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IA YIIOYAAIA EKOEYXH OQTOI'PA®IAY @idoeveitar otn Anpoukn
[TivakoOnkn Xaviwv. Ta Siadexta épya tns éxOeons, mou oto 6UVOLS ToUS

mnpoépxovtal a6 t oculdoyn tou MixdAn Kpaodxn, anokadvmntouy oto @idétexvo
KOIVO TOU VNO10U Pas TS IPMTOTUIIES KAl APICTOUPYNHATIKES patoypagies tns EAAns
Youyloulwoylou-Lepaidapn, eupémws yvwotns ms Nelly’s. Xdapn oy agooimon tou
ouAdéktn MixdAn Kpaodxn ka1 otov mlouto tns ouldoyns tou, Sivetar n Suvatoétnta
o€ 6lous pas va Solje and Kovid avtd ta oudvia kar povadikd evpnpata, mou n idia
n Snpioupyds vniéypaype ka1 oPpayloe.

'Eva eyxeipnpa oav ka1 autd Sev amotivel povaxa @opo upns oe pia amd us
10 S1akexpipéves poroypdpous tou 200u aidva addd ¢pépvel oto pms tny mAovola
kAnpovopid tns EAAGSas. Eikoves pias dAAns emoxns naipvouv oapka Kai ootd péoa
and tm GIOYPAPIKA TNS apnynon Kai 1010povv pe TPOIo Kavotdpo Kal pe ajeyd-
S1aotn paeotpia oknvés amod t XMOPA pAS TOU MEPACHEVOU AIMVA, [I€ TIPOEKTAOELS
KOIV®VIKO-10TOPIKNS Ka1l modrtoukns onpaocias. Mia éx0eon térolou peyébous kar
afias evioxvel ka1 epmmdoutiCer avappifola to modruouké anotinmpa s Kpnns.

Me Se€lotexvia n Snpioupyods katéypape péoa amd to p@OTOYPAPIKO NS PAKO
ka1l v kadArtexvikn s paud ogers ms EAAGSas, mou oto mpooknvio gépvouv to
peyadeio ka1 tn povadikomnta s napddoons pas. Ilpoxalei to Aiydtepo evivnmon o
peydlos apiOpods épymv téxvns mou ¢rloevoiviar oty ékbeon kar avukatortpifouv
10 eupy épyo s kaAitéxvidos, mou ennpéace piQikd v e§€hign kar o példov s
éxvns s potoypagias. H avaden tou épyou s, péoa and mpwrofoulies onws
autn, oupPdalder téoo ot Sratnpnon s culdoyikAs pas pvapns kai edvikns tavto-
mrtas 600 ka1 ot d1aopdlion s mpombnons s eAAnVIKNS téXvns oto onjepa.

Ytous ouvteleotés s ékOeons ka1 otny oikoyévela Kpaodkn, exkppaloupe 181-

aitepa ka1 Oeppd ouyxapntipia.

Ytavpos Apvaoutdkns

Iep1peprapxns Kpnins
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SIGNIFICANT PHOTOGRAPHY EXHIBITION is being hosted at the

Municipal Art Gallery of Chania. The carefully selected works of the exhibi-
tion, all from the collection of Michalis Krassakis, reveal to the art-loving audience
of our island the original masterful photographs of Elli Sougioultzoglou-Seraidari,
widely known as Nelly’s. Thanks to the dedication of the collector Michalis Kras-
sakis and the breadth of his collection, we all have the opportunity to see up close
these rare and unique findings, signed and stamped by the creator herself.

An endeavor such as this not only pays tribute to one of the most distinguished
photographers of the 20th century but also brings to light the rich heritage of
Greece. Images from another era come to life through her photographic narrative,
portraying scenes from our country of the past century with innovative and impec-
cable mastery, which is illustrative of socio-historical and cultural significance. An
exhibition of this magnitude and value undoubtedly enhances and enriches Crete’s
cultural footprint.

With great skill, Nelly’s captured through her lens and artistry various aspects
of Greece, highlighting the grandeur and uniqueness of our tradition. The total
number of photographs in the exhibition is impressive, reflecting the extensive va-
riety the artist’s works, who considerably influenced the evolution and future of the
art of photography. Initiatives like this, which showcase the artist’s work, contribute
to the preservation of our collective memory and national identity and ensure the
promotion of Greek art today.

We express our special and heartfelt congratulations to the contributors of the

exhibition and the Krassakis family.

Stavros Arnaoutakis

Regional Governor of Crete

11



TYXH ATAOGH». H ®PAYH AYTH KAI MONO 0a pnopotoe va mepiypd-
« Pe1 60a ouvéPnoav ws tn ouypn nou n Anpouxn ITivakoOnkn Xaviov
avolyel §ava us mudes tns ka1 vmodéxetal v véa s ékbeon «Nelly’s - Luddoyn
Kpaodkn».

H véa éxBeon tns Spaotinpias xai pe modluouddexuxd mpdypappa Anpou-
kns [TivakoOnkns Xaviov éouader ota épya pias anoé us kopupaies potoypapous
tou 2000 arwva, tns EAAns Youyloudt(oylou-LepaiSdpn, yvwotis maykoopins ws
Nelly’s, pias dnpioupyout, mou pe SeSlotexvia pauioe pe v 1d1aitepn ypapn tns
kd0e Oépa -mpoéowno n tomio- to omoio €0eoe oto emikevVipo TOU PWIOYPAPIKOU
(paxou tns.

Méoa a6 v éxbeon «Nelly’s - Euddoyn Kpaodkn» to ko1vé tns Anpotikns
[Tivakobnkns Xavimv, and tov IovAio éms ka1 tov NoépPpio tou 2024, Oa éxel
v eukalpia va 8e1 amd kovid ka1 yia mpotn gopd, mpwtdtures Snploupyies kai
noAuapifpa adnpooievta épya tns Nelly’s, voyeypappéva ka1 oppaylopéva améd
v i81a t pwtoypdpo, vAiké mou amotedei évav npaypauko Onoavpd peyddns
10TOPIKNS KAl IOATICUKNS ONpaoias.

Tuxn ayabn doindy, 816t to modUtipo ka1 o1avio avtd UAIKO IPoEPXETal Ao
wm Yuldoyn tov Mixddn ka1 Tivas Kpaodkn, evés {elyous mou pe vnoderypaukn
urIopovH ka1 e§a1peukn apooinon €xouv a@lep®oel T (Wh ToUs 010 GUAAEYELY, MS
péoo d1aowons moditicur®v Onoavp®v mou €xouv s kuplo afova tnvy EAANGSa, to
napel0ov ka1 tnv Iotopia tns.

Oa nbela va evxapiotom amod kapdias 6lous 6oo1 epydotnkav yia tn S1op-
yavwon s ékbeons «Nelly’s - Luddoyn Kpaodkn» kar 181artépws 1o {evyos Kpa-
0Gkn mou epmotevtnke yia Sevtepn popd ta Xavid, mapouoidlovias éva peydlo
pépos tns culdoyns tous.

H oupPodn tous otnv nopeia avavémons kai e§motpégelas, mou €xel diavuoel
pe otabepa Pnpata n Anpouxn Ilivakobnkn Xaviov, unpe katadvukn. Me e-

X@P10TH TPN Ka1 xapd tous vnodexopaote kai a1 ota Xavid.

[avayiotns YXnpavdénpaxns

Afpapxos Xaviov
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14 WITH GOOD FORTUNE”. THIS PHRASE ALONE could describe all

that had happened by the time the Municipal Art Gallery of Chania
reopened its doors to welcome the new exhibition “Nelly’s - The Krassakis Col-
lection”.

The new exhibition of the Municipal Art Gallery of Chania, with its rich vari-
ety of cultural activities, focuses on the works of one of the greatest photographers
of the 20th century, Elli Sougioultzoglou-Seraidari, known worldwide as Nelly’s,
an artist who skillfully illuminated each subject - person or landscape - that she
placed at the center of her photographic lens with her unique style.

Through the exhibition “Nelly’s - The Krassakis Collection”, the audience of
the Municipal Art Gallery of Chania, from July to November 2024, will have the
opportunity to see up close and for the first time Nelly’s original creations and
numerous unpublished works, signed and stamped by the photographer herself,
material that is a real treasure of great historical and cultural significance.

With good fortune indeed, since this valuable and rare material comes from
the collection of Michalis and Tina Krassakis, a couple who, with exemplary pa-
tience and exceptional dedication, have devoted their lives to collecting as a means
of preserving cultural treasures that primarily focus on Greece, its past, and its
History.

I would like to thank from the bottom of my heart all those who worked on
organizing the exhibition “Nelly’s - The Krassakis Collection” and especially the
Krassakis couple for entrusting Chania once again with the presentation of a large
part of their collection.

Their contribution to the course of renewal and extroversion, which the Mu-
nicipal Gallery of Chania has steadily navigated, has been pivotal. It is with great

honor and pleasure that we welcome them back to Chania.

Panagiotis Simandirakis

Mayor of Chania

13



E NA AYXIIPOMAYPO KAPE MEXA YTON QKEANO tou pwtoypapikol ou-
pravtos s Nelly’s 6nos eixe amokalugbei népuor ous @i1A6¢eves aibovoes
tou Mouoeio Mevakn pe unoxpémoe 0xed6v va otaparnom Kai va to napatnpnom
e tpomo Srapopeuxod amd ta addd. Exeivo to adiéodo cokaxi otpmpévo pe xpo-
KGAes, 10 avano§oyupiopévo Ko@ivi og pia yovid tou kat ta tpia xapivia kabiopéva
010 KAT®PL1, 0a 0K1€S, KAt ano ta avoixtd {UAiva napabupopulda, évimba nms ta
Yvopilm, av ka1 §ev Oupopouv va éxw §avadel tn ouykekpipévn poroypagia.

‘Epeiva va v napatnp® yia modAd nepioodtepa deutepOlemta oUyKpITIKA Jie
us GAAes xwpis va prop®d va ouvelldnronoinow tov Adyo, aldd kar xmpis 1o payvn-
uopévo PAéppa pou va avalntd onoradntote mAnpo@opia épa amd ta Sedopéva tns
iS1as tns e1k6vas, péxpl t ouypn mou €vas gilos pe nmAnoiace xai pou eime: «Exove
aflflafer woflv va Xavid and wore, &». Tote, oa va agumviotka §a@vikd, mAnoiaca kat
S1afaoca tn ouvoSevukn mvakida: «H madid modn tov Xaviov, 1928».

Exeivn wm ouypn Snpiouvpynbnke péoa pou n embupia, o modvmlokos auvtds
potoypapikos koopos tns Nelly’s va priopovoe va tali8éyer pe kamoro tpoémo kai otn
Spaotnpia Anpouxkn ITivakoOnkn Xaviwov ka1 va §avagépel tn onoudaia dnpioupyo
ota id1a exeiva povondua, mou taideye tv avoin tou 1928.

‘Evav nepinou xpovo petd tv anpooddknin avtn cuvavinon pou pe ta Xavid,
onms ta eixe de1 n Nelly’s, npOe n mpoétaon tou ouddéktn MixdAn Kpaodkn va ma-
pouoldoel yia mpdtn Gopd tv mlovola ouAdloyn TOU pie €pya TnS OUYKEKPIPEVNS
patoypagou otnv Ilivakobnkn. Aev Oa aodmow to yeyovos otn petaguoikn, aAld
JIop® va mo Ot mpoKeltal yla pia amnd ekeives t1s ouykupies mou povo xapd xai
OUYKIvVNOn PIopouv va Ipoo@EPouy.

Ynpepa n Nelly’s péoa ané wa 150 ka1 mdéov adnpooieuta épya tns «emotpé-
¢e1» ota Xavid ka1 pas npookalel og éva dveu mponyoupévou tagidl ots apxaidntes
Ka1 ta pvnpeia ou eAAnviopoy, us ek§nAamoels v AeA@ikov yioptav, us napado-
O1aK€S POPe0l€s, AAdd KAl 1as «OUOTNVEL» eMIPaveis mpoommkotntes kal Sidonpes
XOPeUTPIES TNS EMOXNS TNS 1€0a aIId ta moptpéta tus. Le pia Siadpopn otnv EAAGda

tou x0es ka1 ota mpdra Prpara s poOypaPikns téxvns. As t amolavooupe!

Iavvns INavvakdkns
Avudnpapxos Ilodruopot Anpou Xavimv

[Ip6edpos Anpouxkns ITivakoBnkns
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A BLACK-AND-WHITE FRAME IN THE OCEAN of Nelly’s photographic
universe, as it was revealed last year in the welcoming halls of the Benaki
Museum, almost compelled me to stop and observe it differently from the others.
That dead-end cobbled alley, the overturned basket in a corner, and the three gamins
sitting on the threshold, like shadows, under the open wooden shutters, felt familiar,
although I did not remember having seen that particular photograph before.

I kept observing it for many more seconds compared to the others without
being able to realize why, and without my captivated gaze seeking any information
beyond the data of the image itself, until the moment a friend approached me and
said: “Chania has changed a lot since then, hasn't it?”. Then, as if suddenly awakened,
I approached and read the accompanying sign: “The old town of Chania, 1928

At that moment, a desire grew in me to enable Nelly’s complex photographic
world to somehow travel to the vibrant Municipal Art Gallery of Chania and bring
the great creator back to those very paths she travelled to in the spring of 1928.

About a year after this unexpected encounter with Chania, as seen by Nelly’s,
came the proposal from collector Michalis Krassakis to present for the first time his
rich collection with this photographer’s works at the Gallery. I will not attribute the
event to metaphysics, but I can say it is one of those coincidences that can only bring
joy and excitement.

Today, Nelly’s through her more than 150 unpublished works “returns” to
Chania and invites us on an unprecedented journey through the antiquities and
monuments of Greek heritage, the events of the Delphic Festivals, traditional
costumes, and also “introduces” us to prominent personalities and famous dancers
of her time through their portraits. It is a journey through the Greece of yesterday
and the early steps of photographic art. Let’s enjoy it!

Giannis Giannakakis
Deputy Mayor of Culture of the Municipality of Chania
President of the Municipal Gallery
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01 8Vo aonpépavpes potoypapies mou anekovifouv

0 n@gaiotelo s Yavropivns

The black-and-white photographs depicting the volcano of Santorini

MIXAAHY KPAYAKHY

Xnueiopa tov ovfdéxtn

TAN TO 1974, ANAZHTQONTAY oe éva nalaionmleio tns Kolwvias ma-

A\100s xaptes ts Kpntns ka1 uniakoGovas otny mpotpomn tou avukép, va piso
H1a paud oe éva §UA1vo Kouti, TIou «éxel péoa kamola mpdypara ano tny Fdadar,
dev popovoa va paviaot® 6u pia pépa Ha yivopouv ox1 povo Adtpns tns kaAdite-
XVIKNS potoypagias addd kai motoés «akodoubos» tns kopupaias pmtoypdgpou pas,
s EAAns Youyloud{oylou-LepaiSdpn. Méoa otnv kolta, mou fitav torofetnpévn
ndvo oe éva Piktwplavé tpamédl, Ppiokoviav SVo aonpoépavpes poroypagies, mou
areikévidav o ngaiotelo ts Lavropivns. Modis us mpa ota xépia pou payevtnka.
Yto kato pépos 8e1a vnmnpxe pe podoPr pia kadAypaikn vioypagpn pe Aatvikous
xapaktpes, mou Siafafétav pe aveon «Nelly's» ka1 mou Sev pou éleye amodlvtws
tiota. Xopis xpovorpiPn us ayopaoa katr us §vo. Metd and pepikés pépes mnpo-
gopninka amo évav yvwotd pou culAékin pwroypapiov, noia nrav n Nelly's.

Y1yd-o1ya apxioa va Paxve UAIKO IIOU Ty apopouoe Kal Iou Ntav tote oxe-
86v avinapkro, va ayopdlw oe Snpompaoies, apxikd oto e§wtepik6 ka1 apydtepa
ka1 otnv EAAGSa, kd0e avbevuiko tinopa (apyvpotuiies, potoypagies fpopiovxou
apyupou pe toviopd oémas, bromoil, k.4.) ka1 va peletd mpooektukd Ty emloyn
S €KAOTOTe OIIUKNS ywvias, pe th Bonbdeia tns onoias n potoypdgpos avadeikvue
1o Oépa s, vnoypappidovtas us ypappés exeives, mou Hewpovoe du Oa tpaPnouv
1o BAéppa tou Beatn oto onpeio mou OéAer. Alamiotmoa €01 0Xeukd ypnyopa, 6t n
Nelly’s ava¢ntotoe nidvta tv appovia tns cuvbeons, doxeta av mpokertal yia modes
YURVOV Kal npiyupvev poviédoy, tomia, apxaiotntes, Oeatpikés mapaotdoeis, nfo-
YPaQIKES OKNVES, TOPTPETA N KTip1a.

Ta xpdévia nepvovoav kar n culdoyn peydlomve. HOn to 1990 eixe anmoktioel pia
a16dloyn ovtdtnta, yeyovos nou mapakivnoe mpo@avas tov Dr. Bodo von Dewitz,
tov tote S1eubuvin tou yeppavikou pouoeiov pwtoypagias Agfa Foto-Historama, va
pou {ntnoel va ouppetdoxe pe npwtédtumes Snpioupyies ts Nelly’s o pvnpeiod-
8n poroypagikn éxkbeon mou fntav agiepopévn omv EANaSa uno tov ttdo: «Me
tnw Yuxn avafnraovias 1wy Einewy tn xédpar, ka1 nov npaypatonomOnke pe peydin

enrtuxia otny Kodwvia and tov Oxtofpio péxpr 1o AeképpPpio tou 1990. Me xapa
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MIXAAHY KPAYXAKHY

avtanokpifnka oto kGAeopd tou, 6nws kai oe avtd s Dr. Karin von Welck, tns téte
S1eubvvipias tou emions yeppaviko pouoeiou Reiss-Museum tou Mavxaip, 6mou
petapépbnke akolotbws n éxbeon ka1 mov dinpknoe anod tov lavoudpio péxpr tov
Ampidio tou 1991. MdAiota otnv ékOeon oto Mdvxaip napeixa emmdéov, petd amod
oxeukn napdkAnon ws Sieubuvipias, entd mpwtétumes apyuporunies s Nelly’s
pe Oépa tnv AkpomnoAn, tous Aed@ous kar tnv Olupmia, nou katevbouoiaoav tous
I'eppavous emokéntes.

H pwroypagixn apnynon tns Nelly’s eival éva ouvapraotiké tadidi oto xpovo.
H xdBe potoypagia éxe1 tn Sikn tns afia. [Tapa tv etepéxAntn Oepatodoyia, 6Aes
o1 Snpioupyies tns €xouv €vav Koo Imapovopaoti: v idia texvorpomkn ypagn.
O1 potoypagies mou @rlotexvnOnkav oe tooes oAdés deraeties, KAT® Ao eVieA®s
Siapopetikés ouvOnkes kar oe Siapopetikd pépn tu KOopOU, eivar 6des Byadpéves
anod 1o 1810 x€p1. Aev Oa pmopovoe va us eixe tpaPnder kdmolos dAdos. Eivar 6des
«Nelly’s».

H éx0eon otn Anpoukn IlivakoOnkn Xaviov eivar yia péva «Mia karabeon
puanis», yia va Savelotd tov titdo tns ékdoons yia tov Ayyelo Xikediavo, o omoios
padi pe t oufuyo tou, Eva Iladpep, Siopyavmoe us Aedgikés Eoptés (1927-1930),
nou anabavdauoe pe tov ako s n Nelly’s. Eixa t toxn va avakalvyo éva peyd-
do pnpa wv avbevukov tnopdriov. And avtd extifevial twpa yia npaon gopd
22 apyuporumies oe peydda peyébn ka1 oe dprotn kardotaon.

H empelntpia tns ékOeons ka1 e§aipetn eikaoukds, YXtéAda Koukouddkn, mou
ed® ka1 xpovia yvopiler to evpos tns ouldoyns, Atav ekeivn mou pie mpoonlwon
ka1 {¢on enélee us pmroypagpies yia v mapovoiaon ota Xavid. IIpoondOnoe,
Kal to métuxe, va katadeifer pe ouvvénela ka1 euhuvn us mruxés tns KadAitexvi-
kns Snpioupyias tns pwtoypdpou otnv EAAGSa, kavovias us omotés emdoyés tmv
POTOYPAPIOV KAl TOV OXEUKADV tekpnpiov. Xro empeAnpévo keipevo s yla tmy
ék0eon, mou eival 410 mpooekukns avayvmons, avaliel, eppnvevel Kal potiCel 1o
€pyo tns pwroypdpou amd tn oxomid wns, «ue 1o Pdupa rov etwaotikov». Avayvem-
piovtas amepippaocta tnv dorvn mpoomnddeld s yia v ampdoromntn vlomoinon
auths s npawns peyadns éxbeons tns Nelly’s otnv Kpnin kar ekupavias tov
KO0 Tns y1a tnv dpua ékdoon tou kataddyou kabms ka1 yia tnv npoetorpaocia xat
v enituxia tou 6dou eyxelpaparos, v euxaplot®d amd ta fadbn tns kapdias pou.

'Eva peydlo euxapiowm, kar dli, otov Anpapxo Xaviov Havayiom Xnpavdn-
pAKDN, TIOU eKUPMVTAs pe 0§udépkela tn peydAn onpaoia v KAA®V IEXVOV Y1a v
ouyxpovn Korvevia, uiootnpiCer épnpakta kGOe mpoondbela mouv cupPadder amote-
Aeopauxkd oty moliuoukn avadein ox1 povo ts n6Ans tou aAdd kal 0AOkKAnpns
s Kpnns. Euxapioto Oeppd xar tov Avudnpapxo [lodropot Idvvn I'avvakdxkn,
mou katéPfale kabe Suvatn nmpoondbeia, wote ka1 avtn n ékbeon va karaotei éva

aKOPN Kaip1o MOAMTUOHIKO Yeyovos yia tnv moAn tov Xaviov.
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Ogeilo emions va euxap1otom OAouUs Tous oUVTEAeOTES ths €k0eons, IpWUOTWS
wm Baow APpapomovlou mou pe anapapiddo ¢hdo Siapdppooe évav axdpn evivnm-
01aK6 Katdloyo, tov g1Aodoyo [adpyo Apylpn, ou empeAnOnke pe emdeCiotnta ta
kefpeva ts ékoons ka1 Gpovioe yia t owot anédoon tous oty ayyAikn, kabwms
ka1 v [ndvvn Ilatepaxn yia tv apépiotn ovpnapdotaon tou kad’ 6An w Sigpkela
v mnpoetoipaciov s ékbeons. Euxapiotd emions tov exkdexto (wypapo kar kabn-
ynua Eikaoukov Texvov oto IToAutexveio Kpnns, Anpntpn Avdpeadaxn, yia tnv
ouolaoukn oupPoln tou yia tov agoyo pwuopd v exkbepdtov otous XMPous tns
Anpouxkns IIivakoOnkns Xaviwv.

Niwbw 181aitepa vnoxpeos otov HpakAn Ilanaioavvou, nponyv Sievbuvin tou
Doroypagikot Mouoeiou Oecoalovikns, mou avianokpidnke dpeca oto aitnpd pas,
va ouppetdoxel pe éva Sokipio tou otn ouyypagn tou katadéyou, otnv Adikn Toip-
yiadou, 81eu00vipia twv Ootoypapirmv Apxeiov tou Mouoeiov Muevaxn kai umed-
Ouvns y1a tn peydAn avadpopikn éxkbeon tns Nelly’s oto 1810 pouoeio to 2023, yia us
EMIONPAVOELS TNS Katd tn S§1dpKela tov ouvavinoemy Kal t®V GUVORIAIDV Pas YUp®
aro 1o €pyo tns pwroypdgou, kabms kar oto Movoeio Mnevdkn yia tnv vnootmpi{n
tou 0UAAOY1KOU pas moviparos ota Xavid.

