Tsempeli describes, to reflect upon and assess them, perhaps for
the very first time, ever. Nostalgia is here playing a deliberately moderate
role but the liberty is essentially assigned to the viewer to make what he/
she thinks of the paintings. It comes as no surprise then, the painter’s
attachment to Edgar Degas who negated impressionism and aligned
himself with the realists and made a point to observe, without passing
judgment, human isolation, which greatly interests Tsempeli too. Degas's
famous pastels of nudes, like La Toilette (Woman Combing her Hair), c.
1884-1886, Hermitage Museum, St. Petersburg, demonstrates the extent
to which Tsempeli is inspired by his method, technigue and approach. Al-
though less meticulous than Degas, Henri Toulouse de Lautrec, his pupil,
continued his master’s precepts and could, along with Honoré Daumier,
be listed in Tsempeli's sources establishing a genealogy for her oeuvre.
Tsempeli's individuals are left free. So are her viewers. This freedom
does not have the heroic or authentic character that Michel Tapié cel-
ebrated in 1952, at the height of existentialism!. Tsempeli's art does
not seek to stupefy to be art and does not emphasize becoming, proc-
ess or possibility. It is a quiet realism coming from far back, as already
indicated, but also having contemporary alliances both in Greece and
internationally. Gerhard Richter has been exhibiting since the 1960's a
series of pictures which blur the image and distort the focus as if depict-
ing life and movement without any care for expressivity and based “on
the compositional and formal qualities of photography?.” Accordingly,
Andrew Otwell claims that Richter's “ideas evolved largely out of a con-
sideration of photography as a mass medium?.” However Tsempeli does
not merely employ photography. Her image repertory is also derived from
the internet as well as from video stills. A considerable part of her work
reveals her research in the international depository of images, like for
example the two Asian men sitting inside the metropolitan train bench
or the two men inside a car, carrying an indubitable atmosphere of film
noir. Therefore it becomes clear that Tsempeli is not exclusively relying on



painting conventions but exploits other arts having to do with the im-
age. According to Douglas Crimp who explicitly criticizes Michael Fried's
notion of theater:

The work that has laid most serious claim to our attention throughout
the seventies has been situated between, or outside the individual arts,
with the result that the integrity of the various mediums-those categories
the exploration of whose essences and limits constituted the very project
of modernism-has dispersed into meaninglessness*.

Crimp refers to American artists like Jack Goldstein, Cindy Sherman,

Robert Longo and Sherrie Levine but one could arguably include to his
consideration the European artists Francesco Clemente and R. B. Kitaj
who are closer to painting rather than mixed media and therefore repre-
sent paradigms with which Tsempeli's work could be more relevant.
In her picture with the two Asian men in the metro or at the scene on the
boat deck, Tsempeli ventures into exploiting color, though still restrict-
ing her palette to few hues and showing that she is essentially an artist
of the line, tone and contrast, in black and white. Such images evoke
pop art and encourage the viewer to think of her work from the point
of view of its heritage that brought artistic concerns back to life and
everydayness. Eleni Vakalo pinpoints the protagonists of this hard core
realism who permeated the Greek artworld from the nineteen seven-
ties onwards. She mentions Chronis Botsoglou's work Metro A" a diptych
from 1970 as well as works by Panayotes Gravvalos, Dimitris Perdikidis,
Yannis Psychopedis, Petris Zoumboulakis and Lefteris Kanakakis from the
same period, as indicative of tendencies in the Greek artworld establish-
ing a lasting influence®. Vakalo's prophetic assessments are realized in
the work of many contemporary painters like Tsempeli as well as in the
work of even younger artists like Mandalena Psoma.

Tsempeli's realism with its loans from 19th century France and twenti-
eth century European pop art and its dependence on photography, video
and the internet, is endowed with an enthusiasm for the fugitive, the
transitory and the contingent moment, “la moiti de l'art, don't l'autre

moitié est ['éternel et l'immuable®.”

Dr Constantinos V. Proimos,
Adjunct Lecturer at the Hellenic Open University and art critic

! Michel Tapié, “A New Beyond"” in Her-
schel B. Chipp, ed. Theories of Modern
Art, Berkeley: University of California
Press, 1968, p. 603.

