H ameikovion tou maidioy kar tng naiSikrig nhiiac evtomidetal og OAe

G TG MePIddoug TG
gMNVIKIG 10TOpIag tng Téxvng,

O€ ouvdpTnon ndvta pe to I0TOPIKS-KOIVWYIKS TAGiaIo
NG KABe emoxrig. Apxika otn votoupu)\lctlkr']-qeoypg(plKr'] {wypagik (pe 1SeahoTik-
ouvaicBnuatiky anédoon f pe €pgaon otnv naidik BromdAn), dmwg kai oto naidiké
moptpaito Tou 19ou aidva. Eival xapaktnpiotikd n amousia tou naxviSiod kar n enipovn
mapouaia tou BifAiou,' clpgpwva pe ta 8 kai ta kovwvikg npdtumna tng enoxrig. ZTov
206 aiwva n maidiki mpoownoypagia apxilel va yivetar mo SigioduTikr, eved petd ta péoa
¢ dekaetiag tou 60 epgpavilovtal ta npdta £€pya rmou oxoMidZouv Kpitikd Ty mapado-
OlaKr| £IKGVA TNG OIKOYEVEIaG Kal Tou NaiSioy eidikdtepa. In Sexastia tou '80, 01 maISikéC
HVIHEG TwY KAANTEXVAV YIVOVTal OE APKETEG TTEPIMTWOEIC O HOxASG TTou Mupodortei
dnpioupyia €pywv pe pavepes 1 Mo EUpEoes avapopés —pe avadpopéc oty naiSikétnta
Kal oTov KAEIOTS aiviypatiké kéopo g naiSikrig nhikiag. EEaMou, emonuaivetar ki 5@
pia maidikotporn diabean nmou o@payilel T poppomAacia Twv £pYwV OPICHEVWY VEWY
KAANITEXVQY, PE «OXNpa» PG Tov koopo tng maidikdtntag to maixvidl, dueca ouvuga-
OHEVO HE TNV TIEPITIETEIA Kal TN Suvapikn TN KaAitexvikrig mpdéng.2

2tn oUyxpovn EIKACTIKI| TTapaywyr] eviomifetal yia kanwg «maixvididpikn» taon on-
HIoUPYiaG: KOUKAEG, KAWOTEG, updopata, EUAiva Bpaldopata, vijpata, avéAagpeg-didtpn-
1£¢ KATAOKEUEC, KEVTHAaTa, AeMTEG YPappég, axva oxedia, BoAd xpwpata, axva f avu-
napkta meplypdppata. Zuxvd otny téxvn (onwg kai otn {wrj AMwote), péoa ano nepl-
naixtikry 81G8gon anodidovtal amdKpuPeG EVVOIEG, HUXIEG OKEYEIG, HAKPIVA Kal F?sxu-
opéva Pigpata, pia Talid cuykivnon mou akopa undpxel. Alagdvela, cnék?opn ’cuoer]-
on, abwétnta gival iowg oUCTATIKA TNG ovelpIkrig {wypa@ikng, pe KO‘EG?O)\EC; arr’o 10 O-
ouveiSnto, To ovelpikS. XTa £pya autd 1o (]UtOBIOYpCl(pIKé-BI’prtIKO O'I’ZOIXEIO Kail n
HVrjpn Taidouv evEeXopEVWG ONHavTIKG POAO OTNY KATAYPAPr ECWTEPIKWY Yuxohoy!-
Kwv Sigpyaciwy. , , ,

Eivar peyaAn n onpacia mou anodidetal oTo XioUpop, 10 TICIIXVIS,I,U]V :89""815'2
MPOKEIPévoU va avTIPETWTIZETal Kal va anogoptietal n ‘fqeﬂ‘PEPWO’mw- T,":i;] Y'Cl
PUYI| Kl IEPITTETEIT, XAPAKTNPIOTIKG YVWPIOHa TG naidikig euong, elval GRnevd QI _

4 : 1k\O TOU TIaixviSiou o1 Vool ol ouvriBeigg kai n kata
Kal Twv peydAwv... Méoa otov kU \ , e ENOUTE
nieo Bnuepiviic Jwric ev 1oxvouv méov. Eipaote S1a@opeTikol kai kave ]
N NG KabnuepIving . ’ Tou KaBnpEPIVOU Kb

Tpdypata Sia@opetikd, EMITUYXAVETal Jid TPOOWPIVA Katapynon
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opou.’ To maxvidi Bpioketa £€w ano Aoyikotnta tou Mpaktkou Biou, Sey €xel Kapig
OX£00 HE TNV QvayKaiotnta 1 tn Xpnoipgotnta, pe 1o kaBrjkov A tv akiBeiq * Mac Qokej
pia ave&nynn payeia, givai KHAYEUTIKOR, «oaynveutkoy. Kai ol eikaotikoi Paiverq, -
apxiZouv &K vEou Tn cuvopiAia pe Ta naixvidia, He amoTtEAeopa pia sv&ocpépou(m Oly.
Beon avdpueoca oy oMK} TOU KAANITEXVN KAl TNV OTTUKI Tou aidioy. AMuwore, N Aei-
Toupyia tou maixvidiou eivar € opiopou 1diaitepa Spactiki, 6tav o voug kai to X€pI ki
vouvtal mo gheuBepa.’