[Ipéne1 va euxapiothon anod kapdids tov Ilepipeperdpxn Kpnins, Yravpo Ap-
vaoutdkn, yia v mpoupn ka1 dpeon avianokpion v oto aitnpa xpnpartoddtnons
s napovoas ékdoons, mou Oa amotedéoer avappifola éva aképn Aibapdx otnv
épeuva yia m peydAn EAAnvida potoypago, kabms kair tnv Avunepigpeperapxn [lo-
Muopov, l'oyeo Mnldxkn, yia v épnpaxtn vnootpién wms.

TéAos, éva peydlo euxaplotd otn ou{uyo pou, Tiva, mou eni téoes Sekaeties
poipddetar padi pou to mabos yia us kadés téxves, otéketal navia dimla pou, otnpi-
{ovtas Oles us amogpdoels kar 6Aa ta Pripata yia v aveipeon CNHAVUROY Epymv
éxvns, Ka1 evioxvovtas kdfe §paon ka1 kabe evépyeld pou mou otoxevel otn S1dom-

on ka1 avadein tns noAruoukns kAnpovopids tms EAAGdas.

MixdAns Kpaodkns
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Yavtopivn, n Lkdla kai o Xxapos /

Santorini, the Scala and the Skaros Rock

MICHALIS KRASSAKIS

Collector's note

HEN IN 1974, WHILE SEARCHING for old maps of Crete in an antique

shop in Cologne and following the antiquary’s suggestion to take a look at
a wooden box that “contains some things from Greece”, I could not have imagined
that one day I would become not only an admirer of artistic photography but also a
dedicated “follower” of our renowned photographer, Elli Sougioultzoglou-Seraidari.
Inside the box, which was placed on a Victorian table, were two black-and-white
photographs depicting the volcano of Santorini. As soon as I took them in my
hands, I was captivated. At the bottom right was a calligraphic signature in Latin
characters, easily read as “Nelly’s”, which meant nothing to me at the time. Without
delay, I bought both. A few days later, I learned from a fellow photography collector
who Nelly’s was.

Gradually, I began searching for material related to her, which was almost
nonexistent at the time, and started purchasing at auctions, initially abroad and
later on in Greece, every authentic print (silver prints, sepia toned silver bromide
photographs, bromoils, etc.), and carefully studying the choice of each perspective
the photographer used to highlight her subject, emphasizing the lines she believed
would draw the viewer’s eye to the desired point. I quickly realized that Nelly’s
always sought the harmony of composition, whether it involved poses of nude and
semi-nude models, landscapes, antiquities, theatrical performances, genre scenes,
portraits, or buildings.

Asthe years passed by, the collection grew. By 1990, it had grown significantly
and substantially, prompting Dr. Bodo von Dewitz, then director of the German
museum of photography Agfa Foto-Historama, to ask me to participate with Nelly’s
original works in the monumental photographic exhibition dedicated to Greece
titled “Seeking the land of the Greeks with the soul”, which took place with great
success in Cologne from October to December 1990. I happily responded to his
call, as I did to that of Dr. Karin von Welck, then director of the German Reiss-
Museum in Mannheim, where the exhibition subsequently moved and lasted
from January to April 1991. In fact, for the Mannheim exhibition, I additionally
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provided, at the director’s request, seven Nelly’s original silver prints depicting
the Acropolis, Delphi, and Olympia, which greatly impressed the German visitors.

Nelly’s photographic narrative is a fascinating journey through time. Each
photograph has its own value. Despite the varied themes, all the works she created
have a common denominator: the same stylistic signature. The photographs
created over so many decades, under entirely different conditions and in different
parts of the world, were all taken by the same hand. No one else could have taken
them. They are all “Nelly’s”.

The exhibition at the Municipal Art Gallery of Chania is for me “A testimony
of the soul”, to borrow the title of the publication about Angelos Sikelianos,
who, together with his wife, Eva Palmer, organized the Delphic Festivals (1927-
1930) captured through Nelly’s lens. I was fortunate to discover a large part of
the original prints, twenty-two large-sized silver prints of which are now being
exhibited for the first time in excellent condition.

The exhibition curator and outstanding artist, Stella Kukulaki, who has
been familiar with the breadth of the collection for years, was the one who,
religiously and meticulously, selected the photographs for the exhibition in
Chania. She succeeded in consistently and responsibly highlighting the aspects
of the photographer’s artistic creation in Greece, making the right choices of
photographs and relevant documentation. In her carefully prepared text for the
exhibition, which merits careful reading, she analyzes, interprets, and sheds light
on the photographer’s work from her perspective, “through the eyes of the visual
artist”. Acknowledging unreservedly her tireless effort for the seamless realization
of this first major exhibition of Nelly’s in Crete and appreciating her effort for the
impeccable publication of the catalog as well as for the preparation and success of
the entire initiative, I thank her from the bottom of my heart.

A big thank you, once again, to the Mayor of Chania, Panagiotis Simandirakis,
who, with a keen insight into the great importance of fine arts for modern society,
supports every effort that effectively contributes to the cultural promotion not
only of his city but of all Crete. I also warmly thank the Deputy Mayor of Culture,
Giannis Giannakakis, who made every possible effort for this exhibition to become
another significant cultural event for the city of Chania.

I also owe thanks to all the exhibition contributors, primarily to Vasso
Avramopoulou, who with her unmatched zeal, created yet another impressive
catalog; to philologist Giorgos Argyris, who skillfully edited and properly translated
the texts of the publication into English; as well as to Giannis Paterakis for his
unwavering support throughout the exhibition preparations. I also thank the
distinguished painter and professor of Visual Arts at the Technical University of

Crete, Dimitris Andreadakis, for his essential contribution to the flawless lighting of
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the exhibits at the Municipal Art Gallery of Chania.

I feel particularly indebted to Hercules Papaioannou, former director of
the Thessaloniki Museum of Photography, who immediately responded to our
request to contribute an essay to the catalog; to Aliki Tsirgialou, director of the
Photographic Archives of the Benaki Museum and responsible for the major
retrospective exhibition of Nelly’s at the same museum in 2023, for her insights
during our meetings and discussions about the photographer’s work; and to the
Benaki Museum for supporting our collective endeavor in Chania.

I must also wholeheartedly thank the Governor of Crete, Stavros Arnaoutakis,
for his prompt and immediate response to the request for funding this publication,
which will undoubtedly be another contribution to the research on the great
Greek photographer, as well as the Vice Governor of Culture, Gogo Milaki, for her
practical support.

Finally, I owe a big thank you to my wife, Tina, who for so many decades has
shared with me a passion for fine arts, always standing by my side, supporting all
the decisions and steps for finding significant works of art, and encouraging every
action and effort of mine aimed at preserving and promoting the cultural heritage

of Greece.
Michalis Krassakis
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«ME TH MATIA TOY EIKAYXTIKOY...»

M E AIYOHMA METAAHY. EYOYNHY. avélaBa v empéleia autoy tou po-
vadikol eyxelpnparos. H ouvepyaoia pou pe tov oudAéxtn MixdAn Kpaoaxn
ka1 n fabid extipnon mou PP Yla eKeiVOv Kal TN OUVOAIKNA TOU 0TAON O€ 0XE0N |1e
v avadeiln tns téxvns Kai tou molitiopol 6la avtd ta xpovia ouvetédeoav kabo-
P10TUIKA 010 va yive pépos autns tns {exmprotns npmrofoudias. e kdbe nmepimwon,
ai00dvOnka 181aitepn ouykivnon ws €1Ka0TIKGS Otav aviikploa tov IAOUTO NS Peya-
Adtepns 1810ukns ouldoyns otnv EAAGSa pe ta moduapiOpa adnpooieuta épya tns
81e0vous ¢npns potoypdgou EAdns Youyloudw{dylou-LepaiSapn (23 Noepfpiou
1899 - 17 Auyototou 1998) a6 to to Aidivi tns M. Acias, yvooth ws «Nelly’s».

Meta tnv kataotpogn wu Aidiviou, n Nelly’s omouSaoce potoypagia otn Apéodn
(1920-1923) ka1 otdOnke tuxepn nou pabntevoe Simda oe §vo amd tous omoudaid-
tepous pwtoypagpous s enoxns, ov Hugo Erfurth ka1 tov Franz Fiedler. Emotpé-
govtas otnv ABnva to 1924, avoiyel to npoto tns atedié otnv 086 Eppov 21, epya-
(opevn ws enayyelpatias poroypapos. To Mdio tou 1928 mpayparonoiei thv mpamn
peyaAn mepiodeia avd v EAAGSa pe tov Franz Fiedler. Mia ané us otdoeis tou
vnnpde n Kpnwn, tv onoia n id1a emoxépnke {ava to 1939. Yn Xudldoyn Kpaodkn
Sraometar pépos tns aldndoypagias v Franz Fiedler mpos th NéAAn pe agoppn
Ty mIpogtolpaoia tou Ko1vou tag1d1ou tous (oel. 41).

O1 xe1pOypages autés emotodés eival onpavukotates yla my épeuva yupo amd
v npoowmikn oxéon s Nelly’s pe tov §aokadd tns, dnms avtn Siaypdpetal péow
s ouykekpipévns alAnloypagias, €0t ka1 av Aeirouv o1 anavinoels s padnepi-
as, o1 oroies Ntav paAAov umo t popPn tnAeypapnpdiov, av Kpivoupe amo us oxe-
ukés avagopés tou Fiedler. Emtpénouv emions tv e€ayoyn kdnoiov oupnepaopd-
OV Y1a 1V Tporo pe v onoio o Fiedler mpoetoipdder tnv kabodo tou oty EANGSa.
Aiver €to1 oageis odnyies otnv EAAnviSa pabntpid tou yia tnv ayopd potoypapirov
pnxavaov, v npopnfeia tou avaykaiou uvdikou, 6nws @idps, giltpa, KA., emxel-
pPOVTaAs OX1 PIOVO Va OUVTOVIOEl TIS KOIVES eVEPYELES TOUS TIOU APOPOUV T0 eMIKeipevo
tagid1 tou aAdd ka1 va npoodiopioer enaxpifms tous 6pous ka1 us npoinobHéoels tns

KOIVNS Tepirételas otov eAAadikd xapo.
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Yy npoin €m10toAn tou S1amot®Voulle [1a TUTIIKN EUYEVELQ TTOU PETATPEIETAL
opms otadiakd, ota endpeva ypappard tov xai £181ka oto tedeutaio yvwoto, oe oapn
oikelotnta. Eve oto ypappa tns 21ns Maptiou 1928 npoogwvei t pabntpia tou
«Ayamnntn Seomorvis EAAn» ka1 unmoypager tumkd pe «Auds oas, Qivylep», otnv em-
otoAn ws 27ns Maptiou 1928 tnv anoxalei «Ayarnen Fflin», avagépovtas ou podis
nnpe to tleypapnpd s, mou mpopaves v evlouoiaoe ka1 kAgivel 10 pakpooke-
Aés ypdppa tou ws e€ns: «Kar tdpa fervdue emwéflovs! H éyrkpion and vo vrovpyeio
Oa épBer oiyovpa! Kav tdte viee! Zivw! ydibapos [ota edAnvikd], dxt 2 yaiddpes [ota
eAAnvikd]. Kar ey Oéiw va unnebow! Ziww! Aoutdy, ta favagéue otny Abnva. ogdovs
eyrapdiovs xarpetiopovs, o Qivylep oas». Kai oto ypappa tns 1ns Anpidiov 1928 Sia-
npeital pev n yeppavikn wimkonta v nAnfuvukou euvyeveias, Opws Siakpivouye
napdAAnda pia oapn oikeiétnta. O §dokalos v npoopavei {ava «ayannti EAAn»
alld anoxaipetd t Nelly’s pe to e§aipeuxd @ilio: «Me 6An pou v kapdid, o @i-
videp oas». H peddovukn aflodéynon wwv emotodov avtov and efeidikeupévous
epeuvnies Oa pas Siapotioer avapgifola kalvtepa yia th oxéon mmou gixav avamnty-
ge1 petadu tous Sdokalos kai pabnrpia.

To 1939-1966, n Nelly’s §paotnpiomoindnke Baocika otn Néa Yopkn katd ta 27
xpovia napapovns s ous Hvopéves IloAiteies. Meta to 1966, eykabiotatar péxpi
10 tédos s {wns s oty Abnva. Aev Oa emxelpnow pia extevi epyofioypagi-
kh avadpopn yia tn onoudaia pwrtoypdpo adld ms kadArtéxvis Oa mpooeyyiom to
KAIVOTOpo €pyo tns amd t S1kn pou ormukn yovia, eoudfovias otny KaAAtexvikn
€K(PAON TIOU EVOAPKMVETAL Kal Kmd1Komoleital ots pwroypagies ts. Autd mou pou
KEVIpI0e 10 evBiapépov eival ou n npwronoplakn paud kai ta Oépard s nrav edai-
PEUKA IIPOXWPNPEVA V1A TNV EITOXN TOUS, JI€ TEXVIKES TIOU napanépnouv oe Hempies
YEDHETPIKNS 100pporrias Kal otoixeia mou amotédecav OepelimSers otuloPartes tns
(@ypa@ikns, tns YAUIIUKNAS KAl TNS APXITEKTOVIKNS MOAU IIPIV AIId TOV €PXOpO Ttns
pwroypagias.

O1 poroypagies tns ouldoyns Kpaodkn 1xvoypagolv apxaidtntes kai pvnpeia
tou eAAnviopol, us exkdndmoeis v Aedpikov Eoptov, mapadooiakés qopeoiés,
mnoptpéta, OPelrs amd to vnoi s Xaviopivns kair aAla tormia, enipaveis npoomil-
KOTNtes Kal yupva pe Sidonpes xopeutpies s emoxns. O ouvoAdikos tous apifpos
eviunoo1ader Oeukd ((PA. emdpevn oedida kar oed. 55 ka1 58), dnws ka1 1o 6u eivai
uroyeypappéves kai oppaylopéves amo vy idia. [lpoxertar yia éva npaypauxo On-
oaupo 10TOPIKNS KAl HOAITIOUKNS ONpacias mou avapévelr v anokdAuvyn tou oto
gupu KOLVO.

01 pooypagies, mou napouvoidovtal oe autn tv €ék0eon, eivar povadika xei-
pnAia IOU QVAKOUV OTN PECOMOAEHIKN KAl PETAIOAEPNIKA (AN TNS PATOYpaAPias.
[Tpokertal kupims yia apyuporuies ka1 Ppopioedalotumies, Snploupynjéves kai tu-

nepéves aro tmy idia th potoypdpo v emoxn ekeivn, yeyovos rmov paptupd akopa
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Yroypagn ka1 oppayides s Nelly's pe us omoies n id1a motomnolovoe

v aubevukdmnia IOV OTOYPAPIOV TNS.

Nelly's signature and stamps with which she verified the authenticity

of her photographs.
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1ep1000tePo v 1010p1kN avbevukoérntd tous oe avtibeon pe ovyxpoves avatunm-
oe1s and ta apvnukd tns kadArtéxvidos. Aev eivar amlams kalaioOnta épya téxvns
- eival af16loya 1010p1KA VIOKOUPEVTA TIOU QIIOTUIIMVOUV ONHAVUKES OTYLHES, OU-
vaioOnpata ka1 10topies ano to napeX0ov. Anotedovyv, amé tn pia mlevpd, Ekppaon
ToU opdparos Kai tns SnpoUPyIKOTNTAS TNS PAOTOYPAPou Kai, and tv dAAn mlevpd,
eival épya mou map€xXouv MANPOPOpies yia 10 KOIVWVIKO, 10TOPIKO Kal MOAITIOTIKO
mAaiolo oto omoio dnploupyndnkav.

H ¢owtoypagia nmépace moddd otadia, éva e’ avtov ftav o mkropiaiopos.
Aut6 1o xivnpa mepidapfaver ovolaotikda t Snpoupyia pOIOYPAPIK®OV EIKOVMV IIOU
poidaouv pe mivakes {wypapikns. Katd v nepiodo tou mxkropiadiopot ané o 1850
ews 1o 1920, o1 pwroypdgol xpnoiponoinoav texvikeés Onms o ouvéuaopos moAla-
DAV apVNUK®OV Y10 Va KataoKeudoouv ouvOéoels mapdjioies jie autés mouv ouvavid-
pe otous mivakes {wypagikns. O mkroplaliopds epxdtav oe avtifeon pe v évvola
s kabapns potoypagias n omoia €81ve éppaon otn motn aneikévion tou Hépatos.

H pwroypagia, 6nws kabe téxvn, €xel th YAdooa tns, pe ty onoia ekppdadetar o
kaAdtéxvns n mAnpo@opei to ko1vo tou. Eival téxvn ka1 emotnpn, Oepeliopévn otny
Kataypapn tou pawos. s popen téxvns, napdyer aiohnuxd dpua épya. H emotnpovi-
KN ITUXn s poroypagias éykeral oty emdiodn ts enadnbeupévns kar tekpnpio-
PEVNS YVMONS, TNP®VIAS TS apXés s Aoylkns, onws Siatunmbnke aro tov [TAdtova
otov «Oeaitnto»: «&otv 0dv émoatiun oéa ¢inbic uetd Loyov». Apxikd, n paroypagia
AIoTUIOVOtay otnv gorogvaiodntn em@avela tou @iAp. Akodouboloe n eppdvion
ka1 n otafepormoinon tns e1K6vas, eMITPENIOVIas ty €k0eon tms oto s xwpis va kata-
otpael. Xto enopevo otadlio, 10 p@TOYPAPIKO Kapé tou P1Ap (apvnuko) npoPfalddtav
ndve oe xapti pe poroguaiobntes emotpmoers. X' autd to onpeio modAoi paroypapor
kalAréxves ékavav enepPaoers mou dAdaav t telikd amotédeopa. Tn yvoon v
nadlaimv pefodwv Snpioupyias xnpikmv Gidps avukatéotoav o1 poroevaiodnror ar-
oOntnpes pe t Ponbeia HOAA®V NAEKTPOVIK®V KAl PNPIAKDY HECDV.

H potoypagikn paprupia anmokadvimtel péoa amo 1ov IpoomIKko tpomo exkppa-
ons ka1 aiobnons tn otdon mou gaivetal 6u Siatnpovoe n KAAAITEXVIS ®S TIPOS TNV
eAnvikn 1otopia ka1 mapddoon. Amouoid{ouv o1 omukés mMAAGVeES AId IPOOITIKES
Anyns mou ouxvd otoxevouv va Smoouv Siagopeukn aiobnon tou x®pou Kai tou
xp6vou aldd kai ouoias amd auth mou IPAypatkd xapakwpiler 6oa o pwroypa-
Q1rOs paxds aixpadortiCer. O1 poroypapies s eival Guoikés kar avemtnSeutes.
H avtavaxAaon tou pwtds ota avuxkeipeva mepidapfaver povo gws kard tn Anyn,
pe diapopeukés poppés éviaons, oxnpara. Akodoubei to tedikd amotédeopa petd
TV eKTUIIMON, 010 010i0 N PWToYPaPos dAdote pas aviapeifer pe anoxpdoels wu
YKPI-IpAo1vou 1 yKpI-pIrAe rmou aonpi{ouv mave oto ¢gtoypaiko xapti (apyupotu-
mies). AAdote a1, avadoya pe to Oépa, mpoupder tous {eotols tOvous tns o£mas oe

p1a e1dikpivn Siepevivnon v mpaypdtov-avukelpévoy tms ouvieons.
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Yta épya tns mou ameikovifouv apxaia eAAnvikd pvnpeia ka1 tomia, n Nelly’s ava-
Seikvier apiototexvikd tov X@po Kal ta apxitektovikd Oavpata xmpis va gpaiveral va
pokalel katakeppatuopo-kartdrpnon n acvvéxela. Avtifeta, emruyxdvel ouppetpikn
oufapoéinta ka1 tpei WOV Kavova s Tpipepovs Siaipeons oe pia potoypagirn ovv-
Oeon aioOnukns apudintas. Avth n okémpn npooéyylon Siacpadifer 6u n orrukn
eotiaon napapéver otnv kabapn 10topikdnta ka1 Siaxpovikonta ou Oépartos pe tv
11poPoAn Tns QPXITEKTOVIKNS arrAotnias Kai tou §opikou oxed1acpol tou pvnpeiakou
xmpou s Akpoémodns (PA. eixoves ...), pe éppaon oto Swpikd vad tou apbevava.
01 potoypagies ts otepouvial omolouSNIIOTe IEPITIOY OTOIXEIOU, EMITPEIIOVIAS OTO
(QUOIKO PUOopd va tovioel tn pagotpia tou Iktivou, divovias éppaon otn copn guon
Ka1 0Uoia TOV apxaimv vamy: th Atétnta Kal s appovikeés avaloyies tous.

H evtinwon tns tedeidtntas ou Snpioupyolv o1 1€papxnpéves oe1pés KIOVoV
otov IlapBevava eivar amotédeopa oxolaoukns neifapxias mouv emPaAder n apxi-
tektovikn. Auth n akpiPns pnxavikn mpoodider otnv 6An ovvOeon évav otauko xa-
paktnpa amdlutns tederdtntas ka1 mAnpotntas. To épyo s Nelly’s avukartomtpider
EMIIEADS TNV MPOOIITUKN AUIOV TV YPappdv, Sivovtas mpocoxn otn xpnon v 81-
Ay®VI®V 1€ OV £€VIovo Suvapiko Tous Xapaktpa Kal v Katakopupav (BA. eikova
...). H kd0en ypappn tavti¢etar pe tv elevbepn mdon oto xdpo. O1 koAdves pe us
kaOetes ypappés poralouv pe {ovtavés ovidtntes, mou GEpouv pie aveon, Suvapiopo
ka1 ano@aocioukomnta o goptio tous. O Piet Mondrian Bempoloe tnv xatakdépupn
Ypappn ws «tn didotaon tns vpnfoppovns emdiofns». To o§udepkés pau tns pwro-
ypagou ouldapPaver tnv eddxiotn §16ykmon otn péon twv KIOVMV Kal 10 KOVIKO
tous oxnpa kabms avePaivouv mpos ta mdve. Auti n teXVIKN KAvel TS KOADVES va
¢aivovtal oav va €xouv elacukdinta, petapépovias ty Peudaiobnon ou to Papos
s opo@nis us miélel xwpis va npokalei mapapdpemon. Ta pvnpeia avtd otékovial
s ajletakivnrol ¢papoi s avipmnorntas, Ae1toupydvias ®s aKAOVNTol TUAGDVES Tns
€AAnVIKNS tautdtnIas Kai Urepneavelas.

To pvnpeio ka1 10 QUOIKO TOU OKNVIKG AAANAOCUYX®MVEUOVTIAL APHOVIKA, OXNJIA-
tiovtas ji1a OUVEKTKN OITUKN apnynon mou xapakmpifetar anod yeopetpies mouv Sia-
otaupmvovtal and us tépvouvoes eubeies. H eubeia ypappn eodyer t ypappikn emé-
KTAoN 010 XMPO, KAl ®S €K T0UTOU TNV €vvola tns katevuvons. Auti n oxknvoypagikn
S1dotaon 6x1 poévo mepifddder to tomio ka1 ta avukeipeva alAd ta evorolel ka1 op1o-
Oetei ta ouotatuka s ovvleons, ta TAaotkG otoixeia Kai TS MOAUTIES AemTOpEpeLes
s e1kovas. Katd avtdv tov tpomo, n akpifela e§loopporei pe us Siapopeukés popepés
ka1 n petay tous Suvapikn avtn oxéon auvfdver v enidpaon 10U GUVOAIKOU OITTIKOU
apnynpatos ts ouvleons, ou Snpioupyeitar péoa amd v nepitexvn mpoPfodn v
HeP®Y TOU Kal TV OTOIXeimV Tous — pia évaon nou avadvetal péoa anod t Saipeon.