2 Andrew Otwell, “Gerhard Richter and
the Simulacrum” 1997, http://www.
heyotwell.com/work/arthistory/Richter.
html

3 Ibid.

4 Douglas Crimp, “Pictures” in Brian Wal-
lis, ed., Art After Modernism. Rethinking
Representation, New York: The New
Museum of Contemporary Art, 1991,

p. 176.

° Eleni Vakalo, The physiognomy of
postwar art in Greece, vol. 4, " After
abstraction”, (in Greek) Athens: Kedros,
1985, pp.69-81.

© Baudelaire, Oeuvres Complétes, Paris;
Seuil, 1968, p. 553. The translation to
English is “the half of art whose other
half is the eternal and the immutable”
in Charles Baudelaire, The Painter of
Modern Life and Other Essays, transl. and
ed. Jonathan Mayne, New York: Da Capo
Press/ Phaidon Press, 1964, oe. 13.




O1koyevelakos Mepinatos | Family Outing, 2011

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
70 x 100 cm



To Koékkivo ®opepa | The Red Dress, 2011

AKPUNIKG ka1 naotéh og EUho / Acrylic and pastels on wood
74 x 100 cm



Koipiopévn Konéha | Girl Napping, 2007

Aad1a ka1 naotéd oe Euo / Oil and pastels on wood
85 x 55 cm

Ttdon | Bus Stop, 2011

Aabia kar naotéA oe EUMo / Oil and pastels on wood
104 x 84 cm
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Mou nnyaivouv autd ta npdowna, oxouueva ouviBws, os AswPopeia rj Tpéva;
Kortayuéva an’ €6w k1 and péoa, onpwypéva oto Koivé LuaTtipIo «ToU rpayuatkou»
ano to vAaua pia akapiaias pauds;

Ermpdtes kar ouvempdres. Ta&idiwres kal ouvia&ibiwtes. Lopara dyvwota o€ yyitnta e v
anawAn Adduyn s odpkas. M’ évav unaiviyué okonou. Xtnv ouypiaia aondyn tou Xpovou.
To BAéupa and to napdBupo otov MepIoTREPOEVO KOOUO. LINOUETES.

Kar éavd oto p1o6@wto 1as okéwns, 1 otnv U1ooteAEIwuévn ppdon evos BiAiou.

Enf kar peta&u oxnudtwy onkwvetal o Kovioptos ts {whs ota dotea, [’ éva Kateneiyov apnpnuévo,
KUKAWEVO and npoobokies kar S1aweUoels, and ekKIVATEIS Kal OTAOEIS.

To Ldti Tou Xep10U Kai To XEp1 Tou uatioy s {wypd@ou, anokaAuntouv ofyoupa t Sionuia s
opop@ids. Tous LuxoUs tns okids kal BéAouv va napapeivouy abwa, yonteupéva, Uéoa atov ynyeviy
AaBupivéo.

Mativa MéoxoBn
Zuyypagpéas

Where are these persons going, commuting usually, on buses or on trains?

Seen from outside and inside, thrusted to the common mystery “of the real” by the thread of an
instantaneous glance?

Passengers and fellow passengers. Travelers and fellow travelers. Bodies unknown at proximity with
the deceiving glow of flesh. With an inkling of purpose. At the instant grip of time. Gazing out of
the window at the revolving world. Silhouettes.

And again at the half-light of a thought, or the incomplete phrase of a book.

On and among the vehicles rises the dust of life in lofty cities, with an abstract urgency, surrounded
by expectations and frustration, by departures and stops.

The painter’s eye of the hand and her eye’s hand reveal with certainty the ambiguity of beauty;
the cavities of shadow and they want to remain innocent, mesmerized, within the innate maze.

Matina Moshovi
Writer



Konéha pe Zakibio | Girl with Backpack, 2007

Aabia ka1 naotéh oe EuNo / Oil and pastels on wood
74 x 54 cm
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OveipondAnon, (Na Apunviooupe tous ABmous;)
Daydreaming, (Should we Wake the innocent ones?), 2011

AKPUNIKG ka1 naotéh og EUho / Acrylic and pastels on wood
100 x 130 cm




Ayép1 | Youth, 2011 Metaixpio | On Edge, 2011

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood AKPUNIKG ka1 naotéh oe EUNo / Acrylic and pastels on wood
62 x 102 cm 100 x 100 cm