Mivetar hoimov pia nBeAnpévn avadpopr) otov abwo kar dpBapto kéopo g naiSikrc
NAIKIag, i} PTG TeEAIKA aUTOG 0 KOopog dev eival kal T6oo aBwog; MAnwg o1 avakaioy,.
HEVEG pvrpEeg Sev gival mAvta TO00 EUXAPICTEG,

H oxoAikr katamieon, n naidaywyikn Bia, n empPoAr) cupnepipopwy pe Bdon ta ko-
VWVIKG otepeoTuna sival B£pata mou amaoxololv Toug dnuIoupyous, Xwpig anapaitn-
1a va ta £xouv Biwaoet o1 iSion. H évvoia, n aicBnon, to Biwpa tng aneiig® oty avijhikn
Kal evijAikn ékgpaon NG aneidr Puxoloyikr, PUxIKK Kal CWHATIKA, AeKTIKY Kal uniaivi-
kur. Bia, expoiopdg, dyxog, katamnieon, aywvia givar ouvaioBripata mou Bigvouy pi-
Kpoi kal peydlol, kai Tou o kabévag avulapBdvetar pe avukeipevika f teleing npoow-
KA KPITrpIa.

I1a mAaiola TwV OIKOYEVEIGKWY OXECEWV Kal pOAwy, 0 auBopunuiopdg kai n épeutn
naiSikdtnta ouxvd xdvovtal, to maidi kabodnyeital kai Siapopwvetal cUpPwva Pe Tig
EMITAYEG TOU OIKOYevelakoU, ekmaideutikou kail Bpnokeutikol mepiBdailovtog.” Tuxva
10 i810 To Mmaixvidi, To omoio amoteAei yia to maidi £vav Tpdno otadiakng MPOCEyyiong
NG MpaypatkdTnTag, cuvdéstal amd Tov KAAITEXVN JE JiIa TPAuUpATIKY EPTTeipia” pia a-
npofAemrtn Snuioupyia eSPou kar aicbnong ameiArjg umovoeitar and to @aivopevikd a-
Bwo kai dkako maixvidi,® péoa and ouvBéoeig mou dnpioupyoulv ampooddkntoug ou-
velppoug. dppeg drmou ouvurtdpxouv To elBpauvato kar AngimpoéBeopo Tou maidikoy
TaixviSiou PE ToV KOIVWVIKS xapaktripa tng avBpwmvng poperig, 6mou pe To capka-
OO TOUG HETAPEPOUY TNV aywvia tng emoxig, akoAouBwvtag tnv mpooopoiwsn g
TpaypaTIkSTTag, TNV onoia kavel to naidi maifovtag.’

TEAoG, XapaknpIoTIKEG OTn CUYXPOovN EIKaoTiKr Snuioupyia eival kai ol gaviaot-
KEC popEc, EwavBpwmveg iyoUpes, oav Byalpéveg amd kivoupeva oxedia fi geppé-
veg and to péMov 1 and éva dAo mapdMnho olpmav fj pia GAn rapdAnin diaotao.
Anpioupyieg evEeXoPEvwE OPPWHIEVES amd QINOCOPIKEG avadnTHOEIG Kal AVOUXIE
OXETIKA PE T QUOIKH VOUOTEAEID, Ta JUCTHPIA TOU CUNTIavVTog, T Snuioupyia Tou KO-
OHOU Kal TOV TIPOoopPIcHO Tou avBpwriou.

O1 popeég aywviag, mieong Kai aneilfg TTou £Xel Va QVTIPETWTTIOE! O OUYXPOVOS av-
Bpwnog péoa otnv kovwvia gival MoAuTToikIAES Kal rro)\uor']povu:q,sspq)OVlzc')PEVEq bia-
XPOVIKd, 0g 6An v mopeia tng {whg Tou. Aev E€pw av n) téxvn gival o O¢on va Giisth
Kpiver kar tehikd va Eopkioer autd ta ouvaioBripata, oute av autd gival TO {nroupevo
NG, TO OiyOoupOo SpWG €ival G O KATTOIEG TIEPITTTWOEIG QUTO oupPaiver....
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CHRISTINA KASABALIDOU

The depiction of children and childhood is found in all periods of Modern Greek art ang always

refation to the historical and social context of each era. Initially, such representations were foung ir:‘
18th century naturalistic and genre painting such as children’s portraits, in either an idealisti and
sentimental style or focusing on the child’s struggle for a livelihood. The absence of Play ang the
constant presence of the book' are typical in such paintings, in compliance with the customs and
social norms of the era. During the 20th century, children’s portraiture became more Penetrating whje
after the 1960s the first works appeared that critically examined traditional images of the family ang
the child in particular. During the 1980s, the childhood memories of artists often triggered the Creation
of works with either clear-cut or cryptic references/flashbacks to the sealed off and enigmatic worlq
of childhood. There is also a child-like disposition in the work of certain young artists, where the igeg

of play serves as a "vehicle" for entering the world of the child and is directly interwoven with the
adventure and dynamic of the artistic act.2

European avant-garde art movements of the 20th cen

and from the toy/readymades of Marcel Duchamp to the '
childlike paintings of Picasso.