H npoorrukn s ouxva epnepikleier pia modvmlevpn Sidraln oxnvobeoias. H

eotiaon evalldooetal petady tou id1ou tou pvnpeiou kai tou nepialovios xmpov,
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tovifovtas tov avandomnaoto Seopo tous. Eviote, 1o pvnpeio npwtaymviotei ayépwxo
OUVOPIAGVTAS 1€ TOV OUVVEPIAOPEVO oupavo mou Ppioketal oe adiakomn kivnon,
Onms autn otous avamapaotatkous oupavous tou Tov Kovorapmd. Addes qopés,
®0T000, OpIopéva pvnpeia amoktovy 10xupols oupfolikols Seopols petaly tous
oto dmleto s’ kabms péoa anod éva oikodopnpa yiverar Anyn evos akdpa n mapa-
ndve xuopdiwy, Snploupydvias vontous afoves mouv 0xedov epdrrtovial petady v
pvnpeiov avtov. Autoi o1 ouvSuaopol tou e1kacukoU pealiopou pe v vnepPfau-
K1 11010TNTa TNS YeMETPIKNS Ipoontkns odnyouv oe pia euéAiktn adlnlenidpaon
petafy tov peydlov kal tov pIKp®vV otoixeiov s ovvOeons, jie th potoypapo va
EMITUYXAVEL J1€ EVIVIIOOIAKO TPOIOo TNV €viadn evos tepdotiou Pvnpeiou oto pikpo
avorypa petalt v 600 K16vav Kal 10 aviiotpogo.

H alAnAenidpaon petaly v auto-oK1OV KA1 TV PPIPEVOY OKIMV a100nto-
moleital pe tpomo Spapatkd Kal puotnplakd s OMUKN PETapopd yia tov ouvexn di-
dloyo petady tov apxaimv pvnpeiov Kal v yip® tommy, mou §emepvd ta Xxpovikd
op1a ka1 avinxei oto nmapdv. Auth n aneikévion kabpemntier pia pakpd oufhitnon yia
1o ntapelfdv, dmou o1 otabepés YEMPETPIKES YPAES TPETIOVTAL O O1MIINAOUS 10T0-
p1koUs mou eykifwtifouv éviexva ouvupaopéves avaSpopikés apnynoels otov 1010
s oknvns péoa amd v aAllnAe{dptnon tou potos Kai s ox1ias, Sndadn péoa amd
us Spapauxkés avubéoers tou chiaroscuro.

To Epéx0e1o (eixéva 3) Sexmpiler ms n emrtopn tou 1wvikoy pubpod, avadeikvio-
VIas 10 XApaKINP10UKA tou otny mo ekAemtuopévn popen tous. O1 10vikoi tou Kioves
apouo1aouv pua mo Aemtenilem epgavion, Qupidovias Aemtols Koppous Sévipav.
Yus Anyes s Nelly’s pe us €§1 Kapududes (eixéves 12 ka1 13), 10 amokopipopa s
KaAAITEXVIKNS €KPPAONS, 01 KOPES e TNV OPOPPIA KAl TNV PeYalOIpENEeId TOUS KUPI-
apxouv oto xmpo torobetnpéves oe oxnpa [1. Xtéxovtar avdpeoa otny apxaia apxi-
TEKTOVIKN, e T0 PA€ppa Tous oTpappévo mpos v opidovia, EVAvovias tov oupavo jie
m yn, 10 Dave Kai 1 K4 pépos tu kadpou. H xapndmpévn ypappn tou opifovia
napouoiddetal va €xer o i810 UPos, and 1o avararo onpeio tou KASpou s opigdvuas
POIOYpaPpias ms ta epeima otny aplotepn MAUPAa s €IKOVAS, [e To UPos TIoU Kata-
AapPavouv ta aydApata v Kapuaudwv ota 8eia. Erol, pe pabnpauxn axpifela n
Nelly’s Snjuoupyei pia Siaydvia 1coppomia. Eivar paotoypagpnpéves oav va fpioxoviar
o€ Iep10UAAoyn va mapatmpouy o1MINAd 1o IéPacpa tou Xpovou Kal thy arepavio-
ouvn tou k6opou yipw tous. H potoypagikn avtibeon jietall tov otwikdv popeov
Kal s Suvapikns €Ktaons tou oupavou Kal Tou Toriou mpokalel otoxaopo kai dn-
poupyel pia emmAéov atpoogaipikn Sidotaon otn ovvleon oav opoupdro tou Nta
Bivtol, anokalumtovtas éva Siagopetiko tovikd eminedo oto Babos.

Ye oxéon pie tnv aviAnyn mou €xe1 kaveis Siapoppmoel fAémovias povo aviiypa-
¢a, n Siapopd mou naparnpeitar ot goroypagia tns Nelly’s a6 to xaAxkivo dyadpa

tou Hvioxou oto Mouogio tov Aedpav (eixéva 23) eivar eviunwolakn. [Tapouoiddetar
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pia meloukn e1kéva pias efaiolas avOpomvns popens pe afloonpeiotn amddnta
ka1 opop@id. Ta yAumta tou IlapBevava, mou odokAnpmbnkav nepinmou 20 xpoévia
petd 1o vao s Olupmias, aviavaklovv avth v eleubepia pe tov mo Oavpaotd
TPOIIO KA1 [l€ EKIANKUKN oapnveld. 1o oUVIOpo xpoviko Sidotnpa mou pecoddPnoe
petafv s olokAnpmons tou vaou ts Olupmias kai tou [apBevarva (BA. eix. 45),
o1 kadA1téxves péoa and v e§aoknon améktnoav akopn peyaldtepn eukolia xai
autorenoidnon oty aAvVUpEIMIION 1OV IPOKANCEMY TNS MEICTIKAS AVAIIAPACTAoNS.

H peyaloémpenn yadnvn kai n §vvapn twv eAAnvikev yAluntov pmopei va armo-
800¢i, ms éva Pabpd, otnv thpnon v apxaiov kadditexvikov kavovev. [a tous
apxaious, n acdgela ka1 n aoxnpia Nrav avoikeles €vvoles Kal onparvav éAdenyn
Sopns. Autoi o1 kavoves, motdoo, Sev mep1dpiav tn Snploupyikétnta tou KaAdi-
xvn - avtifeta, evOdppuvav tn Pabid pedén s avOpomvns avatopias. Auth n
oxolaouxkn efétaon tou omparos emétpePe otous KadAiéxves va Snpioupyncouv
aAnBogaveis ka1 peadioukés avanapaotrdoels s avhpaomivns popns, aképn xai
KAT® amd Us pEouoes YPAHES TV YAUIITIOV TOUS.

H Nelly’s oulAapPaver to nvevpa s xAaoikns aiochnukns, kaboms pe us poro-
ypagies s mapouoiddel nms egelixOnke n otdon anévavu oty téxvn ov 4o aidva,
aviavakA®vtas mv aiydn mou aockovoav ta peydda yluvmtd. O1 apxaiol EAAnves
kadArtéxves e§18avikevav tn GpUonN OV Ipaypdroy, KAt oav v ¢otoypdgpo mou pe-
touodper éva noptpéto. Qotdoo, autn n e§18avikeuon odnyovoe pepIkES Popés otnv
anolela v xapakmpa kai ms {@viavias. Katd my enoxn tou [paiédn, avth n
e§1davikevon épraoe oto anokopiPpmpa s, mpoodidovtas ota yAumrtd pia mpomotu-
un aioOnon {wns ka1 kivnons. Y ouvéxela, 10 evO1a@pEépov PeTatomiotnke mpos pia
S1apopeukn avamapdotaon s avOpomivns popens, e mlacukdnta kai §vapn,
ouvSuadovtas appovikd tnv IVEUPATIKA KAl T 6OPATIKN OPOpP@PIa.

To aprotoupynpaukoé avaylugo tns Yavdafdifovoas Nikns (eix. 47), av ka1 ai-
ofntd akpotnplaopévo xmpis 10 KePAAl Kal ta Xépla T0U, AIONVEEl pia aveinmtn
OPOP@P1A IIOU aVTavakAd tn pPerardmon tou KaAAITeXvikoU yoUoTou amod tny €moXn
tou @e1dia. Autn n otpoPn mPos  Aemtétnta eival XapaAKINPIOTKNA TNS IMVIKNS Te-
xvotporias mou emkpatel otny enopevn yevid. H O0ed Nikn aneikovifetar ws veapn
koréda, mou okufel yia va déoel to oavdddl tns. O yAvmns €xe1r ouldafer avtn tn
ouypn pe nepioola xdpn, avanaplotdVias pia §a@pvikn axkivnoia péoa otny Kivnon
ka1 1600 arnald kar mlovola okendlouv 1o KOppi o1 Aertés mruxés 10U upaoparos.
[Tapawmpaovtas térola €pya, yiverar avudnirté 6u o yAumns ntav eAevbepos va mel-
papatiotei pe vy kivnon kai v Ppdxuvon. O gotoypagiros paxos tns Nelly’s
amaBavarifer to peyaleio tns cUAAnYns autiis kat Ty 1KAVOTNTA TOU YAUIITN IOV TO
€pyo Tou e TV agraotn tou ektédeon ouvexiel va yontevel tous Oeatés.

Yin pappdpivn othdn nouv ameikovier tny apnayn s Baoidns ano tov Exelo

(exxéva 29), n Nelly’s anotundver t Aertoupyia tns Yuxns péow tns otdons Kai tns
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Kivnons tov aneikovi{opevoy copdtov kai arodider ty avaylugn uen tous pe 81-
axprukn aAld kaboprouxn oxiaon. Tous Siver épyuxn mvon pe nmepioodtepn mlaou-
KON, 6yKo ka1 antukn aichnon mouv {wvtavevel 1o pubo kai tv e§€¢A18n tou prpo-
014 ota pdua tou Oeath. Autd to eAAnvikd avaylugo unepPaiver tous drapmtous
HEPIOPIO}OUS TIOU IIAPATNPOUVTAL TNV AlyUIItiakn téxvn, Siatnpmvias napdAAnla
Ty £UQUIn opop@P1d ka1 cagnvela tns ouvheons tou. Le aviibeon pe 1s yemeTpikes
KAl YOVIOSEIS HOPPES TTOU oUVAVIMVIAL 0Ta AIYUIIUAKA avaylupa, o1 HopPEs oto
eAAnvik6 avaylugo amonvéouv pia aicbnon eleubepias ka1 aveons, oupPdrlovias
o€ éva appoviKG 0UVOAO IOU €VOAPKAOVEL ThV AIAGTNTa Kal thy KOpPotnta mou xa-
paktnpifel tnv eAAnvikn téxvn.

H 1kavéwmra s Nelly’s va exppdder tnv téxvn tns xmpis va eykAmPifetar amod
alaiovs meplopiopovs Kal anodpavias péow s Snpioupyikdntas amod v aopu-
KTUKO KAO010 NS €II0XNS €KeIvVNS pépvel oto vou tov [lepikdn, o omoios Atav yvwotos
yia tov ogPaopd ka1 tnv 106upn avupetomon v kaAdtexvav. H epmotoovvn tou
[TepikAn ka1 n edeubepia mou mapeixe oe kadAAitéxves onms o Iktivos kai o yAvmrns
De1dias tous enérpeye va emtuxouv ta péylota. Eror kat o1 pwtoypagies tns aviava-
kAouv éva Padi oefaopd yia tv apxaia téxvn, amotvnmvovtas tn Sopikn 1810¢uia
tou [lapBevava pe évav emkaiponoinpévo gako mou perapépel o péyebos s mo-
MUOUKNAS OVIOINIAS TOU XMPOU.

Eivar akpifads avtn n 1coppomia mou wbei tous kadArtéxves va avarpéxouv
OUVEX(MS 0Ta aplotoupynpara ts agvans pas kAnpovopids yia xkabodnynon kai
é¢pmvevon. Méoa amd 1o potoypapikd ¢pakd 0x1 poévo kataypd@el t onpaocia twv
eAAnvikov pvnpeiov, addd kai ta eppnvelel pe Tpomo mov annxei tus KaAAAMTEXVIKES
adies tns apxaias EAAGSas. To €pyo tns evompatdver autés us idies apxés ts appo-
vias, XpNOo1oIoIMVIAS ToUs Kavoves Tns Gpmroypagias yia va dnjioupynoelr e1KOves
II0U €ival 100 TeXVIKA dpties 000 Ka1 KaAAITeXVIKA OUCIA0TIKES.

Me w paud ws Nelly’s, n appovia otn o0vOeon enekteivetal ka1 oty ameikovi-
on 1V Aedpik®v Eoptav (PA. e1kdves ...), mou n potoypapos avélafe to onpavuko
£pyo va aixpalmtioel poroypagikd, katd us apxés tou 2000 aidva Kal xapaxktnpi-
Geta1 and apbovia Oearpikdtntas kar kKivnparoypagikns avdngns. H 0éaon wwv
PooypaPIOV amod us ekdNAMoels autés yevvda T€T010 PUOTUKIONO Kal TEAETOUPYIKN
8140eon mou aviavaxdovv ta kAaoika 18emdn tns apxaias eAAnvikns tpaymdias kai
tou abAnuopov. Xe autd 1o oKNvIKG, N TéXvn 10U X0pou Kai tou Bedtpou opifoviar
1000 a1 oV XMPO 600 KAl AII6 TOV XPOVO MS KEVIPIKO onpieio autdv tmv peotPdA.
O @akés s amotinmoe v onapuatkn Artdtnta mou Oupifer v KAaoikn apxai-
OtNTa 1ov evENveuoe To eEAANVIKO IVeUpa Kal Tov HOAIUopo, Pépovias mapdAinia
otnv emipavela to péyedos ka1 t onpaocia tns enava§lodéynons v Oedtpov yia t
S1a8o0n s téxvns péoa amd kadlitexvikés Spdoels mou mpodyouv tnv napddoon

ka1 tov S1ebviopo.
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O Ayyelos Xikediavés kai n ou{uyds tou Eva IldApep, péoa and m Siopydvoron
Aedgikov Eoptwv, emOupovoav va npowbnoouv tyv noAruoukn gvotnta oe nayko-
opia kApaka. To dpapd tous Semepvovoe ta yemypapikd ovvopa, je otoxo va Gpépel
rovta avhpmmous pe Siapopetiro unoPabpo yia va ouppetdoxouv ous eoptés Kai
va yeutouv tov eAAnvikd moditiopo. Hrav évas upndos otdxos yia tnv mpofBoln s
eAAnvikns kAnpovopids aAld kai ts Snpioupyias evos XMPou oTov o1oio ta dropa
Oa propotvoav va AdPouv pépos o€ 0UOIA0TIKES TTOATIOTKES avialdayés.

Yus gotoypapies avtés (PA. eixoves ...), pavepaveral pia aiobnon ameleubé-
PWONS Kal PeUotdTNtas, 1600 OToV PUOIKO XMPO O00 Kal ota dtopa péoa oe avtdv. O1
pop@és Kivouvtal, ouvappdlovial, «ktifovtal» pe Siapopeurd tpomno oe kGbe Pripa ka
aK1VNTonolouvial povo ekei mou mpoéPlege n paroypdpos. O1 npomaymviotEs, mouv
arrerkovifovtar ous poroypagies, Se mepiopifovtar mhéov amd otauroUs mePIOPICHOUS
- avtfeta xapaxtnpifovtal ané {@ukdmta kar Kivnon, VIupévol to mvevpa s mo-
Muoukns avtadlayns kai ts Snjoupylkns €Kgpaons péoa amo m emoypapia tns
Nelly’s mou avadeixviel us Aedgiés Eoptés, 6mms us opapatiotkav o1 eUveuotés
tous. Anote)ei poowmkn emituxia 10U oUAAERTn mou Katopbwoe va ouyKevipmoel
éva 1600 peydlo ap1fpo pwroypagiov amd v kuklo v Aedpikav Eoptov.

Yra epeima s Puavuvnis modns tou Muotpd (eixédva 18), fAémovtas v eikdva
peuyaléa, Snpioupyeital éva eviapépov 10topikd naixvidiopa mouv Oupiler v ap-
x1tektovikn s Meoonotapias, dnms tous mepipnpous vaous v Youpepiov pe tny
kApakotn SiaBdabpion, yvootovs ws Gykoupdt. Ta Gykoupdt xapaxtnpifovtar amd
TS TUMIKES KAE10TES yovimdels Sopés tous, o1 omoies av§avovtal otadiakd oe Gyos.

H ¢otoypagia ts Nelly’s Kaforepip (e1xéva 17), éva povadiké tormio, aAnOivo
aprotoupynpa, Sexmpifer ws amddein tou pniikédevbou melpapariopoy s ws mpos
m S1evpuvon TV opimv S POTOYPAPIKNS £KPpaons. Y& autn TNy evIvImOolaKn
AAyn, n KOKKHENS uepn mpoodidel pia fexmwpiotn moidnta, mou Oupier texvikes mou-
avuylopov n vuproivioukot épyou, Sndadn v PeudaioOnon tou patov mou enn-
peadetal a6 ta aAda otoixeia ts oUvOeons Kal thv Kuplapxia TV aoTIpoOpaupmy
avubéoewv. To amotédeopa autd pmopei va mpoékuPe and oxompn vnoékOeon n
unepéxOeon tou xaptiov, evioxvovtas v uen kat  Pabos tns eikovas.

H xokk®8ns upn avakalei texvikés Xxapakukns, 0nms n ovikn ofuypagia, 18i-
s pe t pébodo mou eival yvootn ws akouvativia (acquatinta). Ye avtn tn Siadikaoia,
Enpn ok6vn aopdlrou 1 kodopwviou epappdletar otnv mAdra. Méow eleyxdpevns
81afpwons n ofeidwons, n emeaveia s mAdkas U WiyKOU Yepiel pie JIKPOOKOIIL-
K€s KOUKKIes, e amotédeopa pia mopmdn, avaylugn uen mou npoobéter Sidotaon
oto épyo téxvns. Yn goroypapia ts Nelly’s, auth n kokk®ddns vpn yiverar ava-
néomnaoto pépos s ovvleons, oupfallovias otn ouvolikn aichnukn tns. Aietal
J1a arukn moiétnia oy €1Kova, Ipookalmvias tous Oeatés va aoxoAnbouvv pe v

€m@Aaveld s Kal va eKupnoouy us 181artepdntes tou T01iou mou aneikovidetal.
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Yo evunoolaké povidS yia o EAAnviké Ilepimtepo tns AieOvous ExOeons
Néas Yopxns to 1939 (BA. eixova ...), n Nelly’s vioOetei pia vneppealiotuikn mpooéy-
Y10n, XPNOI{OIIOIMVTAsS TNV TeXVIKN tou KOAAAG( mou eixe eupltata aflomoinOel otov
kuP1opo, otov viavtaiopo kai otov uneppealiopo. Yuvduaovias Siapopetkrés paro-
ypagies tns Xavtopivns, Snpioupyel pia ontikd eAkuotikn oGvleon mou ouvupaivel
ta 6p1a petadv mpaypaukorntas kai paviacias. O1 kapmvdes xopevouy, £xouv pubpo,
évtaon ka1 xadapwon. Exppadouv kivnon, eleubepia, avepelida. Avunapabérovias
S1agopeuxd otoixeia, n Nelly’s oxnpatifer éva ovelpikd tomio mou avuotpatevetal
us oupPaukés avulngers, pla IpOOKANON yla va evipupnoel Kaveis ota puotnpia
TOU UIIOoUVEIdNTOU péoa o€ Jl1a AIVIYPAtKN OKNvN 10U ouveldntoy ¢puolkoy toriou.

Qs e1kaoukos KaAAéxvis, enefepyddetar tny e1kOva ts Laviopivis pe tétolo
TPOIIO TI0U ouvavidtal otn ovvleon evos acmpopavpou mivaka, pe Siafabpioes to-
VIKES, Patiépes N OLOIOPOPPES ALIOXPMOELS, [ apalpeukn S1afeon ka1 éva maddo-
pevo ¢pws. Autn n petapoppoukn diadikaoia eival ouvagns pe tn Snpioupyia pas
pouoikns ouvleons, otnv omoia o1 votes Siatdocovial ouvinOms Siadoxikd amd tous
XapnAous otous UPnAous tovous n avtiotpoPa.

H Nelly’s petaxivei tov ¢paxé ts pnxavns ts kal adldder tn ovvOeon wv por-
toypa@imv. Anotedei mleovéktnypia 6u Sev ouyxéel ta otoixeia ts ovvOeons adla to
éva oupmmAnpavel T dAAo. To onukd Pimpa avanapiotatal oe €va Xmpoxpovo IIoU
1o mep1fdAder dnws akpifds n mapouvosia evos mpdypatos mou ennpedfetal amd my
aAlnlemni§paocn tou pe ta Kkovuva oe autd avukeipeva otov nepiPallovia xmpo. Me
tov 1810 Tpomo axpifads ka1 n cUAAnYn tns ouvheons ennpedletar and 18ées mou yev-
vihOnkav npoyevéotepa. To ppovuopévo kadpo eival tétolo mote va eivar yvaopipo
Kata t 0éaon amnod 1o €upy KOIVO, 0€ £va MPIHO €PYO TEXVNS Jie OAa ta amelkovi{Ope-
va pépn va pordfouv petagy tous. Xav o oupavos, n 0dlaocoa, ta §évipa, o €8apos
ka1 o1 avOpomives popeés va mhachnkav amd ta idia vAika, dixws opws petaPfodés
otwnv ouoia kavevos e§ avtdv. Avubétms to ouvtaipiaopd tous dnpioupyei pia véa
evownta, otny omoia kGOe peydlos Snpioupyods ekppaler éva ovpmnav Kkavouplo, oto
omoio ta yvwotd og pas npdypata amokalvmrovial 6nws Sev eidmbnkav moté péxpi
tote. Ipokentai yia fropauxn kataBeon tns avBpaomvns aAnbeias ka1 vap&ns péoa
0T0 XpOVO.

Yita moptpéta s, OIS ATOPIKES Kal ous olkoyevelakes Anyeis (PA. eikoves ...),
o paxos s Nelly’s mapouvoiader pia a§roonpeiotn noikidia ondviou omtikoy vAKoU
mou Kalvrtel, petay AAA®v, IPoo®Ioypapies aId 10TOPIKES MPOOMIIKOTNTES TNS
eyxoplas kal s 81e0vols modiukns ka1 KAAIeEXVIKNS oKNvns, Kal ty PaciAikn
oikoyévela (PA. eixoves ...). [Iépav amd autés us emeaveis poroypapnpéves mpoom-
MIKOTNTES TNS EMIOXNS EKEIVNS, TO €pY0 NS e10Xmpel ka1 otn opaipa tou kabnpepivoy,
napouoldlovias éva moikilo ¢dopa améd moptpéta avipmy, YUVaIK®V Kal naidiov,

eite pepovopéva eite ota mlaiola o1koyevelakns poroypapias, OIms PIOPOUE va
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S1amotdooupe, Bavpadovtas tn cuddoyn Kpaosaxn. Qwroypagiel, emions, pe povio
Kupims to Unaibpo, OUS IPOTAYWVIOTES KATIOIMV A0 QUTES TS AAOYPAPIKES PATO-
Ypapies va popolv napadooiaxés popeoiés ka1 evéupata (PA. eikoves ...), Onms anod
v Kpnt, v Xxupo ka1 tnv 'Huelpo.