14



15



Mpos to Téppa | To the Terminal, 2007

Aabia ka1 naotéh oe EuNo / Oil and pastels on wood
77 x 115 cm

Ito Aewpopeio | On the Bus, 2007

Aad1a ka1 naotéh oe EUNo / Oil and pastels on wood
65 x 105 cm
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E€0b0s, (MnopoUv va ta katapépouv pévor;)
Exit, (Can they make it alone?), 2011

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
100 x 120 cm
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Avaxmpnon | Departure, 2011

AKPUNIKG ka1 nactél oe EUNo / Acrylic and pastels on wood
55x 60 cm

Avaxwpnon, KOvuvo | Departure, close-up, 2011

AKPUNKA ka1 naotél og §UAo / Acrylic and pastels on wood
55x70 cm



luvaika ka1 Nandi | Woman and Child, 2011

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
58 x 90 cm
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EmBares | Passengers, 2011

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
67 x 125 cm



A6wvns | Adonis, 2012

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
58 x 90 cm
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International, 2011

AKPUNKA ka1 naotél og §Uho / Acrylic and pastels on wood
60 x 90 cm






Film Noir 1, 2011 Film Noir 2, 2011

MNaotéh oe EUho / Pastels on wood AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
55x60 cm 30 x45cm
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Luvtaidiotes | Fellow Travelers, 2012

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
58 x 90 cm
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Ito Kataotpwpa | On Deck, 2011

AKPUNIKG ka1 naotéh og EUho / Acrylic and pastels on wood
84 x 124 cm
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KaMokaip1 | summertime, 2012 BAéppata | Gazes, 2011

AKPUNIKA ka1 naotéh oe EUho / Acrylic and pastels on wood AKPUNIKG ka1 naotéh og EUho / Acrylic and pastels on wood
79x81cm 35x50 cm
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Avayvmotns | Reader, 2011

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
58 x 90 cm
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Instantané 1, 2011

AKPUNIKA Ka1 Naotél o€ EUNo
Acrylic and pastels on wood
42 x 64 cm

Instantané 2, 2011

AKPUNIKG Ka1 Naoté og EUho
Acrylic and pastels on wood
42 x 64 cm



Instantané 3, 2011

AKPUNIKG ka1 naotéh oe EUho / Acrylic and pastels on wood
42 x 64 cm
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Résumeé

H Katepiva Toepnehn yevwndnke otnv ABhva kai (g1 e tnv
01KoYéveld tns otnv Kphtn ano to 1992, énou 616¢okel otn Méon
Exnaibeuon Eikaoukd, EAeUBepo Ixéd10 kan lotopia tns Téxvns..

Anogoitnoe and v A. . K. T. tns ABrvas pe kaBnyntes tov
Mavayidtn Teton kar tov Niko Keooavin kan eivar péAos tou
EmpeAntnpiou Eikaotukdv Texvav EAGSas.

‘Exe1 ouppetdoxel o€ O1aywviopous kal o€ ndvw and 20 opadikés
ekBéoe1s otnv ABAva, atnv EBvikn MvakoBhkn, ato HpdkAeo kan
ota Xavid s Kpnns.

H np@tn tns atopikn ékBeon éxel npoypappatiotel otnv ABrva
otnv ykahepi Genesis tov Mdpuio tou 2012.

H endpevn atopikn s ékBean éxel npoypappauotel yia tov
OktBpio tou 2012, otnv AiBouoa Téxvns Mulwvoyidvvn,
ota Xavid.

Tsebeli Katerina was born in Athens and lives with her fam-
ily in Crete since 1992, where she teaches in Middle School
Visual Arts, Drawing and Art History.

She studied painting at the Athens School of Fine Arts,
Athens, under professors Panagiotis Tetsis and Nikos
Kessanlis and she is a member of the Chamber of Fine Arts.

She has participated in competitions and in over 20 group
exhibitions in Athens, the National Gallery, Heraklion and
Chania.

Her first solo exhibition is scheduled for March 2012 at the
Genesis Gallery, in Athens.

Her next solo exhibition will be in October 2012 at
Mylonogiannis gallery, in Chania.



0 katdAoyog autég ekd6Bnke
pe tnv eukatpia tng ékBeang
"EmBdrec kat Zuvraibiwreg
ng Katepivag ToepuneAn
otnv gallery genesis
tov Mdprtio tou 2012

Qwrtoypapieg épywv
Mdavvng & MixdAng Katougag

YeAdonoinon

Katepiva KoutoomnouAou

EnwéAela €kdoang

Ekdooelg Nnpéag
www.art.com.gr