In contemporary art there is a tendenc
directly or indirectly related to play or to
fibers, lightweight-perforated
faint or non-existent outlings.

Frequently, hidden meanings, intimate thoughts, distant and
eémotions can be relayed in art (as in life, for that matter)

feelings and innocence are perhaps the constituents of dream painting, and have their roots in ?he
subconscious and the dream. In these works autobiographical and experiential elements, including
memory, probably play an important role in recording internal psychological processes. o
Greatimportance is given to humor, play and adventure as a means of confronting e_verydayg en i
as arelease from its pressures. The tendency for escape and adventure, a characterist!c of chil |roenéef
often also a need for adults.... During play, the laws, habits and pressures of everyday life are noworld-3
relevant. We become different, we do different things and temporarily renounce the ¢ verydayfufness,
Play exists beyond the logic of practical existence; it has no relationship with necessity Or l:qsed artists
with obligation or truth.4 It exerts an inexplicable charm: it is "enchanting", "captivating'. fu[:mtion 0
frequently want to associate their perceptions with those of the child. For that matter, sthe
Play is by definition particularly effective since the mind and the hand move more freely.

y to create with everyday materials and objects that can be
a playful spirit: dolls, threads, fabrics, wooden fragments,
constructions, embroideries, fine lines, faint drawings, blurred colors,

forgotten experiences or earlier, Iingering
through a spirit of mockery. Transparency, eerie

176



What happens, therefore, is a desired return to the innocent and unc -----------
. 3 . : orrupted world of childhood
Or, is it that this world is not so innocent after all? Are the memories that ar ‘
\ er
always so pleasant? ecalled perhaps not

The pressures of school, pedagogical violence and the enforcement of code [ [

_ _ s of behavior by social
stereotypes are topics that preoccupy artists, even though they may not have necessarily expe);ienced
them: the concern, feeling and experience of threat i

_ nits child’s or adult's form, literal or
psychological, psychic or physical threat.® Violence intimidat gk o

aty at each perceives through objective or entirely
personal criteria.

Spontaneity and innate childishness are often lost in the context of family refationships and roles.
The child is guided and raised according to guidelines laid down by the family and the educational and
religious environment.” Often, the artist associates play, which for a child is a way of gradually
learning about reality, with a traumatic experience. An

) about re . _ unforeseen cause for fear and feeling of danger
can be implied in the seemingly innocent and harmle

_ S $s act of play® in compositions that consist of
unexpected juxtapositions. Shapes where the fragility and cessation of child’s play co-exist with the

social character of the human figure. The angst of the times is depicted with irony, imitating the
resemblance of reality created by the child at play.®

Fantastic shapes are also a characteristic of contemporary art: non-human figures as if taken from
cartoons or brought in from the future or from another, parallel universe or other dimension. These
creations probably emerge from philosophical quests and concerns related to natural determinism,
the mysteries of the universe, the creation of the world and the course of mankind.

The diverse and highly significant types of anguish, pressure and threat that people have to face in
contemporary society appear throughout the course of one’s life. | don’t know if art iis in a position to

address, judge and finally exorcise these feelings or if that's its purpose. However, it is certain that this
is exactly what happens in certain situations...

Notes

1. Aphrodite Kouria and Eirini Orati, To paidi sti neoelliniki tehni [ The Child in Modern Greek Arf}, Adam
Publications, Athens 1993, p. 23.

2. Op.cit,p. 255.

3. Johann Huizinga, 0 Anthropos kai to paixnidi [Homo Ludens] (Greek trans. S. Rozanis-G. Lykiardopoulos,
Gnosi Publications, Athens 1989, p. 27).

4. Op.cit,p. 235.

5. Op.cit,p.29.

The suggestion of physical or psychological violence, through symbolism, gestures or forceful ac.ts that

generate fear, anguish or feelings of uneasiness is considered a threat. See Lina Tsikouta-Deimezi, Pos

moiazei i apeili [ What Threat is Like], Trikala 2004, p. 6. N o

Ch. Kalpari explains about her work: “The authority of adults, the absolute truths of reh.gnon, the imposition of

social prototypes, directed knowledge and fanaticism, discipline, absolutism and ppmshment, physucal,

Spiritual and emotional coercion, intimidation, and feelings of guilt define relationships of authority and ”

intentionally or unintentionally violate the freedom and personality of the child, as prescribed by adult models”.

Lina Tsikouta-Deimezi, Pos moiazei i apeili [What Threat is Like], op.cit., p. 8.

See the press release for the exhibition of Ch. Harisis, alphadeita Gallery, March 2006.

©
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