Eivail eppavns n yvoon omotns tonobétnons tns kdpepas kabms kai n apiotn
emloyn ouv8uaojol Gwtods Kal oK1ds 0ta HOPTPELa s, jle avarapdotaon aveds,
npo@il 1 tprwv tetdptov (PA. eikoves ...). H mpaxukn avtn yivetar oapas ékdnAn
péom tns peletnpévns tonoHétnons tov npoodnmv otnv npoonddela tns poroypd-
(POU Va opyavmoel ta otoixeia tou Kadpou kal v anotinmon s £KGPAons twv
ouvaioOnpdwyv. To naixvidi tou oklopwuiopov Ha tous Sdoel yYlapupdinta kai adn-
Oela.

H pébodos tns pmopei va mapaldndiotei pe exeivn evos {oypdpou mpoowm-
noypagiov, vmoloyifovias kair apaipdvias 0xolacukd otoixeia. Amotunmver s
AIoxXp@®oels TV ouvalcHnpdtwv Kal 1oV eowtepikd KOO0 TV €IKOVI(OPEVMV O
éva mlaiolo mepiouddoyns ka1 diepevvnons. Xpnoiponoimvias v kavova v §uo
pitwv ka1 v Suvatdv onpeiov (otpatnyikd onpeia eotiaons), evopxnotpdvel T
oUv0eon s e IPOoeKTUKN £§€taon TV 0X£0e®V, TV PeyeldV, Twv avaloyldv kai
OV H00oTNI®Y, dnpoupydvias pia eomtepikn Sopn nov 10o8uvapei pe kpupn moin-
on. Autn n eowtepikn dopn, ms o akpoymviaios Aifos tns aiobnukns opopPids, ou-
vavta pakpopia e1kactukd otavpodpopiia oe pia mopeia 6Imou N KPUPPEVN YepeETpia
avtavakAd pia Siapkn emdioén mou porpadovtar or kalArtéxves oe OAn v 10topia.
Ilapd v addayn otnv 6yn tov €pyny, ta Depeliddn péoa ts kalditexvikns €x-
¢@paons mapapévouv otabepd oto népaopa ou xpdvou, tovifovtas v kabopioukn
onpaocia s pop@ns kat s opns.

O pdAos tou pwtos otn poroypaPikn Anyn eival onpavukds, apov avdloya pe
oV TpOIIo TIoU Xpnolpomnoleital propel va Snpioupynoel tovikés appovies n avubdé-
oeis. ISiaitepa to pws ka1 o1 okiés naifouv evepyd podo oe kGbe popen téxvns. To
@o6vto akoloubei to maixvidi wou patods, To omoio €xel peydAn aiohnukn afia ka1 n
Qwroypdpos 1o avupetwiilel oav éva 6do. H andSoon tns eivar agaipeukn xmpis
HEPITIES AEMTOpEPELES TIAPA TNV emoxn s, dAdos €vas Aoyos, mou Oempeitar mpw-
tonopiakn. O podos tns 100ppomias otnv aiofnukn ka1 n oxéon twu Papous pe tov
OyKo eival eppavns ous €1KOves Tns.

To nepioodtepo okovpo eival ous OK1€s TOU Kal autés Opms eival mody aduva-
pa pota ka1 Siakpivovtal oe SUo timous: okiés mou mé@rouv ameubeias mave ota
avukeipeva (KUples OK1€S) KAl OK1ES TIOU oxnpatifovtal 6tav ta avukeipeva pixvouv
Qs nave oe dAAes em@aveies (mpoomintouvoes okigs). H oxolaoukn npoooxn ts
Nelly’s otnv aAlnleniSpaon tou gwtos kai ts ok1ds avukaromtpifer exeivn kGe
{wypa¢pou 1mou otoxevel 0TV MOTN arelkovion tu kéopou. O1 okiés tns eivar pw-

teves, Siagpaveis ka1 avalappes - potelvés enedn eivar pota, Siapaveis emnedn
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urodnAdvouy Kevo - ka1 €pxovial oto MPookNvio Adyw autis s anddoons. Agiler
va onpeimbei 6u n pooypapos evieivel us wvikes diapopés petalt §vo emmnédmv
yia va tovioer to BdBos, kabopilovias pe akpifera tous t6vous yia va petagéper pe
akpifela v 6yko ka1 tov xdpo. Ta potervd avukeipeva Sivouv v evivnwon du
eival mo xovtd arr’ 6u ta ok1epd kat €to1 Snpoupyeital n aiocbnon tou Pabous. H xa-
tevbuvon tou patods oe ouvluaopd jie T ok1d tou avukelpévou Sivouv tav aiobnon
tou 6ykou ka1 s mhacuxdtntas. H Nelly’s ppovuoe ta moptpéta ts va pnv ¢poifo-
vial katd pétono pe Suvatd pws wote va gaivovtal enineda aAld va potiotoldy amod
to mAai divovtas tous mlacuxkotnia.

O BaAtep I'kpomous unmootpie kamnote o6u «n Téxon Sev Siddoreral, 1o povo
710V prtopel va dibaxtel eivar n texvikn». Evéd n drogn aut toviCel t onpaocia tns
texvikns, Sev unovopevel v dppnkin oxéon petady téxvns kai texvikns. To épyo
ws Nelly’s emPefaidver avth tn ouldoyikn Oedpnon mou Paocifetar oe avtiv v
allnlemnidpaon. Méow tou gpaxou tns, mpoxkuvitel kGOe popad pia ovvlheon texvikns
axpifelas ka1 kaAArtexvikou opaparos, Snploupydvias €pya mov 6x1 povo avuka-
tomrtpiouv tnv emoxn ts adld ka1 Sieuplivouv ta 6pia tou U propei va emrtuxer n
potoypapia ms Hopen TEXvns.

Autés o ouvBuaopos KAAMIEXVIK®V KAl EMIOTNJOVIKMV OTOIXEIV emItpérnel
éva eupl @pdopa Snproupyikdv Suvatotntwv. O xeipiopds wou pwtds, s ékbeons
KAl TV XNpikov S1epyaciov oto okotevo 0dlapo emtpénel otous poToypaPous
va Peduiddoouv A va TpomomoInoouy us e1kOvVes tous, 6nms €vas {wypagpos pmopei
va npooappooel tov kapPa tou. Autés o1 napepfPdoels priopovv va Kupaivovial amo
Siaxprukés mpooappoyés Ems Spapatikes PETAPOPPADOELS, EMITPENIOVTAS OTOUS PATO-
Ypagpous va petadmoouv to phivupa mou 0éAouv va petagépouv n kai va anodmoouv
10 KaAAItexviKo tous Opapa e akpifela kar amoxpmoers.

To épyo s Nelly’s mapouoidder emppoés and tov mkropiadiopd, eppaveis otn
xphon s eotiaons, v mIpooekukd oknvobetnpévav ouvbéoewv ka1 tv arpo-
OQAIPIKGDV eQE IOV MAPAIEPIIOUV 0¢ auth t {wypagikn moidtnta. [pdypau, n 81-
axeipion ou pMTOS Ka1 Tns OK1As 0To €pyo tns ouvteivel aioc0ntd otn Snpioupyia
atpoogaipikotntas kai Pabous. O1 pwroypagies tns, eve AIOTUIOVOUV IPAYPRATKA
Oépata, Sianvéovtar amd pra kaAditexvikn mootnta nou viepPfaivel thy amin tek-
pnpimon. Alakpivetar éva peiypa Aupiopot kar 18eadiopol ous €1KOVES, TIOU OX1
povo ameikovi{ouv tov K6opo alld kar ekppalouv Pabitepes prlooo@ikés Kai ou-
valonpaukés alnbeies, avadeikviovias v avemmdeutn cuvaioOnpaukn ékppa-
on ka1 napdAAnla avaovpovtas Kai e§epeuvavias tn oxéon perady tou avpomou
Ka1 tou e§wtepikol mep1faAlovios, tns ouveidnons kai s UAnS.

H nmoAu8idotatn oupfodn tns Nelly’s ms pwtoypagou ouvéBalde akopa otn 81-
apépPmON TV VEmV avuAnPeny oxetkd pe tn yupvin popen. H todpnpn anégaocn

ws va anafavatioer t xopevtpia Mona Paiva ka1 apydtepa tv Elizaveta Nikolska
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(PA. e1koves ...), va xopevouv yupvés otnv Akpomodn apgiofitnoe ta ouvinpnukd
npotuna tns enoxns wms. Ilapd o yeyovos 6u avupetmmoe avudpdoers ka1 katn-
yopies yia Befrdmon tou apxaloloyikou xmpou, o1 potoypagpies ts Nelly’s mpoxad-
Aeoav ou{ntnoels 0XeuKd jle TV avarapdotacn tou YUvalkeiou omparos kai v
aiobnukn otv EAAGSa ka1 ennpéaocav v e¢éAi§n ts gotoypagpias, kupios otnv
touproukn Propnxavia. Xe avtés, ouviuaoe emdéSia tov aiocbnolaopod pe éva aiobn-
K6 18em8es, avtdavias épmvevon and tny eAAnvikn apxaiornia.

H apyupotumia pe v npiyupvn Nikolska oto e§dpuldo tou kataddyou (BA. e1-
KOvVa ...) arnotedei t povadikn yvoot om{épevn ws wpa poroypagia oe auth
povadikn moa. H xopedtpia mhéi otnv koddva yivetar éva pe avtiv. O1 ypappés tou
oopards s eubuypappifovar pe us kdetes mapdAdndes ypappés s Swpikns KoAm-
vas ka1 Sivetar n evivniwon ou npokertal yia pia §énon oto apxaioeAAnviko nvevpa
yia us omoudaies ka1 peyddes apxadntes s AOfivas mou amokalvirtoviar Snpioup-
Y1KA ka1 pe tpdmo onoudaio péoa amod t pikpn andotacn amo t pia KoOAova s v
aAAn. H mlaoukénta tou ompatos s Kai wou apaxvoipaviou evdupatos av§avouv
n Oearpikotnta ka1 v aviibeon petafy s eleubepias tns Kivnons tns ka1 tou agpa
pe t ouPapdinta kai v avotpn Sopn tou pvnpeiou, mpopnviovias tv aldayn. H
Oéon v xep1dHv ouvavtd v vontd kGbeto aSova mou xmpilel t poroypapia oe §Go
Répn Ka1 n aviovoa amo ta apiotepd Siaymvia ypappn Siver pia 10opporia oto Papos,
OnmS Ka1 N OKIEPN ap1oTePN KOADVA e Ty eppippévn s ok1d mou padi oxnpatifouv
éva aveotpappévo I' to omoio Sivel éppaon otn potevn npoPodn amod xdww mpos
14ve akoloubmvias avodikd tn otdon tou ompatos s xopeutpias. H Spapauxdinta
auv§dveral péoa and t ouvSuaopo ts AGpYPns 10U AcNPIoU Kal TV YKL, pred Kat Ipd-
OlVOV TOVGV Tns onavidtatns avtis apyuporurias tns oulAoyns Kpaodxn.

Méoa ané to mavipepa s Aupikns e1dikpivelas kar s 18ealioukns efepev-
vnons, o1 pwtoypapies s Nelly’s Aertoupyoiv ws mapdaderypa yia 1o nms n gw-
toypagia xabavth propei va vnepPei to péoo tns n kalutepa tov €autd s Kal
va IPooeyYioel e TPOII0 0UCIA0TIKO eUpUTEPA TOAITIOTIKA KAl KOIVWVIKO-10TOPIKA
Oépata anévavu oto pwoaixd tou kuviopou. H oelpd twv yupvov eikdvorv s, 18ims
exeivns tns Nikolska tudiypévns pe ta apaxvoipavta némla, 6x1 povo anéoraoe
S1e0vi avayvmpion adldd ouvéPale ka1 oe pia véa Katavonon tou YURVOU otnv té-
xvin. Méow tou épyou tns, n Nelly’s é8moe 1 évavopa yia pia capouxn allayn
OUS aVUANYPEIS OXEUKA P€ TNV ANEIKOVION KAl TNV €KTPNON T0U YURVOU OMATOS,

ennpedovtas KaAAITEXVes Kal pmIoypapous tmv ENOPEVMV YEVIDV.

YtéAAa Koukouddxkn

Eikaouxkoés - empelntpia
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«THROUGH THE EYES OF THE VISUAL ARTIST»

I T WAS WITH A SENSE OF GREAT RESPONSIBILITY that I undertook
to curate this unique project. My collaperation with the collector Michalis Kras-
sakis and the deep appreciation I have for him and his overall attitude towards the
promotion of art and culture over the years played a decisive role in my becoming
part of this exceptional initiative. Without a doubt, I felt particularly moved as a
visual artist when I came across the wealth of the Krassakis Collection, the largest
private collection in Greece with numerous unpublished works of the international-
ly renowned photographer Elli Sougioultzoglou-Seraidari (23 November 1899 - 17
August 1998) from Aydin, Asia Minor, known as “Nelly’s”.

After the destruction of Aydin, Nelly’s studied photography in Dresden (1920-
1923) and was fortunate to apprentice with two of the greatest photographers of the
time, Hugo Erfurth and Franz Fiedler. Returning to Athens in 1924, she opened
her first studio at 21 Ermou Street, working as a professional photographer. In May
1928, she embarked on her first major tour throughout Greece with Franz Fiedler.
One of their stops was Crete, which she visited again in 1939. Part of Franz Fiedler’s
correspondence to Nelly, regarding the preparation of their joint trip, is preserved
in the Krassakis Collection (see p. 41).

These handwritten letters are extremely important for research into Nelly’s
personal relationship with her teacher, as reflected through this specific corre-
spondence, even though the student’s replies are missing, which, judging from Fie-
dler’s relevant references, were probably in the form of telegrams. They also allow
for some conclusions to be drawn about how Fiedler prepared for his trip to Greece.
Therefore, he provides clear instructions to his Greek student for purchasing cam-
eras, the supply of necessary materials such as films, filters, etc., attempting not only
to coordinate their joint actions for the upcoming trip but also to precisely define
the terms and conditions of their joint adventure in Greece.

In the first letter, there is a typical politeness that gradually transforms in sub-
sequent letters, especially the last known one, into clear intimacy. While in the letter
of March 21, 1928, he addresses his student as “Dear Miss Elli” and signs formally as
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“Yours, Fiedler”, in the letter of March 27, 1928, he calls her “Dear Elli”, mentioning
that he has just received her telegram, which apparently thrilled him, and ends his
lengthy letter as follows: “And now we finally start! The approval from the ministry
will surely come! And then yay! Donkey [in Greek]|, not 2 donkeys [in Greek]. And I
want to ride! Yay! So, see you in Athens. Many heartfelt greetings, your Fiedler”. In the
letter of Aprill, 1928, too, the German formality of the polite plural form of address
is maintained, but at the same time a clear intimacy is discernible. The teacher again
addresses her as “dear Elli” but bids Nelly’s farewell with the exceptionally friendly:
“With all my heart, your Fiedler”. Future evaluation of these letters by specialist re-
searchers will undoubtedly shed better light on the relationship developed between
the teacher and the student.

From 1939 to 1966, Nelly’s was primarily active in New York during her 27
years of stay in the USA. After 1966, she settled in Athens until the end of her life.
I will not attempt an extensive review of the great photographer’s life and career,
but as an artist I will approach her innovative work through my own perspective,
focusing on the artistic expression embodied and encoded in her photographs. What
intrigued me is that her innovative eye and subjects were extremely advanced for
their time, with techniques that allude to theories of geometric balance and ele-
ments that were fundamental pillars of painting, sculpture, and architecture long
before the advent of photography.

The photographs of the Krassakis Collection depict antiquities and monuments
of Greek heritage, the events of the Delphic Festivals, folk costumes, portraits, views
of the island of Santorini and other landscapes, prominent personalities, and nudes
with famous dancers of the time. The total number of them is impressive, as is the
fact that they are signed and stamped by the photographer herself (see pp. 27, 55 and
58). It is a real treasure of historical and cultural importance awaiting its revelation
to the general public.

The photographs presented in this exhibition are unparalleled artifacts of in-
ter-war and post-war photography relics. They mainly include silver and bromoil
prints, created and printed by the photographer herself at the time, a fact that fur-
ther attests to their historical authenticity compared to contemporary reprints from
the artist’s negatives. They are not merely aesthetically pleasing works of art - they
are remarkable historical documents capturing important moments, emotions, and
stories from the past. They are, on the one hand, an expression of the photographer’s
vision and creativity, and, on the other hand, they are works that provide informa-
tion about the social, historical, and cultural context in which they were created.

Photography went through many stages, one of which was Pictorialism. This
movement essentially involved creating photographic images that resemble paint-
ings. During 1850-1920 Pictorialism, photographers used techniques, such as the
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combination multiple negatives to construct compositions similar to those found
in paintings. Pictorialism opposed the concept of pure photography, which placed
emphasis on the faithful depiction of the subject.

Photography, like any art, has its own language, through which the artists ex-
press themselves or inform their audience. It is both an art and a science founded
on the recording of light. As an art form, it produces aesthetically perfect works.
The scientific aspect of photography lies in the pursuit of verified and documented
knowledge, adhering to the principles of logic, as articulated in Plato’s “Theaetetus™
“true opinion accompanied by reason is knowledge”. Initially, the photograph was
impressed on the photosensitive surface of the film. This was followed by develop-
ing and stabilizing the image, allowing it to be exposed to light without being de-
stroyed. In the next stage, the photographic frame of the film (negative) was project-
ed onto paper with photosensitive coatings. At that point, many artist-photographers
made interventions that altered the final result. The knowledge of the old methods
of creating chemical films was replaced by photosensitive sensors with the help of
many electronic and digital media.

Her photographic testimony reveals, through the personal way of expression
and sense, the attitude that the artist seemed to have maintained towards Greek
history and tradition. Absent are the visual perspective illusions that often aim to
capture a different sense of space and time, but also of substance from that which
actually characterizes what the photographic lens captures. Her photographs are
natural and unpretentious. The reflection of light on objects involves only light at
the time of shooting, with various forms of intensity, shapes. Then comes the final
result after printing, in which the photographer sometimes offers us shades of grey-
green or grey-blue that give a silvery luster onto the photographic paper (silver
prints). At other times, depending on the subject, she prefers the warm tones of
sepia in a sincere exploration of the things-objects of the composition.

In her works depicting ancient Greek monuments and landscapes, Nelly’s mas-
terfully gives prominence to the space and architectural wonders without seeming
to cause fragmentation or inconsistency. On the contrary, she achieves symmetrical
solidity and adheres to the rule of thirds in a photographic composition of aesthetic
excellence. This deliberate approach ensures that the visual focus remains on the
pure historicity and timelessness of the subject by showcasing the architectural
simplicity and structural design of the monumental space of the Acropolis (image/
images...), with an emphasis on the Doric temple of the Parthenon. Her photographs
are devoid of any superfluous elements, allowing natural lighting to accentuate the
mastery of Ictinus, emphasizing the wise nature and essence of ancient temples:
their simplicity and harmonious proportions.

The impression of perfection created by the hierarchically arranged series of
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columns on the Parthenon is the result of meticulous discipline imposed by archi-
tecture. This precise engineering attaches a static character of absolute perfection
and completeness to the entire composition. Nelly’s work diligently reflects the per-
spective of these lines, paying attention to the use of diagonals with their strong
dynamic character and verticals (image/images...). The vertical line corresponds to
the free fall in space. The columns with their vertical lines resemble living entities,
effortlessly carrying their load with dynamism and determination. Piet Mondrian
considered the vertical line as “the dimension of the noble-minded aspiration”. The
keen eye of the photographer captures the minimal expansion of volume in the
middle of the columns and their conical shape as they rise upwards. This technique
makes the columns appear as if they have elasticity, conveying the illusion that the
weight of the roof is pressing down on them without causing deformation. These
monuments stand as immovable beacons of humankind, functioning as unwavering
pillars of Greek identity and pride.

The monument and its natural scenery harmoniously merge, forming a cohe-
sive visual narrative characterized by geometries crossed through the intersecting
straight lines. The straight line introduces linear extension into space, and thus the
concept of direction. This scenic dimension not only surrounds the landscape and
objects but also unifies and defines the components of the composition, its plastic
elements, and the precious details of the image. In this way, precision balances with
different forms, and their dynamic relationship enhances the impact of the overall
visual narrative of the composition, which is created through the elaborate projec-
tion of its parts and their elements - a union emerging from division.

Her perspective often encompasses a multifaceted staging arrangement. The
focus alternates between the monument itself and the surrounding space, emphasiz-
ing their inseparable connection. Sometimes, the monument takes center stage, ma-
jestically conversing with the cloudy sky in continuous motion, reminiscent of John
Constable’s representational skies. At other times, however, certain monuments
form strong symbolic bonds with each other in the vast light; within a structure,
another building is captured, creating imaginary axes that almost touch between
these monuments. These combinations of artistic realism with the transcendental
quality of geometric perspective lead to a flexible interplay between the large and
small elements of the composition, with the photographer impressively achieving
the inclusion of a colossal monument into the small gap between two columns and
vice versa.

The interaction between self-shadows and cast shadows is perceived in a dra-
matic and mystical manner as a visual metaphor for the continuous dialog between
ancient monuments and the surrounding landscapes, transcending the boundaries

of time and resonating in the present. This depiction reflects a long debate about
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the past, where the stable geometric lines evolve into silent historians artfully weav-
ing intertwined retrospective narratives into the fabric of the scene through the in-
terplay of light and shadow, namely through the dramatic contrasts of chiaroscuro.

The Erechtheion (see p. 3) stands out as the epitome of Ionic rhythm, showcas-
ing its characteristics in their finest form. Its Ionic columns present a more delicate
appearance, resembling slender tree trunks. In Nelly’s shots with the six Caryat-
ids (see p. 12,13), the pinnacle of artistic expression, the maidens with their beauty
and grandeur dominate the space positioned in a II-shaped formation. They stand
amidst the ancient architecture, gazing towards the horizon, connecting the sky
with the earth, the upper and lower parts of the frame. The lowered line of the
horizon is shown to be at the same height, from the highest point of the frame of
the horizontal photograph to the ruins on the left side of the image, to the height
occupied by the Caryatids’ statues on the right. Thus, with mathematical precision,
Nelly’s creates a diagonal balance. The Caryatids are photographed as if in contem-
plation, silently observing the passage of time and the vastness of the world around
them. The photographic contrast between the stoic forms and the dynamic expanse
of the sky and landscape is thought-provoking and creates an additional atmospher-
ic dimension in the composition, akin to a Da Vinci sfumato, revealing a different
tonal level in the background.

In comparison to the perception one has formed by seeing only copies, the dif-
ference observed in Nelly’s photograph of the bronze statue of the Charioteer in the
Delphi Museum (see p. 23) is striking. It presents a convincing image of an exquisite
human figure of remarkable simplicity and beauty. The sculptures of the Parthe-
non, completed about 20 years after the temple at Olympia, reflect this freedom
in the most marvelous way and with impressive clarity. In the short time between
the completion of the temple of Olympia and the Parthenon (image 45), the artists,
through practice, gained even greater ease and confidence in facing the challenges
of faithful representation.

The grand serenity and power of Greek sculptures can be attributed, to some
extent, to the adherence to the ancient rules of art. For the ancient Greeks, lack
of clarity and ugliness were unfamiliar concepts and signified a lack of structure.
These rules, however, did not limit the creativity of the artist - on the contrary, they
encouraged a thorough study of human anatomy. This scholarly examination of the
body allowed artists to create convincing and realistic representations of the human
form, even under the flowing lines of their sculptures.

Nelly’s captures the spirit of classical aesthetics, as her photographs demonstrate
how attitudes towards art evolved in the 4th century, reflecting the splendor the
great sculptures exuded. Ancient Greek artists idealized the nature of things, much

like a photographer retouching a portrait. However, this idealization sometimes led
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to the loss of their special qualities and vitality. During the time of Praxiteles, this
idealization reached its peak, imbuing sculptures with an original sense of life and
motion. Subsequently, the interest shifted towards a different representation of the
human form, with plasticity and strength, harmoniously combining spiritual and
physical beauty.

The masterpiece relief of Nike Sandalbinder (image 47), although noticeably
fragmentary without its head and hands, radiates an ineffable beauty that reflects
the shift in artistic taste from the time of Phidias. This turn towards delicate forms
is characteristic of the Ionic style prevailing in the next generation. The goddess
Nike is depicted as a young girl, bending down to tie her sandal. The sculptor has
captured this moment with great grace, representing a sudden stillness in motion
and how gently and richly the delicate folds of fabric cover the body. Observing such
works, it becomes apparent that the sculptor was free to experiment with motion
and foreshortening. Nelly’s photographic lens captures the grandeur of this con-
ception and the sculptor’s ability, whose work continues to enchant viewers with its
unmatched execution.

In the marble column depicting the abduction of Basile by Echelos (see p. 29),
Nelly’s captures the function of the soul through the stillness and motion of the
depicted bodies and renders their relief texture with subtle yet decisive shading.
She imbues them with animate breath, with more plasticity, volume, and tactile
perception that brings the myth and its evolution to life before the viewer’s eyes.
This Greek relief surpasses the rigid constraints observed in Egyptian art while
maintaining the inherent beauty and clarity of its composition. In contrast to the ge-
ometric and angular forms found in Egyptian reliefs, the figures in the Greek relief
exude a sense of freedom and ease, conducing to a harmonious whole that embodies
the simplicity and elegance characteristic of Greek art.

Nelly’s ability to express her art without being confined by ancient restrictions
and escaping the stifling constraints of the time through creativity brings to mind
Pericles, who was known for his respect and equal treatment of artists. Pericles’
trust and the freedom he provided to artists like Ictinus and the sculptor Phidias
allowed them to realize their greatest achievements. Likewise, her photographs re-
flect a deep respect for ancient art, capturing the structural genius of the Parthenon
with an updated lens that conveys the magnitude of the cultural entity of the site.

It is precisely this balance that drives artists to constantly turn to the mas-
terpieces of our eternal heritage for guidance and inspiration. Through the pho-
tographic lens, she not only records the significance of the Greek monuments but
also interprets them in a way that reflects the artistic values of ancient Greece. Her
work embodies these same principles of harmony, using the rules of photography to
create images that are both technically sound and artistically meaningful.
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Through Nelly’s lens, harmony in composition extends to the depiction of the
Delphic Festivals (image/images ...), which the photographer undertook the signif-
icant task of capturing photographically in the early 20th century and is character-
ized by an abundance of theatrical and cinematic perception. Viewing the photo-
graphs from these events evokes such mysticism and a ritual ambience that reflect
the classical ideals of ancient Greek tragedy and athletics. In that scenery, the art
of dance and theater are defined by both space and time as central to these festi-
vals. Her lens captured the Spartan austerity reminiscent of classical antiquity that
inspired the Greek spirit and culture, while also bringing to the surface the magni-
tude and importance of revisit the value of theaters for the promotion of art through
artistic activities that promote tradition and internationalism.

Angelos Sikelianos and his wife Eva Palmer, through the organization of the
Delphic Festivals, wished to promote cultural unity on a global scale. Their vision
transcended geographical boundaries, aiming to bring together people from differ-
ent backgrounds to participate in the festivals and experience Greek culture. It was
a lofty goal for the promotion of Greek heritage and the creation of a space where
individuals could engage in meaningful cultural exchanges.

In these photographs (see next page), a sense of liberation and fluidity is ev-
ident, both in the physical space and in the people within it. The forms move, are
joined, and “built” in different ways at each step and come to a halt only where the
photographer predicted. The protagonists depicted in the photographs are no longer
confined by static constraints - instead, they are characterized by vitality and mo-
tion, representing the spirit of cultural exchange and creative expression through
Nelly’s photography, which showcases the Delphic Festivals as envisioned by their
inspirers. It is a personal success of the collector who managed to gather such a large
number of photographs from the events of the Delphic Festivals.

In the ruins of the Byzantine city of Mystras (see p. 18), after casting a cursory
glance at the image, there is an interesting historical interplay reminiscent of the
architecture of Mesopotamia, such as the famous stepped temples of the Sumeri-
ans known as ziggurats. Ziggurats are characterized by their typical sharp-angled
structures, which gradually increase in height.

Nelly’s photograph Cobbled alley (see p. 17), a unique landscape, a true master-
piece, stands out as evidence of her groundbreaking experimentation in expanding
the boundaries of photographic expression. In this impressive shot, the granular
texture indicates a distinct quality, reminiscent of techniques of works of pointillism
or divisionism, namely the illusion of the eye being influenced by the other elements
of the composition and the dominance of black-and-white contrasts. This effect may
have resulted from deliberate underexposure or overexposure of the paper, enhanc-
ing the texture and depth of the image.
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The granular texture recalls printmaking techniques, such as tonal etching, es-
pecially with the method known as aquatint. In this process, dry asphalt or coloph-
ony powder is applied to the plate. Through controlled corrosion or oxidation, the
surface of the plate is filled with microscopic dots, resulting in a porous, embossed
texture that adds dimension to the artwork. In Nelly’s photograph, this granular
texture becomes an integral part of the composition, contributing to its overall aes-
thetic. A tactile quality is given to the image, inviting viewers to engage with its
surface and appreciate the particular characteristics of the depicted landscape.

In the impressive montage for the Greek Pavilion at the New York Exhibition in
1939 (image/images ...), Nelly’s adopts a surrealist approach, using the collage tech-
nique that had been widely utilized in cubism, dadaism, and surrealism. By com-
bining different photographs of Santorini, she creates a visually appealing compo-
sition that intertwines the boundaries between reality and imagination. The curves
dance, have rhythm, intensity, and carefreeness. They express motion, freedom, and
a lighthearted spirit. By juxtaposing different elements, Nelly’s forms a dreamscape
that defies conventional notions, an invitation to delve into the mysteries of the sub-
conscious within an enigmatic scene of the conscious natural landscape.

As a visual artist, she processes the image of Santorini in such a way that
it resembles the composition of a black-and-white painting, with tonal gradations,
textures, or uniform shades, with a minimalist tendency and a pulsating light. This
transformative process is akin to creating a musical composition, in which notes are
usually arranged successively from low to high tones or vice versa.

Nelly’s moves her camera lens and changes the composition of the photographs.
It is advantageous that she does not jumble the elements of the composition but
rather one complements the other. The visual experience is represented in a space-
time surrounding it just as the presence of a thing is affected by its interaction with
the objects near it in the surrounding space. In exactly the same way, the conception
of composition is influenced by ideas that were born earlier. The carefully looked
after frame is such that it is familiar when viewed by the general public, in a mature
work of art with all the depicted parts resembling each other. As if the sky, the sea,
the trees, the ground, and the human figures were made from the same materials,
yet without altering the essence of any of them. On the contrary, their combination
creates a new unity, in which each great creator expresses a new universe, in which
the things known to us are revealed as they have never been seen before. It is an
experiential testimony of human truth and existence over time.

In her portraits, both individual and family shots (image/images ...), Nelly’s
lens presents a remarkable variety of rare visual material encompassing, among
other things, portraits of historical personalities from the domestic and internation-

al political and artistic scene, and the royal family (see images ...). In addition to
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these prominent photographed personalities of that time, her work penetrates into
the realm of the everyday, with a diverse range of portraits of men, women, and
children, either individually or in family photographs, as one can observe while ad-
miring the Krassakis Collection. With the countryside in the background, she also
photographs the protagonists of some of these ethnographic images wearing folk
costumes and clothing (image/images ...), such as from Crete, Skyros, and Epirus.

The knowledge of the correct camera placement and the excellent choice of
light and shadow combination in her portraits is evident (image/images ...). This
practice becomes clearly apparent through the deliberate positioning of the faces
in her attempt to organize the elements of the frame and capture the expression of
emotions. The play of lighting and shadow will give them clarity and truth.

Her method can be paralleled to that of a portrait painter, calculating and me-
ticulously subtracting elements. It captures the nuances of emotions and the in-
ner world of the subjects within a setting of contemplation and exploration. Using
the rule of two thirds and strong points (strategic focal points), she orchestrates
her composition through the careful consideration of relationships, sizes, propor-
tions, and quantities, creating an internal structure that is equivalent to hidden
poetry. This internal structure, as the cornerstone of aesthetic beauty, encounters
long-standing artistic crossroads on a path where the hidden geometry reflects an
ongoing pursuit shared by artists throughout history. Despite the change in the ap-
pearance of artworks, the fundamental means of artistic expression remain constant
over time, emphasizing the decisive importance of form and structure.

The role of light in photographic capture is significant, as depending on how it
is used, it can create tonal harmonies or contrasts. Light and shadows in particular
play an active role in any art form. The background follows the play of light, which
has great aesthetic value, and the photographer treats it as a whole. Its rendering
is abstract without unnecessary details despite its time, another reason why she is
considered a pioneer. The role of balance in aesthetics and the relationship between
weight and volume is evident in her images.

Most dark is in the shadows, which, however, are very weak lights and are
distinguished in two types: shadows falling directly on objects (self-shadows) and
shadows formed when objects cast light onto other surfaces (cast shadows). Nelly’s
meticulous attention to the interaction of light and shadow mirrors that of every
painter aiming for faithful depiction of the world. Her shadows are bright, transpar-
ent, and carefree - bright because they are lights, transparent because they signify
emptiness - and come to the forefront due to this rendering. It is worth noting that
the photographer intensifies the tonal differences between two levels to emphasize
the depth, precisely determining the tones to accurately convey the volume and the
space. The bright objects give the impression that they are closer than the shadowy
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ones, thus creating a sense of depth. The direction of light in combination with the
object’s shadow creates a sense of volume and plasticity. Nelly’s made sure that her
portraits were not lit from the front with strong light that would have made them
appear flat, but they were lit from the side giving them plasticity.

Walter Gropius once argued that “Art cannot be taught, the only thing that can
be taught is technique”. While this view stresses the importance of technique, it
does not undermine the inseparable relationship between art and technique. Nelly’s
work confirms this collective viewpoint which is based on this interaction. Through
her lens emerges each time a composition of technical precision and artistic vision,
creating works that not only reflect her time but also expand the boundaries of what
photography can achieve as an art form.

This combination of artistic and scientific elements allows for a wide range of
creative possibilities. The manipulation of light, exposure, and chemical processes
in the darkroom allows photographers to improve or modify their images, much
like a painter can adjust their canvas. These interventions can range from subtle
adjustments to dramatic transformations, allowing photographers to convey the
message they want to put across or to render their artistic vision with precision and
nuances.

Nelly’s work evinces her influence from Pictorialism, apparent in her use of
focus, carefully staged compositions and atmospheric effects that allude to this
painterly quality. Indeed, the management of light and shadow in her work contrib-
utes noticeably to the creation of atmosphere and depth. Her photographs, while
capturing real subjects, are imbued with an artistic quality that transcends mere
documentation. There is a blend of lyricism and idealism in the images, which not
only depict the world but also express deeper philosophical and emotional truths,
highlighting an unpretentious emotional expression and simultaneously exploring
the relationship between humans and the external environment, consciousness, and
matter.

Nelly’s multifaceted contribution as a photographer also added to shaping new
perceptions of the nude form. Her bold decision to first capture the dancer Mona
Paiva and then Elizaveta Nikolska (image/images ...) dancing nude on the Acropolis
challenged the conservative norms of her time. Despite facing reactions and accusa-
tions of desecrating the archaeological site, Nelly’s photographs sparked discussions
about the representation of the female body and aesthetics in Greece and influenced
the evolution of photography, especially in the tourism industry. In these images,
she skillfully combined sensuality with an aesthetic ideal, drawing inspiration from
Greek antiquity.

The silver print of the semi-nude Nikolska on the cover of the catalog (image/

images ...) is the only known surviving photograph in this unique pose thus far. The
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dancer next to the column becomes one with it. The lines of her body align with
the vertical parallel lines of the Doric column, giving the impression of a prayer to
the ancient Greek spirit for the great and grand antiquities of Athens, creatively
revealed through the small distance from one column to the other. The plasticity
of her body and the sheer garment increase the theatricality and contrast between
the freedom of her movement and the solidity and strict structure of the monument,
foreshadowing change. The position of her hands meets the imaginary vertical axis
that divides the photograph into two parts, and the rising diagonal line from the
left provides balance to the weight, just like the shadowy left column with its cast
shadow that together form an inverted I, emphasizing the luminous projection from
bottom to top following the ascending posture of the dancer’s body. The dramatic
depiction is heightened through the combination of silver shine and the gray, beige,
and green tones of this rare silver print from the Krassakis Collection.

Through the blend of lyrical sincerity and idealistic exploration, Nelly’s photo-
graphs serve as an example of how photography itself can transcend its medium, or
rather itself and approach broader cultural and socio-historical themes against the
mosaic of cynicism. Her series of nude images, especially that of Nikolska wreathed
in sheer veils, not only garnered international recognition but also contributed to a
new understanding of the nude in art. Through her work, Nelly’s sparked a sweep-
ing change in the perceptions about the depiction and appreciation of the nude

body, influencing artists and photographers of the next generations.

Stella Kukulaki

Visual artist - curator
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H ®QTOT'PA®IA THY NELLYS

Muia Bpaxeia amotripnon

To keipevo amotedei ouvtopeupévn exkSoxn tou Soxipiou mou meptdapPdaverar
otov unéd €kdoon tOpo npakukr®y tou Sinpepou cuvedpiou mou éyive pe Oépa

o épyo s Nelly’s oto Mouogio Muevaxn tov Maio 2023.

ANAAPOMIKH EKOEXH ka1 ék8oon twns Nelly’s (1899-1998) mou S10p-

yavooav ta Qotoypagikd Apxeia tou Mouvoeiou Mmevakn to 2023, vid
yevikn empedlnukn @gpovtida ts AAikns Toipyiadou, ntav avapevopevn edo kai
Ka1po. Autd t6oo xdpn otnv peydAn 10topikn Kal KaAArtexvikn onpaoia tou apxei-
0U, 600 Ka1 ®S OPeIAN OTN ONPAVUKN PAOTOYPAPo mou eixe epmiotevdel 1o oGvolo
oxedov tou €pyou ts oto Mouoeio Muevakn. AkodouOavias v emrtuxnpévn ma-
pouociaon otnv Abnva, n éxkfeon napouoidotnke otn Apdpa o POIvoIWPO KA1 OTO
MOMus-Mouoeio Qotoypagpias Oecoalovikns tav dvoin tou 2024, mpoopépovras
010 K01v0 TNV gukalpia va yvopioel oe peyadvtepo Paos to €pyo tns 1010pIKNS G-
toypagou. H extetapévn oeipa extunmoemv s Nelly’s aré tn ouddoyn tou MixdAn
Kpaodkn, mou apouvoidletar twpa otn Anpoukn IlivakoOnkn Xaviov, padi pe tov
ava xeipas katdloyo mou t ouvodelel Kal v TEKPNPIDOVEL, €PXOVIAL VA ULIOYPaj-
pioouv yia aAAn pia gopd tn onpacia tou épyou tns. Yus Suo exOéoels {edimAm-
vovtal oroviudmtd potoypagies amd kGbe pia amd us mepiddous mou oppayioav
my evidikn (wn ms eotoypdpou: tn Apéodn omou petoiknoe yia onoudés petd
tov epi{opd s okoyévelas amd to Aidivio (1920-1924), tnv ABhva émou €otnoe
10 peoonolepiko s otovvuo (1924-1939) ka1 tnv Néa Yopkn émou €¢noe petario-
Aepikd (1939-1966), mpiv emotpépel otny ABniva. O peyados apiOpds emdleypévov
EVOTATOV Ka1 €pymv otny avadpopikn ékbeon tns pomtoypdgpou amo tnv mnepiodo tns
Abnvas emitpéner afiaota 1o ox0A10 6u enpdkerto pe Siapopd yia tnv mo yovipn
nepiodo tns Nelly’s, otn S1apkela tns omoias to €pyo tns extdOnke Heapaukd, t6oo
Oepauka 6oo ka1 aiocbnukda. Ané v nepiodo avtn dAAwote mpogpxovial o1 mepio-
00TEPES AIId TS II10 YVOOTES patoypagpies tns, alAd ka1 A1yotepo yvootés evotntes

Omms ta xe1potexvikd emayyéApata ka1 ta Oearpikd moprpéta.
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Mia evSi1axpitn S1aipeon oto €pyo tns Nelly’s eival avtn avapeoa otn gpwroypa-
¢ia otovvtio ka1 ekeivn tou avorxtou xdpou. [lap’ 6Aa auvtd, apketd and ta épya mou
¢xouv ulomoinbei oe e§mtepikés tomobeoies, onms o1 Aedgikés Eoptés n o1 Aaoypa-
¢1kés e1kdves anod v Huelpo ka1 tnv Kpnn, poidouv otnpéva pe 181aitepn §e816-
wrta. H Nelly’s ovotiivetal éto1 ws potoypdgos nou emdeixvue ouxva éva 181aitepo
mvelja otoivo akOpn Kal oe Anyels mou vlomnolovviav otov dnpodoio xmpo. Méoa
otnv npakukn s oknvobeoias BéPaia AavOaver ouxva pia Suvatétnta neibapxias
otn popen Kal 10 IePIEXOHEVO, TIOU eviote pooAapPaver 18e0loyikés mpoektdoels.
O1 yvootés «oxnvés unaibpou» tns, yia napdderypa, e§18aviketouv ouxvd tv aypo-
ukn {wn tou peooroAépou mapakdprmrtovias v avipodmyvo poxbo. O1 xapoyelaotoi
aypotes pe v atcaldkotn 6yn tous porddouv cuxva pdAdov va S1akoopouv to
tomio mapd va to katorkouv. O godxlopikds autés vnaibpiopods s Nelly’s teiver
va ayvoei Kolvovikés ouvOnkes onms n avicdnta tou KEVIPOU |E TNV MEPIPEPELQ,
n avtifeon avapeca otous aktApoves X®PIKOUS ka1 tous peyaloidioktntes yns, o1
evVIaoels petall ynyevov Kal mpoopuymy otn 0KAnpn mpaypatkotnta mov akoAou-
Onoe v avtaAlayn mAnbuopov tou 1923.

Yua noptpéta s Nelly’s, mou amotéAecav tov Siapréotepo GSova tou épyou tns
ka1 gotia Promopiopod, Siaxpiver kaveis eupvnta Avoewv v omoia kadliépynoe
eSepeuvavtas pebodikd tv andotaon Anyns, tnv onukn ymvia, Us mo10tntes G-
uopou. ‘Opoia, n Nelly’s eixe extetapévo tomoypagiké €pyo. H iSia édeye yia 1w
eAAnviko tomio: «Otav yvopiloa tnv EAAGSa kar ts tdoes opop@iés s, oxedov oe
kG0Oe pou Pripa éPAena ka1 évav mivaka pripootd pou. Omou k1 av yupiia va S, avti-
kp1da e1k6ves €roipes va poroypagnbouvs.! Xnv evéwnta ts Laviopivns v omnoia

potoypagioe ta kalokaipia petalv 1925 ka1 1930, Siakpiver kaveis apudtnta ovv-

Oeons, tnv ektuploukn aichnon tou kalokaipivos eAAnvikold ewids, tnv avaduon e s 3
KAAMITEXNIKCH =

tonéonpv omwms o1 avepdpulor. Kabms npoxkertal yia tny npotn yveootn tomoypa- — GQTOTPADEION i

, , , , , , . , , M E AN R E 1

QIKN epyaocia xmpis apxaia epeima otov eAAnvikd x@po, mpoPdlder dtvna ka1 ®s ! RPMaY 3 - ASHUAL i

agewmpia s eyxmpias poroypapias tomiou. And us apxés tou ‘30 n Nelly’s énaipve
mléov avabéoels amo 1o veoovotato Ypunoupyeio Toupiopod, ous omnoies emixeipnoe AN

onms onpeimoe evotoxa n Eipnvn Mnouvtotpn, va npoodmoel «omuko mepiexopevo

owmv évvola EAAG8a».*> H oppnukn s npoommkdnta Kai n teXvikn s apuérnta

ne
Ymm

ouvéPfalav otny mp@mIn oK1aypapnon tou eyxaplou tomiou and EAAnva pwtoypago,
Oétovtas mapaAdnia us Pdoceis yia kdmola and ta pedlovukd otepedruma.
Ywuv avadpopikn ékbeon s Nelly’s 60o ka1 oe avtn s ouldoyns Kpaod-

KN mapouolddetal emions avaylugpa n OPipn e16aymyn tou MKIop1aliopol amd ty

1. EX. Kdo8ayAns (emp.), Nelly’s, Aviompoowmnoypagpia, Moppaukd T8pupa EOvikns Tpdmelas, ABhiva 1989,
0e).98.

2. E1pnvn Mmouvtoupn, «H EXnvikn tnaiBpos» oto Katepiva Kooxiva (emyp.), Nelly’s, a6 v ABnva omn
Néa Yopkn, Mudota, Abnva 1997, 0ed.94-95.
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Nelly’s otnv eAAnvikn ¢otoypagia, otdon eppaves ouvinpnukn oe pia mnepiodo
€KpNENS TOU EUPMIIAIKOU POTOYPAPIKOU poviepviopol. O miktopiadiopos, 1o mio
padixé kivnpa otny 1otopia tns poroypagias, avinoe petalo mepimou 1890 xar 1918
ka1 ntav oe mAApn axpn tn Sexaetia 1900. H An§iapxikn mpda&n Havarou tou exdo-
Onxke pe v évapén tou A" Ilaykoopiouv IToAépou. Ye pia Evponn nou eixe yiver ev
moAdois éva anépavto opayeio, Sev unnpxe nepildmpio yia us Aentaiobntes arpo-
opaipikés e1koves pe ta nboypagika Oépata xkai ta opixAddn yupva mou mapéie-
pmav oe 6y1po akadnpaiopd tou 19ou aidva. H eicaywyn amé v Nelly’s pias «{w-
Ypagoyevous» potoypa@ikns téxvns pe Aentaiontes enepfdoeis xpwotpa nave
01N PIOYPaIKn em@dvela ntav opms mo Patn ioms yia pia xopa 6nms n EAAada
mou eixe tote akopn aotabn vewtepiko Pnpauopd. H Nelly’s aAAmote §exivnoe va
omoudader {wypagikn otn Apéodn ka1 otpapnke otn pwroypapia petd t pikpaocia-
UKN Kataotpon, Dempavias 6u ioms s mpooépepe mo amtés Suvardtntes Promo-
piopov. AAAwote ntav autn n mKtoplaA1ouKn mAevpd nou edpaimoe otn pecorno-
Aepikn ABnva t Oéon s ws kadArtéxvn potoypdgou. O I'avvns Toapovxns mou
eixe poroypapnbei and avtny onpeimoe je vonpa nms «6do to 1925 v Seixvel oav
évav {oypagpo mou epyddetal pe tnv pnxaviny.?

H ¢owoypagia s Nelly’s kpivetar ws oGvolo pdddov ouvinpnukn s mpos
v opoxpovn 81e0vi oknvn, eved avtibeta elonyaye kaivd Saipdvia otny avtiotoixn
eAAnvikn. Yuvinpnukn ylat katd v mepiodo ts Apéodns ka1 tn pakpoéxpovn mapa-
povn s ot petanolepirn Néa Yopkn, mou avadudtay téte ws Suvapiko kar nayko-
O110 KEVTPO TV TeXVaV, Sev paivetal va ennpedotnke 101aitepa anod us vées 10ées oo
XmPo s paroypagias. Ao tv dAdn, yia mv eyxmpla oknvn enédeile noAvmpay-
HooUvn: €KTOS A0 TO 0TOUVTIO HOPTPETO KAl TN pOTOYpAPia apxalotntmy, acknbnke
GKO[IN OTO YURVO, OTOV X0pd, 0TIV TOIIOYpapia, £10Nyaye MKIOPIAAIOTIKES TIPAKUKES,
v texvikA U KoAAA(, ékave pwroypagia podas ka1 Oedrpou, Sokipace texvikés
EYXpwpns poroypapias, unmpde Ipmtepydrpla s 10OUPICTUKNAS poToypaPias.

H Nelly’s yévvnoe ¢npun ka1 emrtuxia otn peoonodepikn ABnva. Epeve oy
apdvela ta eikool emta xpovia s mapapovis s otny Néa Yopkn kar dAda déka
oxedov peta v emotpogn s oty EAAGSa to 1966. H avakdduyn s anod v
EAévn Blaxou ka1 tnv «Kabnpepivix» to 1975 ouviotd, katd pia évvola, tv apetn-
pia peAétns s 10topias tns eAAnvikns pwroypapias, kabms vinpde n npodn 10t0-
PIKN QWTOYPa(pos YUpw amd tyv omoia Snpioupyndnke Oetikos opifovias vmodoxns,
o onoios ayyige n dexaetia 1ou'90 oxeddv tn pubomoinon. To tedevtaio tétapto tou
200u a1mva to épyo tns upndnke pe exbeoers otnv EAAGSa ka1 to e§wrepiko, pe agi-
gpmpata ka1 Aevkdpata mouv 1o odnynoav oe pia véa akpn. H Nelly’s viip&e popen

pubiotopnpatikn, Suvapikn, enipovn, MoU yvoploe KUPATA avayvopions Kal apd-

3. Tiavvns Toapouxns, «Nelly’s, Lavtopivn», oto Nelly’s, Avauorioets ané tne Lavropivn, 1925-1930, Apxeio
Onpaikdv Meketwv - Euldoyn Anpitpn Toitoupa, ABnva 1987, oed.5.
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velas, kal epydotnke oe éva Padpo n idia ovverldntd ka1 yia ta Svo. H npdtn peta-
noArtevtikn ék0eon tns ndvims nepieixe moptpéta s nep1ddouv 1920-1940 xai éyive
10 1985 oto Bagomouvdeio [Iveupauké Kévipo Oeooalovikns oto mAaiolo tv ex-
Snddoewv tou veoototatou Parallaxis, mou nmpoavnyyeide apxikd t Photobiennale
kar apyotepa o Mouoeio Owroypagpias Oeooalovikns, 1o onoio onpepa gépel otn
oulloyn wou 2.000 oxedév apvnuxd, mldkes ka1 eKTUnMoeIs petd amd Swped ev {wn
s peydAns potoypapou.

To épyo tns yévvnoe avtiSpaon tov pecornolepo Aoym tns «1€pooulias» v
POTOYPAPIDV YUHVOU IoU €Kave jie th xopevutpla Mona Paiva tns mapioivns Opéra
Comique owmv Akpdémodn t 1925. Tnv «empoluvon» tou 1epol pvnpeiou amd tn
pwroypapia yupvou viepaoiiotnke tote pe o0évos amd tv avéfodn apxalolarpikn
nbikoloyia o ITavdos NipPavas.* Tis tedeutaies Sexaeties n Nelly’s yvapioe xpi-
UKkn yla us npovoplakés avabéoeis mou élaPe oto tédos tou peconoAépou amd to
kaBeotds Metafa. H xprukn eivar eGloyn, kabms n aicbnukn ka1 to mepiexoépevo
evos épyou dev eival ave§aptnta anod v KovmVIKNA, HOAIUKA Kal upUTepn mAalol-
ofétnon tou. H xprukn PéPfaia anartei vhpalidtnta, kabms anoé v vrepPallovoa
upvoloyia evkoda pmopei va odio0noer kaveis otny agoproukn katadikn.

H avaSpopikn éxOeon tns Nelly’s ka1 n ékbeon s ouddoyns MixaAn Kpaodxkn
QIoKAAUIITOUY [1a pMTIOYPAPO [E Gpuia TexXVIKN, e maideia otn pouoikn kat t {w-
YPAPIKD, O€ 110 €MI0XN IOV 01 IIEPIOOOTEPOL EYXMPIO1 PpTOYpAPol ntav avtodidaktor
texvites. H Nelly’s vrmp€e Siauyns 600 ka1 awviypauxn, toApnpn oo ka1 ouvinpnu-
k. Ye kG0e nepimwon, po1ddel va mpooépepe otnv eEAANVIKN GOYpaAPia mIep1006-
Tepa amo Ou MoTteUouV 01 AVOIXTOi EMKPITES NS Kal A1ydtepa 10mws amoé ou Moteuouv
o1 axpiro1 Oavpaotés ts. Hrav, pe Bdon 1o €pyo ka1 tnv emdpacukointd v, n onpa-
VUKOTEPN POPPN TNS PECOMOAEPIKNS EAANVIKNS POTIOYPAPIKNS OKNVNS, OTNV OIOoia
pooédmoe Pdbos ka1 mharos. [a va to emtixer ouppdxnoe pe dmolov propovoe va
s avoiel poyo, pe tpomo mou Sev emdeixvue 181aitepes KOIVOVIKES KAl OATKES
evatoOnoies. H npoogopa tns Oa npéner ioms va ekupnbdei otn fdon s noiétntas
KA1 TNS ONPaocias tou £pyou tns yla tny eAANVIKN Gatoypagia tns emoxns, 600 enions
Ka1 s Gpvnons s va anodextel 6u éva épyo S1abétel mavtote éva modiuko mhaioio,

aropn K1 av emixelpei va 1o anopuyel. Tows tdte aképn mep1oootepo.
HpaxAns [lanaiodvvou

EmpeAntis

MOMus-Mouoeio @wtoypagpias Oeooalovikns

4. ITavdos NipBavas, «Befrdwois», Efeifepo Brapa, 20 Noepfpiou 1929, oto Adkns Eav0dakns, lotopia tns
Efinvusns Qwroypagias, EAIA, Abnva 1989 [3n éx8oon], oed.21.
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NELLY’S PHOTOGRAPHY:
A Brief Overview

This text is an abridged version of the essay included in
the forthcoming proceedings volume of the two-day conference

on Nelly’s work held at the Benaki Museum in May 2023.

THE RETROSPECTIVE EXHIBITION AND PUBLICATION of Nelly’s
(1899-1998) organized by the Photographic Archives of the Benaki Museum in
2023, under the general curatorial coordination of Aliki Tsirgialou, had been long
anticipated. This was both thanks to the great historical and artistic importance
of the archive, and as a debt to the important photographer who had entrusted al-
most all of her work to the Benaki Museum. Following the successful presentation
in Athens, the exhibition was presented in Drama in the autumn and at the MO-
Mus-Museum of Photography in Thessaloniki in spring 2024, offering the public
the opportunity to get to know the historic photographer’s work in greater depth.
Nelly’s extensive series of prints from the collection of Michalis Krassakis, currently
exhibited at the Municipal Art Gallery of Chania, alongside their accompanying cat-
alogue that documents them, underscores once again the significance of her work.
In both exhibitions, photographs unfold in an episodic manner from each period
that marked the adult life of the photographer: Dresden, where she moved for stud-
ies after her family was displaced from Aydin (1920-1924), Athens, where she set up
her inter-war studio (1924-1939), and New York, where she lived post-war (1939-
1966) before returning to Athens. The large number of selected sections and works
in the photographer’s retrospective exhibition from her time in Athens effortlessly
allow for the comment that this was by far Nelly’s most prolific period, during which
her work expanded spectacularly, both thematically and aesthetically. It is from this
period, in fact, that most of her best-known photographs originate, as well as less-
er-known sections, such as those of the craft occupations and theatrical portraits.
A distinct division in Nelly’s work is that between studio photography and that
of open-air spaces. Nevertheless, several of the works that were realized in outdoor
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spaces, such as the Delphic Festivals or the folkloric images from Epirus and Crete,
seem to have been rendered with considerable staging skill. Nelly’s therefore intro-
duces herself as a photographer who often demonstrated a particular studio spirit
even in shoots executed in public spaces. Within the practice of staging, of course,
often underlies the potential for discipline in form and content, sometimes taking
on ideological dimensions. Her well-known “countryside scenes”, for example, often
idealize rural life in the inter-war period, setting aside human toil. The smiling vil-
lagers with their clean-cut appearance often seem to decorate the landscape rather
than inhabit it. This folkloric plein air of Nelly’s tends to ignore social conditions,
such as provincial and urban inequalities, the contrast between landless villagers
and large landowners, and the tensions between natives and refugees in the harsh
reality that followed the population exchange of 1923.

In Nelly’s portraits, which were the most long-lasting focus of her work and
livelihood, one can discern a wide range of solutions that she developed by me-
thodically exploring the shooting distance, angle of view, and lighting qualities.
Similarly, Nelly’s produced extensive landscape work. She would say with regard to
the Greek landscape: “When I got to know Greece and its many beauties, almost at
every step of mine, I saw a painting in front of me. Everywhere I turned to look, I
saw images ready to be photographed”. In the photographs of the Santorini section,
which she took in the summers between 1925 and 1930, one can see the mastery of
composition, the dazzling sensation of the Greek summer light, and the emergence
of landmarks such as windmills. As this is the first known Greek landscape pro-
ject without ancient ruins, it unofficially stands out as the starting point of domes-
tic landscape photography. From the early 1930s onwards, Nelly’s began to receive
commissions from the newly established Deputy Ministry of Tourism, in which she
attempted, as Irini Boudouri aptly noted, to provide “visual content to the concept of
Greece”.” Her zeal and technical mastery contributed to the first description of the
domestic landscape by a Greek photographer, while laying the groundwork for some
of the future stereotypes.

In Nelly’s retrospective exhibition as well as in that of the Krassakis Col-
lection, Nelly’s late introduction of pictorialism into Greek photography is also
presented vividly, an apparently conservative attitude in a period that Europe-
an modernist photography exploded. Pictorialism, the most massive movement
in the history of photography, flourished between approximately 1890 and 1918
and was in full bloom in the 1900s. Its’ death certificate was issued at the begin-

1. E.Ch. Kasdaglis (ed.), Nelly’s, Self-Portrait, National Bank of Greece Cultural Foundation, Athens 1989,
p-98.

2. Irini Boudouri, “The Greek countryside” in Katerina Koskina (ed.), Nelly’s, from Athens to New York,
Basta, Athens 1997, pp.94-95.
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;:R'I'ZISEN ZU ERMASSIGTEN PREISEN
SOMMER TOURISTEN-REISESAISON

WEITERE AUSKUNFTE ERTEILEN GERKE HE GRIBCHISCIEN

NELLY'S PHOTOGRAPHY: A BRIEF OVERVIEW

HEIDENTUMINHER GERT

GRIECHENLAND

ERHEBLICHE ERMASSIGLNGEN

AUF PASSE, PANE. UND HOTEL PREISE

KONSULATE SOWTE SAMTLICHE BERSESUIIDOSE

OFFITIELLES HELLEMIBCHES VEREEHAS-AMT

Agioa tou EOT pe tn PwoiSa xopettpia Elizaveta Nikolska, 1940 /

Greek National Tourism Organization poster with the Russian dancer Elizaveta Nikolska, 1940

E§d@uldo meprodikov Voila pe tn PwoiSa xopettpia Elizaveta Nikolska, 1934 /

Voila magazine cover with the Russian dancer Elizaveta Nikolska, 1934
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ning of World War L. In a Europe that had largely become a vast slaughterhouse,
there was no room for the delicate atmospheric images with their genre themes and
misty nudes reminiscent of late 19th-century academicism. Nelly’s introduction of
a “painterly” photographic art with delicate paintbrush interventions on the photo-
graphic surface was, however, perhaps easier for Greece, a country still insecurely
climbing the modernist ladder at the time. Nelly’s, besides that, began studying
painting in Dresden and turned to photography after the Asia Minor Catastrophe,
thinking that it might offer her more tangible livelihood opportunities. After all,
it was this pictorialist side that established her position as an artist photographer
in inter-war Athens. Yannis Tsarouchis, who had been photographed by her, noted
meaningfully that “all of 1925 shows her as a painter working with a camera”.?

Nelly’s photography as a whole is considered rather conservative compared to
the contemporary international scene, while, oppositely, it introduced innovative el-
ements to the Greek scene. It was considered conservative because during her peri-
od in Dresden and her long stay in post-war New York, which was then emerging as
a dynamic and global center for the arts, she did not seem to have been particularly
influenced by new ideas in the field of photography. On the other hand, as regards
the domestic scene, she demonstrated versatility: in addition to studio portraits and
photography of antiquities, she also worked on nudes, dance, and landscape pho-
tography, introduced pictorialist practices, the collage technique, did fashion and
theatre photography, experimented with color photography techniques, and was a
pioneer of tourist photography.

Nelly’s brought about fame and success in inter-war Athens. She remained in
obscurity for the twenty-seven years of her stay in New York and almost another
ten years after her return to Greece in 1966. Her discovery by Eleni Vlachou and
“Kathimerini” newspaper in 1975 indicates, in a sense, the starting point for the
study of the history of Greek photography, as she was the first historic photographer
around whom a positive welcoming horizon was created, reaching near mytholo-
gization in the 1990s. In the last quarter of the 20th century, her work was hon-
ored with exhibitions in Greece and abroad, with tributes and albums that led to
a new heyday. Nelly’s was a novelesque figure, dynamic and determined, who went
through waves of recognition and obscurity, and, to a certain extent, consciously
worked for both. Her first post-junta exhibition, however, included portraits from
the 1920-1940 period and was held in 1985 at the Vafopouleio Cultural Center of
Thessaloniki as part of the events of the newly established Parallaxis, which initially
heralded the Thessaloniki Photobiennale and later on the Thessaloniki Museum of

3. Yannis Tsarouchis, “Nelly’s, Santorini”, in Nelly’s, Memories from Santorini, 1925-1930, Archive of San-
torinian Studies - Dimitris Tsitouras Collection, Athens 1987, p.5
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Photography which today holds nearly 2,000 negatives, plates, and prints in its col-
lection, donated by the great photographer herself during her lifetime.

Her work caused reactions in the inter-war years because of the “sacrilege”
of the nude photographs she took with the dancer Mona Paiva of the Paris Opéra
Comique on the Acropolis in 1925. The “contamination” of the sacred monument
owing to the nude photograph was then defended vigorously by literary figure Paul
Nirvanas against the superficial moral preaching centered on the admiration of
antiquity.4 In recent decades, Nelly’s has been criticized for the privileged commis-
sions she received at the end of the inter-war period from the Metaxas regime. The
criticism is justified, as the aesthetics and content of a work are not independent of
its social, political, and wider context. Criticism, of course, requires sobriety, as one
can easily switch from exaggerated laudation to aphoristic condemnation.

The retrospective exhibition of Nelly’s and the exhibition of the Michalis Kras-
sakis Collection reveal a photographer with masterful technique, with a music and
painting education, at a time when most domestic photographers were self-taught
artisans. Nelly’s was clear as well as enigmatic, bold as well as conservative. In any
case, it seems that she has contributed more to Greek photography than her open
critics believe and perhaps less than her uncritical admirers think. She was, in terms
of her work and influence, the most important figure in the inter-war Greek pho-
tographic scene, to which she added depth and breadth. To achieve this, she allied
with anyone who could pave her way, in a manner devoid of any particular social or
political sensibility. Her contribution should perhaps be appreciated on the basis of
the quality and importance of her work for Greek photography of the time, as well as
her refusal to accept that a work always has a political context, even if one attempts
to avoid it. Perhaps then even more so.

Hercules Papaioannou

Curator
MOMus-Museum of Photography of Thessaloniki

4. Pavlos Nirvanas, “Desecration”, Elefthero Vima, November 20, 1929, in Alkis Xanthakis, History of Greek
Photography, ELIA, Athens 1989 [3rd edition], p.2.
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1. Anoyn ITapBevirva ané ta [Tpomdlaia, . 1935 /

View of the Parthenon from the Propylaea, c. 1935
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2. O ITapBevarvas, nn. 1935 / The Parthenon, c. 1935

3. To EpéxBe1o ka1 o ITapBevarvas ano ta Ilponvlaia, n. 1935 /

View of the Erechtheion and the Parthenon from the Propylaea, c. 1935
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4. 01 KapuduSes, . 1935 / The Caryatids, c. 1935
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5. To Odupneio, 1935 / The Temple of Olympian Zeus (Olympieion), c. 1935

6. O ITapBevarvas, . 1932 / The Parthenon, c. 1932 7. Ta IIpomddaia, mm. 1932 / The Propylaea, 1932
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8. Anoyn ITapBevdva ané ta Ilpomvlaia, 1925-1939 / View of the Parthenon from the Propylaea, 1925-1939 9. Ta ITpomvdaia, 1925-1939 / The Propylaea, 1925-1939
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10. H Akp6modn, 1925-1939 / The Acropolis, 1925-1939 11. Ta ITpomvdaia, 1930-1939 / The Propylaea, 1930-1939
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12. O1 Kapududes, 1932-1939 / The Caryatids, 1932-1939 13. O1 Kapududes, 1932-1939 / The Caryatids, 1932-1939
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14. To Hp8e10, 1925-1939 / The Odeon of Herodes Atticus (Herodeon), 1925-1939 15. To Onoeio, 1925-1939 / The Temple of Hephaestus (Theseum), 1925-1939
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17. Kadvtepipi, 1927 / Cobbled alley, 1927

1939 / The Kerameikos site, 1925-1939

1925-

16. O Kepapeixos,

89
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18. H Movn ITavayias ITepipAémtou - Muotpds, 1925-1939 / 19. Epeima s pudavuvns néAns touv Muotpd, 1925-1939 /
The Peribleptos Monastery - Mystras, 1925-1939 Ruins of the Byzantine city of Mystras, 1925-1939
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21. H Iepd 086s pe to Onoavpd wwv ABnvaiov 1925-1939 /
20. O Onoavpds v ABnvaiov, 1925-1939 / The Athenian Treasury, 1925-1939 The Sacred Way with the Athenian Treasury, 1925-1939
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22. Avayluga Oedrpou tou Atovioou, 1925-1939 /
Reliefs of the Theater of Dionysus, 1925-1939 23. 0 Hvioxos twv Aededv, 1925-1939 / The Charioteer of Delphi, 1925-1939
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25. Kévtaupos ka1 Aamifns, 1927-1930 / Centaur with young Lapith man, 1927-30

24. Aanibns ka1 An6Adwv, 1927-1930 / Lapith and Apollo, 1927-30
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26. Xopndeypa keviavpou pe veap6 AaniOn (aétopa vaot Aiés), 1927-1930 /
Centaur with young Lapith man, 1927-1930

27. Kévtaupos ka1 AaniOns (Aentopépera agtdparos), 1927-30 /
Centaur and Lapith (pedimental detail), 1927-1930
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28. O Mdvins Tapos, 1932-1937 / The Seer lamos, 1932-1937
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29. Apriayn Baoidns ané tov 'Exedo, 1925-1939 / The Abduction of Basile by Echelos, 1925-1939 30. H Xav8aAi{ouoa Nikn, 1925-1932 / Nike Sandalbinder, 1925-1932
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31. To Hpaiov ts Olupmias, 1925-1939 / The Temple of Hera in Olympia, 1925-1939 32. To Hpaiov tns Odupmias, 1925-1939 / The Temple of Hera in Olympia, 1925-1939
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33. To Hpaiov tns Olupias, 1925-1939 / The Temple of Hera in Olympia, 1925-1939 34. To Hpaiov tns OAupmias, 1925-1939 / The Temple of Hera in Olympia, 1925-1939
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35. To Apxaio Oéatpo tov Aededv, 1930 /
The Ancient Theater of Delphi, 1930

-

36. H évap&n tov Aedgixdv Eoptdv, 1930 /
The Commencement of the Delphic Festivals, 1930

113









WL

«—

37. H eioo8os tns xopw8ias - IIpooeuxni, 1930 / The entrance of the chorus - Prayer, 1930

38. Aokipés and tnv napdotaon [pounBevs Aeoparns, 1930 / 39. Aok1pés a6 v napaotaon Ipounfeds Aeopdrns, 1930 /

Rehearsals from the performance of Prometheus Bound, 1930 Rehearsals from the performance of Prometheus Bound, 1930
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40. ITpounBevs Aeopains, 1930 / Prometheus Bound, 1930 41. ITpounOevs Aeopdrns, 1930 / Prometheus Bound, 1930
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42. Yuypi6tuno and v napdotaon Ikéndes, 1930 / 43. Yuypidtuno and v napdotaon Ikéndes, 1930 /

Scene from the performance of The Suppliants, 1930 Scene from the performance of The Suppliants, 1930
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44. Yuypiotumno and vy napdotaon Ikéndes, 1930 / 45. Yuypidtuno and v napdotaon Ikéndes, 1930 /

Scene from the performance of The Suppliants, 1930 Scene from the performance of The Suppliants, 1930
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46. Aedgikés Eoptés, 1930 / Delphic Festivals, 1930 47. Aed@ixés Eoptés, 1930 / Delphic Festivals, 1930
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48. Aehikés Eoptés, 1930 / Delphic Festivals, 1930

49. 0 Qkeavos (o I Maupoyévvns otov podo tou Qkeavou), 1930 /

Oceanus (G. Mavrogenis in the role of Oceanus), 1930
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51. O Eppns, 1930 / Hermes, 1930

50. O ITpopn6Oéas, 1930 / Prometheus, 1930
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52. OmAites, pédn ITuppixiou Xopou, 1930 /
Hoplite, member of the Pyrrhic Dance, 1930

-

53. OmAitns, pélos ITuppixiou Xopou, 1930 /
Hoplite, member of the Pyrrhic Dance, 1930

- >

54. Lxnpauopoi ITuppixiouv Xopou, 1930 /
Formations of the Pyrrhic Dance, 1930
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55. Ootoypagikn ovvOeon pe Oépa tn Xaviopivn, 1939 /
Photographic composition with theme of Santorini, 1939
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56. Xavtoprvid, oto BdBos n Oia, 1925-1930 /
Woman from Santorini with Oia in the background, 1925-1930 57. Ta 8popdaxia ota Pnpd, 1925-1930 / Alleyways in Fira, 1925-1930
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58. H Xxdda O@npdv, 1925-1930 / The Scala of Fira, 1925-1930 59. H Lxdla ka1 o Lxdpos, 1925-1930 / The Scala and the Skaros Rock, 1925-1930
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60. To Epmope16 Xavropivns, 1925-1930 / Emporio, Santorini, 1925-1930 61. To npaioteio, 1925-1930 / The volcano, 1925-1930
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63. Xavtopivid, oto BdBos to ngaiotero, 1925-1930 /
62. Aogn tou npaioteiou, 1925-1930 / View of the volcano, 1925-1930 Woman from Santorini with the volcano in the background, 1925-1930
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64. Kabiotn veapn xupia / Seated young lady
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65. Kupia pe Aoudotvdia / Lady with flowers
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66. Neapfi Nogn / Young bride 67. NUpn pe Aeukd kpiva / Bride with white lilies

160 161



68. IToptpéto veapns kupias / Portrait of a young lady

69. IToptpéto veapns xupias / Portrait of a young lad
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70. Kupia, Néa Yopkn, 1952 / Lady, New York, 1952

163




71. Iepéas / Priest 72. Movaxds, ITedonévvnoos, 1928 / Monk, Peloponnese, 1928
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73. Ioptpéro kupias / Portrait of a lady 74. Mntépa pe naidi / Mother with child
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75. IToptpéto xupiou / Portrait of a gentleman
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76. ITatépas pe maidia / Father with children
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77. IToptpéto xupiou / Portrait of a gentleman 78. IToptpéto kupiou / Portrait of a gentleman
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79. TToptpéto {evyous / Portrait of a couple 80. [Tpogil xupias / Lady's profile
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81. H Mapidyxka X. BoGAyapn / Mariogka Ch. Voulgari 82. IToptpéro veapns xupias / Portrait of a young lady
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83. IToptpéto veapns kupias / Portrait of a young lady 84. O Demétre Villan, 1933 / Demétre Villan, 1933
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85. Neapn kupia / Young Lady 86. IToptpéto xupias pe tpravidpulda / Portrait of a lady with roses
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87. H Aeonorvis Ilanaiodvvou (aveds), 1933 / Miss Papaioannou (full-face), 1933 88. H Aeonorvis Ilanaimdvvou (mpogil), 1933 / Miss Papaioannou (profile), 1933
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89. IToptpéto veapns xupias / Portrait of a young lady 90. [Toptpéto xupias (mpo@id) / Portrait of a lady (profile)
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91. KaB1016 xopito1, 1925-1932 / Seated girl, 1925-1932 92. l'edaotd popdki, 1939-1955 / Smiling baby, 1933-1955
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93. Kaf1o16 xoprtodki, 1939-1955 / Seated Little Girl, 1939-1955 94. Koprtodxki mou naier / Girl Playing
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95. ITa1§dx1 pe kovkda / Child with doll 96. Koprtodxki pe dovtpiva aprouddkia / Girl with teddy bears
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97. H Iprykimooa Adeia tns EANGSos, 1. 1966 / Princess Alexia of Greece, c¢. 1966 98. Mixpn Muadapiva, 1939-1955 / Little ballerina, 1939-1955
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99. Lrmoudn pikpou kopitoiol /
Study of a little girl
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100. Kopitodxi Aplexivos (Ilevtdmtuxo) / Harlequin Girl (Pentaptych)

101. Mikpés taxuSaktuloupyds / Little Magician
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National folk costumes



102. H XpuodvOn ITatépa - Aaipot (pe napadoolaxn gopeoid) /

Chrysanthi Patera - Laimou (in folk costume)
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103. 'uvaika pe mapaSooiakn gopeoid, 1937-1938 /
Woman in folk costume, 1937-1938 104. Miss Europe 1920, 1920
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105. Kopitor pe gopeoid, 1937-1938 / Girl in folk costume, 1937-1938 106. Kpnuxdmnoudo / Child from Crete
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107. O T'dvvns Toapotxns pe popeoid fookol tns Xxupou, 1930 /

Yannis Tsarouchis in the traditional attire of a shepherd from Skyros, 1930 108. Xop1xoi tns Hueipou, 1937-1938 / Villagers of Epirus, 1937-1938
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109. Epmoponnaviiyupns, 1935 / Trade fair, 1935 110. Neapds pookds otnv Huerpo, 1937-1938 / Young shepherd in Epirus, 1937-1938
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111. H Pwoida xopevtpia Elizaveta Nikolska otnv Axpémodn, 1929-1930 /
The Russian dancer Elizaveta Nikolska at the Acropolis, 1929-1930
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112. H Pwoi8a xopettpia Elizaveta Nikolska otnv Akpoémodn, 1929-1930 /
The Russian dancer Elizaveta Nikolska at the Acropolis, 1929-1930

215



o
—
N






e
113. H PwoiSa xopevtpia Elizaveta Nikolska owtnv Akpémodn, 1929-1930 /
The Russian dancer Elizaveta Nikolska at the Acropolis, 1929-1930

114. Kopugaia xopevtpia tns oxolns tns Mary Wigman, 1922-1923 /
Principal dancer of the Mary Wigman School, 1922-1923
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116. T'upvés xopeutpies tns oxohnis tns Mary Wigman, 1922-1923/
115. T'upvé povtédo, . 1930-1939 / Nude model, c. 1930-1939 Nude dancers of the Mary Wigman School, 1922-1923
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Personalities
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117. O EAeuBépios Bevigédos, 1926 / Eleftherios Venizelos, 1926
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118. O Anpntpros I'p. Kapmotpoylou, 1926 / Dimitrios Gr. Kampouroglou, 1926
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APXAIOTHTEX

Anoyn ITapOevirva amd ta
[pomdAaia, m. 1935
Apyuporumia, 36,5 x 27,4 ex.
Kaww apiotepd, avaylugpn
oppayida Photo Nelly’s Athens.

O IlapBevdvas, m. 1935
Apyupotumia, 28 x 37,9 ex.
Kdaw aprotepd, avaylupn
oppayida Photo Nelly’s Athens.

To Epéx0feio xa1 o [lapBevarvas
amé ta Ipomddlaa, 1. 1935
Apyuporumia, 27,5 x 37,5 ek.
Kdaw aprotepd, avaylupn
oppayida Photo Nelly’s Athens.

01 Kapududes, . 1935
Apyuporumia, 27,8 x 37,9 ex.
Kaww apiotepd, avayluepn
oppayida Photo Nelly’s Athens.

To Olupmzeio, 1935
Apyuporumia, 27,5 x 37,5 ex.
Kdaww aprotepd, avaylupn
oppayida Photo Nelly’s Athens.
Recto: patpn ogpayida

Photo Nelly’s Athens.

O IlapBevavas, m. 1932
Apyuporturmia pe toviopd oémas,
15,8 x 21 ex.

Kéaww apiotepd, xeipdypagn
emypagn «Le Parthénon».

Kdawo 8e81d, xeipdypapn voypagn
pe poduPi: Nelly’s Athenes.

Recto: f1odé oppayiSa. ExtéOnke
oto pouvoeio Reiss-Museum tou

Mavxaip, 24/1/1991-7/4/1991.

Ta IpomdAaia, m. 1932
Apyuporumia pe toviopd oémas,
16,3 x 21,7 ex.

Kaww apiotepd, xeipdypapn
emypa@n «Les Propylées».

Kaww 8€81d, xe1pdypagn voypagn
e poduPr: Nelly’s Athenes.
Exté0nke oto pouoeio Reiss-

Museum tou Mavxaip,
24/1/1991-7/4/1991.

Anoyn ITapOevarva amd ta
ITpomddaia, 1925-1939
Apyupotumia, 21 x 15,7 ex.

OQTOT'PAGIKH TEKMHPIQYH

Kéaww apiotepd, xeipdypapn
emypapn «Le Parthénon vu des
Propylées».

Kéww 8§14, xe1péypagn vnoypapn
pe poduPi: Nelly’s Athenes.

Ta IlpomdAaia, 1925-1939
Apyuporuia, 20 x 15,8 ex.
Kéww apiotepd, xeipdypapn
emypapn «Les Propylées».
Kaww §¢61a, xe1péypagpn
vnoypapn Nelly’s Athénes.
Recto: f1oAé oppayiSa. ExtéOnke

oto pouoeio Reiss-Museum tou 16.

Méavxaip, 24/1/1991-7/4/1991.

H Axpémoln, 1925-1939
Apyuporturmia pe toviopd oémas,
15,8 x 21,8 k.

Kéww aprotepd, avaylupn
oppayiSa Photo Nelly’s
Athens, xelpoypapn

emypagn «L’ Acropole».

Kéww 8§14, xe1poypagpn 17.

vnoypapn pe polufPr: Néins.
Recto: f1odé oppayiSa. ExtéOnke
oto pouoeio Reiss-Museum tou

Mavxaip, 24/1/1991-7/4/1991.

. Ta IIpomdlaia, 1930-1939
Apyuporumia pe toviopé oémas, 18.

21,1 x 27,8 k.
Recto: f1oAé oppayiSa.

01 Kapududes, 1932-1939
Apyuporturmia pe toviopé oémas,
21,9 x 27,8 k.

Kéww aprotepd, avaylupn
oppayida Photo Nelly’s Athens.

Recto: pmle-Piodé oppayiSa. 19.

01 Kapududes, 1932-1939
Apyuportumia, 21,8 x 15,9 ex.
Katw apiotepd, xeipdypapn
emypa@n «Les Cariatides».
Kéww 8§14, xe1poypagpn
vnoypapn pe poAup:

Nelly’s Athenes. 20.

Recto: f1oAé oppayiSa. ExtéOnke
oto pouoeio Reiss-Museum tou
Méavxaip, 24/1/1991-7/4/1991.

. To Hp®8e1o, 1925-1939

Apyuporuia, 15,5 x 20,8 ex.
Kéaww apiotepd, xeipdypapn
emypapn «Le théatre de Erode
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Attique et 1' Acropole».

Kéww 814, xe1péypagn voypapn
pe podupi: Nelly’s Athenes.

Recto: B1odé oppayiSa.

To Onoeio, 1925-1939
Apyuportumia, 21,2 x 15,8 ex.
Kaww apiotepd, xeipdypagpn
emypagn «Le temple de Thésée».
Kaww 814, xe1péypagn vioypapn
pe podupi: Nelly’s Athenes.

Recto: B1odé oppayiSa.

O Kepapeixos, 1925-1939
Apyuporurmia pe toviopd oémas,
15,5 x 20,9 ex.

Kéaww apiotepd, xeipdypapn
emypapn Keramikos.

Kaww §¢1d, xe1poypagpn
vroypapn pe poduf:

Nelly’s Athenes.

Recto: xa@pé oppayida.

KaAvtepip, 1927
Bpopoelarotumia,
19,8 x 20,1 ex.

Kaww 8e61d, eyxapaxin
xe1pOypapn vmoypapn:
Nelly’s 1927.

H Movn Ilavayias [TepipAémrov -
Muotpas, 1925-1939
Apyuporumia, 28,9 x 21,9 ex.
Kaww apiotepd, «Mystra» Simhn
avayluen ogppayida o
potoypagpia Kxar oto macIaptov.
Kaww 8e§1d, Nelly’s Athenes.
Recto: B1odé oppayiSa.

Epeima ws fulavuvis

m6Ans tou Muotpd, 1925-1939
Apyuporuria pe toviopd oémas,
17 x 22,5 ex.

Kaww 814, xe1poéypagpn
vnoypapn pe pedavi: Nelly’s.
Recto: Brodé oppayiSa.

0 Onoaupés tov Adnvaiov,
1925-1939

Apyuporuria, 21,8 x 15,9 ex.
Kdaww apiotepd, xeipdypapn
emypan «Delphes - Le Trésor
des Athéniens». Kadtm 6e614,
xe1poypagpn vmoypapn

Nelly s pe poAopu.

Recto: B1odé oppayiSa.



21.

22.

24.

25.

26.

H Iepd O86s pe to Onoavpd
tov AOnvaiov, 1925-1939
Apyuporumia pe toviopd

oémas, 16,1 x 21,7 ek.

Kaww aprotepd, avaylupn
oppayiSa Photo Nelly’s Athens,
xe1poypapn emypapn «Delphes»
e poAdPi.

Kaww 8¢§1d, xe1poypagn
vroypapn pe podofi: Nelly’s
Atheénes. Recto: f1oAé oppayiSa.

Avayluga Oedrpou

tou Alovtoou, 1925-1939
Apyuporumia, 15,9 x 21,8 ex.
Kaww apiotepd, xeipdypagpn
emypapn «Atheénes - Frise du
Théatre de Bacchus».

Kaww 8614, xe1pdéypagn vioypagpn
pe podupPi: Nelly’s Athénes.

Recto: f10Aé oppayida.

O Hvioxos tov Aedpayv,
1925-1939. Apyuporturmia pe
toviopo oémas, 22 x 15,9 ex.
Kaww apiotepd, xeipdypagpn
emypapn «Musée des Delphes».
Kéww 8§14, xe1pdypagn vioypagpn
pe podufi: Nelly’s Athenes.

Recto: f1oAé oppayiSa.

Aamifns ka1 AnéAAov, 1927-1930
(evaéuo ylumoé Mouoeio
OAupmias). Apyupoturmia pe
toviopo oémas, 16,5 x 22,4 ex.
Kéww 8§14, xe1pdypagpn
unoypagn pe peldvi:

Néfins Abava.

Recto: f10Aé oppayida.

Kévtavupos xar Aamifns, 1927-
1930 (Néa Y6pxn, 1939-1955)
(aétwpa vaou Ai6s)
Apyuporuia, 21,8 x 15,8 ex.
Kaww aprotepd, avaylupn
oppayiSa Photo Nelly’s Athens.
Recto: Attelier, Baoihiké otéppa
B, Ynoupyeio ITai8eias 8.111.56 -
Y.AAIL, B1oA€é oppayida.

Yupmleypa Keviaupou pe veapd
Aamifn, 1927-1930

(aétwpa vaou Ai6s)
Apyuporuria, 15,7 x 21,8 ex.
Kaww aprotepd, avaylupn
oppayiSa Photo Nelly’s Athens.

27.

28.

29.

30.

31.

32.

OQTOT'PA®IKH TEKMHPIQYXH

Recto: Attelier, Baoihixé otéppa
B, Ynoupyeio ITai8eias 8.111.56 -
Y.AAIIL Brodé oppayida.

Kévtaupos ka1 Aamnifns, 1927-
1930 (Aermopépera astdparos)
Apyuporumia, 15,8 x 21,8 ex.
Kdawo aprotepd, avayluepn
oppayiSa Photo Nelly’s Athens.
Recto: Attelier...., Baoiliké otéppa
B, Ynoupyeio ITai8eias 8.111.56 -
Y.AAIL B1oAé oppayiSa.

O Mavns Tapos, 1932-1937
(Néa Yopkn, 1939-1955)
Apyuporuria, 16,9 x 22,8 ex.
Kaww aprotepd, avayluen
oppayiSa Photo Nelly’s Athens.
Recto: pavpn oppayida Apepikns,
Baoihik6 otéppa B, Ynoupyeio
[TaiSeias 8.I11.56 - Y.AAIL

Apnayn Baoidns a6 tov Exelo,
1925-1939 (Apxaiodoyikd
Mouoeio AOnvav)
Apyuporuria, 16,1 x 18,4 ex.
Kaww aprotepd, evemniypapn pe
poAGP1 «Musée d'Athénes - Bas-
relief». Kdro 8e81d, xerpdypapn
vnoypapn pe podufi: Nelly’s
Athenes.

Recto: f1oAé oppayiSa.

H YavSaliouoa Nikn,
1925-1932

Apyuporturia, 22,9 x 14,7 ex.
Kaww aprotepd, avayluen
oppayiSa Photo Nelly’s Athens.
Recto: kokk1vn oppayida.

To Hpaiov tns OAvpmias, 1925-
1939 (Néa Yépxn, 1939-1955)
Apyuporuria pe toviopd oémas,
16,9 x 22,9 ex. Kdtw apiotepa,
avayluen oppayia Photo Nelly’s
Athens.

Recto: pavpn oppayida Apepikns,
Baoihik6 otéppa B, Ynoupyeio
ITai8eias 8.1I1.56 - Y.A.AIL.

To Hpaiov tns OAvpmias, 1925-
1939 (Néa Yépxn, 1939-1955)

Apyuporuria pe toviopd oémas,
16,8 x 22,8 ex. Kdtw apiotepa,

avaylugn oppayida

Photo Nelly’s Athens.
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34.

35.

36.

37.

38.

Recto: pavpn oppayida Apepikns,
Baoiik6 otéppa B, Ynoupyeio
ITai8eias 8.111.56 - Y.A.AIL.

To Hpaiov tns OAvpmias,
1925-1939

Apyuporumia, 15,5 x 21,7 ex.
Kdawo aprotepd, avayluepn
oppayida Photo Nelly’s Athens.
Recto: f1oAé oppayiSa,
Atelier. ExtéOnke oto pouoeio
Reiss-Museum tou Mavxaip,
24/1/1991-7/4/1991.

To Hpaiov tns OAvprmias,
1925-1939

Apyuporumia, 15,8 x 21,9 ex.
Kdaw aprotepd, avayluepn
oppayida Photo Nelly’s Athens.
Recto: SumAn Brodé ogppayida,
pavpn oppayida Apepikns,
Baoiik6 otéppa B, Ynoupyeio
ITai8eias 8.I11.56 - Y.A.A.IL.

AEA®IKEY EOPTEX

To Apxaio Oéatpo tov Aedparv,
1930. Apyupotumia pe toviopd
oémas, 21,4 x 27,7 ex.

Kaww apiotepd, xeipdypapn
emypapn «Delphes - Le Théatre».
Kaww 8€81d, xeipdypagn voypagn
e podoPi: Nelly’s Athenes.

Recto: f1oAé oppayiSa. ExtéOnke
oto pouoeio Reiss-Museum tou
Mavxaip, 24/1/1991-7/4/1991.

HEvapén tov Aedgikadv Eoptav,
1930. Apyupotumia pe toviopo
o¢mas, 21,9 x 27,7 ex.

Kdawo 8e§1d, xeipoypapn
umoypagn pe pavpo pelavi
Néflins AOnvar pe poAopi.

Recto: P1oAé oppayiSa, Sevtepn
oppayida Delphic

Festival - 1930.

H Eioco8os s xopwdias -
IIpooeuxn, 1930

Apyuporumia pe toviopd oémas,
15,9 x 21,9 ex. Kdatw apiotepa,
avayluen oppayida Photo Nelly’s
Athens. Recto: f1o)é oppayiSa.

Aoxipés a6 v napdotaon

39.

40.

41.

42.

43.

44,

45.

Tlpopunbets Aeouwins, 1930
Apyuporumia, 21,7 x 27,5 ex.
Kaww 8€81d, xe1pdypagn voypagn
pe pavpo pedavi: Nédins Abrvar.
Recto: P1oAé oppayiSa.

Aoxipés a6 v napdotaon
Ipounbevs Acoparns, 1930
Apyuporumia pe toviopd oémas,
19,8 x 26,7 ex.

Kaww 8e81d, xeipdypagn voypagn
pe pavpo pehavi: Néins Abrvar.
Recto: SumAn Brodé ogpayida.

Ilpopunbets Aeauwins, 1930
Apyuportumia pe toviopd oémas,
13,8 x 19,8 ex.

Kdaw aprotepd, avaylupn
oppayida Photo Nelly’s Athens.
Recto: f1oAé oppayiSa.

Tpounbevs Acoparns, 1930
Apyuporumia pe toviopd oémas,
18,5 x 26,7 ex.

Kaww 8€81d, xe1pdypagn voypagn
pe pavpo pedavi: Nédins Abrvar.
Recto: S1umAés ProAé oppayides.

Yuypétumo ané v napdotaon
Ixéribes, 1930

Apyuporumia pe toviopd oémas,
15,8 x 21,9 ex.

Kaww apiotepd, avayluen
oppayida Photo Nelly’s Athens.
Recto: f1oAé oppayiSa.

Yuypétumo ané v napdotaon
Ixéribes, 1930

Apyuporumia pe toviopd oémas,
15,9 x 22 ex.

Kaww apiotepd, avayluepn
oppayida Photo Nelly’s Athens.
Recto: P1oAé oppayiSa.

Yuypétumo ané ty napdotaon
Ixéribes, 1930

Apyuporumia pe toviopd oémas,
15,9 x 22 exk.

Kaww apiotepd, avaylugpn
oppayida Photo Nelly’s Athens.
Recto: P1oAé oppayiSa.

Yuypétumo ané v napdotaon
Ixéribes, 1930

Apyuporumia pe toviopd oémas,
15,5 x 21,8 ex.

OQTOT'PAGIKH TEKMHPIQYH

46.

47.

48.

49.

50.

51.

Kéaww apiotepd, avaylupn
oppayiSa Photo Nelly’s Athens.
Recto: f1oAé oppayiSa.

Aedgixés Eoptés, 1930
Apyuporturmia pe toviopd oémas,
15,9 x 21,8 ex.

Kéww apiotepd, avaylupn
oppayida Photo Nelly’s Athens.
Recto: f1oAé oppayiSa.

Aedgikés Eoptés, 1930
Apyuporumia pe toviopé oémas,
15,9 x 21,8 ex.

Recto: KaAAitexvikov Qooypagpeiov
NéXns, Eppot 21, Delphic
Festival - 1930.

Aedgixés Eoptés, 1930
Apyupoturia pe toviopd oémas,
159 x 21,9 ex.

Kéww apiotepd, avaylupn
oppayida Photo Nelly’s Athens.
Recto: f1oAé oppayiSa.

0 Qxeavés (o I'. Maupoyévvns
otov pddo tou Qxeavou), 1930
Apyupoturia pe toviopd oémas,
27,7x 17,9 ex.

Katw apiotepd, xeipoypapn
emypapn «O Ovpavos».

Kéww 8§14, xe1péypagpn vnoypapn
pe pavpo pedavi: Néiins Abrvar.
Recto: ka@é oppayida, Atelier,
oupBodo Delphic pe Adoy6tumo.

O IIpopnBéas, 1930

Apyuporturia pe toviopéd oémas,
27,8 x 19,4 ex.

Katw apiotepd, xeipoypagpn
emypapn «O [IpopnOevs».

Kéww 8§14, xe1péypagpn vnoypapn
pe pavpo pedavi: Néiins Abrvar.
Recto: ka@é oppayida, Atelier,
oupBodo Delphic pe Adoy6tumo.

O Eppns, 1930

Apyuporturmia pe toviopd oémas,
27,7x 18,3 ex.

Katw apiotepd, xeipdypapn
emypapn «O Eppns».

Kéww 8§14, xe1péypagpn vnoypapn
pe pavpo pedavi Nédins Abnvar.
Recto: ka@é oppayida, Atelier,
oupBodo Delphic pe Adoy6tumo.
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52.

53.

54.

55.

56.

57.

58.

59.

OmAites, péAn Iuppixiou Xopov,
1930. Apyupotumia jie 1oviopo6
oémas, 15,9 x 21,9 ex.

Recto: B1odé oppayiSa,
KaAArtexvikov Ooroypagpeiov
NéMns, Eppov 21,

Delphic Festival - 1930.

OmAitns, pédos Iuppixiou
Xopou, 1930. Apyupoturmia pe
toviopo oé¢mas, 21,9 x 15,9 exk.
Recto: B1odé oppayiSa.

Yxnpauopoi ITuppixiou Xopod,
1930. Apyupotumia ji€ T0VIopo6
oémas, 15,8 x 21,9 ex.
Recto: B1oAé oppayida.

LANTOPINH

Doroypagikn ouvOeon

pe 0épa m Xavropivn, 1939
(Néa Yopkn, 1939-1955)
Apyuporumia, 38,2 x 28 ex.
Kéww apiotepd, avaylupn
oppayida Photo Nelly’s Athens.
Recto: patpn ogpayida Apepikns,
yia v apioa tou EAAnvikou
nepimtépou s AieOvouis
Ex0éoews s N. Yopkns, 1939
(0yos agioas: 7p.).

Yavtopivid, oto fdos

n Oia, 1925-1930
Doroxdpra, 8,1 x 13,2 ex.
Kaww 861, avaylupn
oppayida Nelly’s.

Ta 8popdxia ota @npd, 1925-
1930. Apyupotumia ji€ T0VIopo6
oémas, 27,9 x 21,4 ex.
Recto: B1oAé oppayida.

H Yxdla Onpav, 1925-1930
Apyuporuria pe toviopd oémas,
27,8 x 21,1 k.

Kéww apiotepd, S1mhn avdyAuepn
oppayida Photo Nelly’s Athens.
Recto: B1odé oppayiSa.

H ¥xdla ka1 o Exdpos, 1925-1930
Apyuporumia pe toviopd oémas,
21,8 x 15,9 ex.

Kdaww apiotepd, xeipdypapn
emypan «Santorin - Le port et la



60.

6l.

62.

montée de Phyra» pe poAopi.
Kdawo 8e81d, xeipdypapn voypapn
pe poduPi: Nelly’s Athenes.

Recto: f1oAé oppayiSa.

To Epmoperé Xavtopivns,
1925-1930.

Apyuporumia pe toviopd oémas,
16,1 x 22,1 ex.

Kéaww apiotepd, xeipdypagn
emypapn «Santorin - Emporio»
pe podupi. Katw 8e€id, xeipdypapn
uroypagn pe podopi: Nelly’s
Athenes.

Recto: f1oAé oppayiSa. ExtéOnke
oto pouoeio potoypagpias Agfa
Foto-Historama otous xmpous
tou Popalo-yeppavikot Mouoeiou
Kolwvias 15/10/1990-2/12/1990.
Katddoyos «Das Land der
Griechen mit der Seele suchen»
[Me tv guxn avalntdveas m
xopa v EXAfivev], voipepo
katadoyou 162, oel. 277,
ouldoyn Mike Krassakis Koln.
Axolot0ws extéOnke oto pouvoeio
Reiss-Museum tou Mavxaiy,
24/1/1991-7/4/1991.

To n¢aiotelo, 1925-1930
Apyuportumia, 15,9 x 21,9 ex.
Kaww apiotepd, «Le volcan» pe
podufr. Kaww §e1d, xe1péypagpn
vnoypapn pe podupi: Nelly’s
Athénes. Recto: f1oAé oppayida.

Anoyn tou ngaioteiov, 1925-1930
Apyuporumia pe toviopd oémas,
16,1 x 22,1 ex.

Kéaww apiotepd, xeipdypagn
emypapn pe podupi

«Santorini vue vers le volcan».
Kaww 8e81d, xe1pdypapn vmoypagn
pe poduPr: Nelly’s Athenes.

Recto: f1oAé oppayiSa.

Exté0nke oto pouoeio
potoypagpias Agfa Foto-Historama
otous xdpous tou Popaio-
yeppavikot Mouogiou Kodmvias
15/10/1990-2/12/1990.
Katdhoyos «Das Land der
Griechen mit der Seele suchen»
[Me wv yuxn avalntdvras m
xopa v EXAfivev], voipepo
katadoyou 161, oed. 277,

ouldoyn Mike Krassakis Koln.

63.

64.

65.

66.

67.

68.

69.
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Axolovbws extédnke oto pouvoeio
Reiss-Museum tou Mavxaip,
24/1/1991-7/4/1991.

Yavropivid, oto Babos to
ngaiotelo, 1925-1930
Apyuporuria pe toviopd

oémas, 15,9 x 21,9 ex.

Kéww apiotepd, xeipdypapn
emypapn «Santorin» pe poAopi.
Kaww 8¢1d, xe1péypagn vnoypapn
pe podupi: Nelly’s Athenes.
Recto: f1oAé oppayiSa, oto
aotaptoy pe peddvi

paspo o titdos.

IIOPTPETA

Kabiot veapn kupia
Apyuporuria pe toviopd

oémas, 10,9 x 12 ex.

Kéaww apiotepd, S1mhn avayAuepn
oppayiSa Photo Nelly’s Athens.
Kaww §¢1d, xe1poypagpn
vnoypapn pe poduf:

Nelly’s Athenes.

Recto: B1odé oppayiSa.

Kupia pe dovdotSia
Apyuportumia, 22,8 x 17 ex.
Kéww aprotepd, avaylupn
oppayida Photo Nelly’s Athens.
Recto: B1odé oppayiSa.

Neapn Nugpn
Apyuportumia, 21,7 x 15,6 ex.
Recto: B1odé oppayiSa.

Nogn pe Aevkd kpiva
Apyuporumia, 22,3 x 15,8 ex.
Kéww aprotepd, avaylupn
oppayida. Kdatm Sefid,
xe1poypagn vioypapn Nelly s
pe pavpo pelavi.

Recto: Brodé oppayiSa.

Kupia, Néa Yopxn, 1952
Apyuportumia, 24 x 19 ex.
Recto: patpn ogpayida Apepikns.

IToptpéro veapns kupias
Apyuporumia, 16,5 x 11,3 ex.
Kéww aprotepd, avaylupn
oppayida Photo Nelly’s Athens

010 TIa0TIapTou.
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70.

71.

72.

73.

74.

76.

77.

[Toptpéto veapns kupias
Apyuporuria, 16,7 x 11,2 ex.
Kéaro apiotepd, oto macmaptot
avaylugn oppayia Photo
Nelly’s Athens.

Lepéas

Apyuporuria pe toviopd oémas,
16,5 x 11,6 ex.

Kdaww apiotepd, oto maocnaptot
avayluen oppayida.

Kéww 814, xe1poéypagpn
uroypa@n pe Kkapé peAdvi:
Nelly’s Athénes.

Movaxds, [Tedomdvvnoos, 1928
Apyuporurmia pe toviopd oémas,
22,9 x 16,8 ex. Kdtw 8e€14,
Xelpoypapn vmoypapn pe pavpo
pedavi: Nelly’s Atheénes.

Recto: pAe o@payida ABnvas.

[Toprpéro kupias
Apyuporuria, 21,8 x 15,9 ek.
Kaww aprotepd, avaylupn
oppayiSa. Kdro 8e814,
Xe1poypapn vIoypapn

pe poAoPi: Nelly’s Athenes.
Recto: B1oAé oppayida.

Mntépa pe nardi

Apyuporuria, 15,5 x 14,1 ex.
Kéww apiotepd, Simhn

avaylugn oppayida.

Kaww 8¢61d, xe1poypagn vioypagpn
e poAoPi: Nelly’s Athénes.

Recto: B1oAé oppayida.

. IToptpéro xupiou

Apyuporumia, 21,9 x 15,4 ex.
Kéaww apiotepd, Simhn

avaylugn oppayida.

Kaww 8¢§1d, xe1poypagn vioypapn
e poAdPr: Nelly’s Athénes.

Recto: B1oAé oppayida.

[Tatépas pe nardia

Apyuporuria, 11,6 x 16,8 ex.
Kéww apiotepd, Simhn

avaylugn oppayida.

Kaww 8614, xe1poéypagn vioypapn
pe poAoPi: Nelly’s Athénes.

Recto: B1oAé oppayida.

[Toptpéto xupiou
Apyuporuria, 21,9 x 15,6 ex.

78.

79.

80.

81.

82

83.

84.

Kéww apiotepd, Simhn

avaylugn oppayida.

Kaww 8614, xe1poéypagn vioypagpn
pe poAoPi: Nelly’s Athénes.

Recto: B1oAé oppayida.

[optpéto xupiou
Apyuporumia, 16,5 x 11,5 ex.
Kdaww apiotepd, avaylupn
oppayiSa Photo Nelly’s Athens.
Recto: kokk1vn oppayida.

IMoptpéro Cevyous

Apyuporumia, 12 x 16,9 ex.

Kdaww aprotepd, avaylupn
oppayida.

Kaww 8§14, xe1pdéypagn vioypapn
pe poAoPi: Nelly’s Athenes.

Recto: B1oAé oppayida.

IIpogid xupias

Apyuporumia, 15,9 x 21,4 ex.
Kéaro apiotepd, oto maomaptol
avaylugn oppayia Nelly’s
Atheénes, Hermes 49.

H Mapi6yka X. Bovdyapn
Apyuporumia, 22 x 16,1 ex.

Kaww 8§14, xe1poéypagn vioypapn
pe poAoPi: Nelly’s Athenes.

Recto: f10Aé oppayida, o tithos
«Map1oyka X. Boudyapn»
Ypappévos pe prde pelavi

010 IAoTIApTOov.

IToptpéro veapns kupias
Apyuporumia, 21,8 x 15,8 ex.
Kaww 8§14, xe1pdypagn voypapn
pe podufi: Nelly’s Athenes.

Recto: f1oAé oppayida.

IToptpéro veapns kupias
Apyuportumia, 21,9 x 15,9 ex.
Kéww apiotepd, §imdn oppayida.
Kaww 8§14, xe1pdéypagn vioypapn
pe poAoPi: Nelly’s Athenes.

Recto: kokk1vn oppayida.

O Demétre Villan, 1933.

0 xopeutns Anpntpros Biday
Xmpis v maptevép tou.
Apyuporumia, 17,9 x 12,9 ex.
Kaww 8614, xe1poéypagn voypapn
pe poAoPi: Nelly’s Athenes.

Recto: B1oAé oppayida.

85.

86.

87.

88.

89.

90.

91.

92.

OQTOT'PAGIKH TEKMHPIQYH

Neapn xupia

Apyuporuria, 21,9 x 15,9 ek.
Kéaww apiotepd, S 1mn
avaylugn oppayida.

Kaww 8614, xe1poypagn
vroypapn pe poAofi:

Nelly’s Athenes.

Recto: f1oAé oppayiSa.

[Toptpéro xupias

pe tpravrdpulla
Apyuporuria pe toviopd
oémas, 21,9 x 15,7 ex.
Recto: f1oAé oppayiSa.

H Aeonoivis Ilanaimdvvou,

1933 (aveas)

Apyuporuria, 16,4 x 11,4 ex.
Kaww 8614, xe1pdypagn voypagpn
e poAoPr: Nelly’s Athénes.

Recto: f10Aé oppayida.

H Aeonovis Ilanaimavvou,

1933 (mpo@id)

Apyuporumia, 16,4 x 11,4 ex.
Kéww 8§14, xe1pdypagn voypagpn
pe poAoPi: Nelly’s Athenes.

Recto: f1oAé oppayiSa.

[Toptpéro veapns xupias,
Apyuporumia, 21,9 x 15,9 ex.
Kéww aprotepd, avaylupn
oppayiba. Katw 8e81d,
Xe1POYPAPN UTIOYypaAPn

pe poAoPi: Nelly’s Athenes.
Recto: kékk1vn oppayida.

[Toptpéro kupias (mpoid),
Apyuporumia, 21,9 x 15,9 ex.
Kéww aprotepd, §1mn
avayluen oppayida.

Kéww 8§14, xe1pdypagn
vnoypagn pe poAopi: Nelly’s
Athenes.

Recto: f10Aé oppayida.

Kabiot6 xopito1, 1925-1932
Apyuporumia, 17,2 x 19,5 ex.
Kaww 8614, xe1pdypagn voypagpn
e podopPr: Nelly’s Athenes.

ledaotd popaxi, 1939-1955
Apyuporumia, 16,9 x 11,9 ex.
Kéaww 8§14, xe1pdypagn voypagpn
pe ypagitn: Nelly’s Athénes.

Recto: patpn oppayiSa Apepikns.
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93.

94.

95.

96.

97.

Kab10t6 xoprodxi, 1939-1955
Apyuportumia, 19 x 23,9 ex.
Recto: pavpn oppayida Apepikns.

Koprtoaxi mou maider
Apyuporuria, 13,1 x 15,4 ex.
Kaww aprotepd, avayluen
oppayiSa Photo Nelly’s Athens.
Recto: B1oAé oppayida.

Iaidax1 pe xovxAa
Apyuporumia, 11 x 16,7 ex.
Kaww aprotepd, avaylupn
oppayiSa Photo Nelly’s Athens.

Kopitodx: pe dovtpiva
aproudakia

Apyuporumia, 11,7 x 16,7 ex.
Kaww aprotepd, avayluen
oppayiSa Photo Nelly’s Athens

010 TIAOTIAPTOU.

Kdawo 8e§1d, xeipdypagn voypagpn
pe pedavi: Nelly’s Athenes.

H Ipiykimooa AdeSia

wms EAAGSos, 1. 1966
Apyuportumia, 22 x 26,3 ex.

Kdawo aprotepd, avdylupn
oppayiSa Photo Nelly’s Athens.
Recto: f1oAé oppayiSa, eveniypapn
pe pedavi: «AdeSiar.

98. Mixpn Mnalapiva, 1939-1955

99.

10

(=]

(Néa Yopkn, 1939-1955)
Apyuporumia, 29,5 x 22,7 ex.
Kdawo aprotepd, avdyluepn
oppayiSa Photo Nelly’s Athens.
Recto: pavpn oppayiSa Apepikns.

Yooudn pikpol Kop1to1o00
Apyvporumia, 29,3 x 39,3 ex.
Kdawo aprotepd, avdylupn
oppayida.

Kdawo 8e§1d, xe1pdypagn voypagpn
pe polopPi: Nelly’s Athenes.

Recto: f1oAé oppayiSa.

. Kopitodxi Aplexivos

(ITevtamuxo),

Apyuporuria, 12 x 8,4 ex.

Kaww apiotepd, oto maonapto
avaylugn oppayia

Photo Nelly’s Athens.

Kdawo 8e§1d, xeipdypagn voypagpn
pe polopPi: Nelly’s Athenes.

Recto: f1oAé oppayiSa oe 6Aa.



101.

102.

103.

104.

106.

107.

Mikpés taxudaktudoupyos
Apyuporumia, 22,8 x 16,1 ex.
Kéww 8§14, xe1poéypagn voypagpn
pe podupi: Nelly’s Athenes.

EONIKEY ENAYMAXIEY

H XpuoavOn ITatépa - Aaipot
(pe mapaSoolaxn popeoid)
Apyuporuria, 22,6 x 16,8 ex.
Kéaww apiotepd, avaylupn
SiAn ogpayida.

Kaww §¢1d, xe1poypagpn
vnoypapn pe poduf:

Nelly’s Athenes.

Recto: patpn ogpayida Abnvas.

Tuvaika pe napadooiakn
popeoid, 1937-1938
Apyuporuria pe toviopd oémas,
22 x 15,9 ex.

Kéww 814, xe1poéypagpn
vnoypapn pe podufi:

Nelly’s Athénes.

Recto: pavpn oppayida Abnva.

Miss Europe 1920, 1920
Apyuporuria pe toviopd oémas,
21,2 x 15,8 ex. Kdtw 8814,
xe1pOypagpn vmoypapn

pe podupi: Nelly’s Athenes.
Recto: Brodé oppayiSa, GAdos
tithos: «Mia 6popen yuvaika
aé Aedpous».

5. Kopitol pe gopeoia, 1937-1938

Apyuporumia, 16,9 x 11,5 ex.
Kdaw aprotepd, Simdn
avayluen oppayida.

Kdawo 8e81d, xeipoypapn
vnoypapn pe poAufi:

Nelly’s Athenes.

Recto: koxk1vn oppayida.

Kpnukémouvdo

Apyuporuria, 22,3 x 16,2 ex.
Kéaww apiotepd, avaylupn
oppayiSa Photo Nelly’s Athens.

Itavvns Toapouxns pe popeoid
Bookou tns Xxvpou, 1930
Apyuporumia, 11,2 x 8,5 ex.
Recto: pavpn otapma N. Yopxkns,
otous Aedgous to 1930.

OQTOT'PA®IKH TEKMHPIQYXH

108. Xwpixoi s Hmeipou,

109.

110.

111.

112.

113.

114.

1937-1938

Apyuporuria, 15,9 x 21,6 ex.
Kaww apiotepd, o tithos pe
oAU

Kaww 8¢§1d, xeipoypagn
vnoypa@n pe poAufi:

Nelly’s Athenes.

Recto: f1oAé oppayiSa.

Epmoponiaviyupns, 1935
Apyuportumia, 12,7 x 11,9 ex.
Recto: f1oAé oppayida.

Neapos Bookds oy Hiepo,
1937-1938 (Néa Yopxn,
1939-1955)

Apyuportumia, 16,9 x 12 ex.
Recto: patvpn oppayiSa Apepikns.

F'YMNA

H Pwoida xopevtpia Elizaveta
Nikolska omv Akpémoln,
1929-1930

Apyuporuria, 22,9 x 16,8 ex.
Recto: pAe oppayida.

H Pwoida xopevtpia Elizaveta
Nikolska omv Akpémoln,
1929-1930.

Apyuporuria pe toviopd oémas,
0,8 x 9,2 ex.

Kdaww 814, xe1poéypagpn
uroypa®n pe pavpo peldvi:
Nelly’s (1934).

Recto: pavpn oppayida Abnvas,
((].934)).

H Pwoida xopeutpia Elizaveta
Nikolska owmnv Akpé6moln,
1929-1930.

Apyuporumia pe toviopd oémas,
16,7 x 22,5 ex. Kdtw apiotepa,
avaylugn oppayida.

Kéww 814, xe1pdypagpn
vnoypapn Nelly ’s pe podofr.
Recto: kagé oppayiSa.

Kopugaia xopeltpia s oxodns
s Mary Wigman, 1922-1923
Apyuporuria pe toviopd oémas,
21,9 x 16,9 ex.

Kéww aprotepd, avaylupn
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115.

116.

117.

118.

119.

oppayiSa Photo Nelly’s Athens.
Recto: prke oppayiSa (Xafovikn
EXBetia 1922-23), dnpooieupévn
oty ék8oon tou oikou s
Apéobns Vitus-Verlag-Dresden
A24 pe ttho «Ideale Korper-
Schonheit» [I8edSes Lopauxd
Kda)os] oedida 33, pe Aedavta
«Rhythmus» [Pubpés].

Topvé povtédo . 1930-1939
Apyupotumia emxpopauocpévn,
16 x 21,2 ex.

Kéw aprotepd, avaylupn
oppayiba. Katw 8e81d,
xelpdypapn vmoypapn pe pedavi
pavpo: Nelly’s Athenes.

Recto: prke oppayiSa.

Tupvés xopeltpies s oxolns
s Mary Wigman, 1922-1923
Apyuporuria, 21,9 x 16,9 ek.
Kaww aprotepd, avaydluen
oppayiSa Photo Nelly’s Athens.
Recto: f10Aé oppayida.

NPOXQNIKOTHTEYX

Eleubépios Bevitédos, 1926
Apyuporumia, 21,7 x 15,7 ex.
Kéww apiotepd, Simhn
avayluen ogpayida.

Kéww 814, xe1poéypagpn
vnoypapn pe podufi:

Nelly’s Athénes.

Recto: B1oAé oppayiSa.

O Anpnipios [p. Kapmoupoydou,
1926

Apyuportumia, 12 x 16,7 ex.
Kaww apiotepq,

avayluen oppayida.

Kéww 8§14, xe1pdypagpn
vnoypagn pe poAopi:

Nelly’s Athénes.

Recto: f10Aé oppayida pe
xe1poypapn agiépwon «Aev
YPao, 6nws paivopar,

aldd Bavpddm v Kupiav
TouAiav. 16 Maiou 1926, A. T
Kapmnotpoylou».

O Xrpawnyés Tempytos
Kov80Ans, 1933
Apyuporuria, 16,6 x 11,1 ex.

120.

121.

122.

123.

Kaww 8¢61d, xerpoypagn
voypapn: Néfins.

Kaww aprotepd, avayluen
oppayiSa Photo Nelly’s Athens,
Xe1pdypapn apiépmon oto
IaocTiaptol Kai npepopnvia
«XT0V ayanntov gpilov ... ayamnns
... ABnvai, YemtéppPpros 1933

I'. Kov80Ans».

Recto: f1oAé oppayiSa.

O Anpnitpios Ip. Kaprotpoydou,
1929 (aveas)

Apyuporuria, 21,9 x 15,9 ex.
Kéaww apiotepd, avaylupn
oppayiSa Photo Nelly’s Athens
pe xe1pdypagn apiépwon,

19 Oxt. 1929.

O Anpnrpios Ip. Kapmotpoydou,
1929 (mpogil)

Apyuporumia, 22 x 16,5 ex.
Kaww aprotepd, avaylupn
oppayiSa Photo Nelly’s Athens.

O yAUmns NikdAas, 1925
Apyuporumia, 21,8 x 15,9 ex.
Kéww aprotepd, avaylupn
oppayiba Nelly’s Athénes -
Hermes 49.

Kaww 8¢61d, xe1poypagn
uroypapn pe pedavi: Nelly’s,
Xelpoypapn apiépmon oto
naonaptov «kFis roy evpvrdrov
uéfovros k. I. K. Xrapmofne
nicolas Nfp. 1925».

O Ernst Eisenlohr, 1931-1932.
Ieppavos mpéoPns omv EAAGSa
(1931 - 1936)

Apyuporumia, 21,6 x 15,8 ex.
Kéww aprotepd, avaylupn
oppayia Photo Nelly’s Athens.
Kéww 8§14, xe1pdypagpn
vnoypagn pe poAopi: Nelly’s
Atheénes. oto naonaptol
xe1pdypapn emypapn

«Ernst Eisenlohr ITpeofeutis
ws [eppavias».

Recto: f1oAé oppayiSa.

OQTOT'PAGIKH TEKMHPIQYH

124.

125.

126.

127.

128.

‘EAAnvas moAiukos
Apyuporuria, 27,6 x 21,6 ek.
Recto: f10Aé oppayida.

To KoMAéyio Abnvav,
1949-1950. O1 818dokovtes

KQl T0 IPOOWIIKGS Tou KoAAeyiou.
Apyuporumia, 17 x 23 ex.

Kaww 8§14 xeipdypapn vmoypapn
pe poAoPr: Nelly’s Athenes.

Recto: f10Aé oppayida.

To KoAAéyio Abnvav,
1949-1950. O1 &18dokovtes,
10 TIPOOMIIKO Kal o1 pabntés
tou KoAAeyiou

Apyuportumia, 17 x 23 ex.
Kéww 8e§1d xepdypapn
urnoypa®n e poAup:

Nelly’s Atheénes

Recto: B1oAé oppayida.

O Baoilikos I'apos s
DOpe1depikns tou AvvoPepou kat
tou ITavAou ms EAAGSos, 1938
Apyuporumia, 59,6 x 48,5 ex.
Kaww aprotepd, avayluepn
oppayiSa Photo Nelly’s Athens.
Recto: oppayida pmAe,
oraviotatn emionpn gotoypapia
peydlov Siaotdoewv and tov
yapo tou S1a86xou Iavdou kat
s nprykimooas Operdepikns
tou AvvoBépou ous

9 Iavouapiou 1938.

H Ilpiykimooa Aikatepivn tns
EAA4Sos ka1 tns Aavias, 1940
Apyuporumia, 21,8 x 15,8 ex.
Kéaww aprotepd, §imn

avayluen oppayida.

Kdawo 8e§1d, xeipoypapn
uTIoypagpn pe ypagitn:

Nelly’s Athenes.

Recto: oppayida pmAe,
UTIOYEYpPappévn pwToypagpia Kai
xpovoloynpévn pe pavpo pelavi
aro o Xép1 s MPIyKimooas:
«Aikatepivn 1940», oe faoidikn
kopvila tns enoxns (pe emixpuoo

otéppa).
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129.

130.

131.

132.

133.

134.

0 Tedpylos B’ tns EXAdSos, 1936
Apyuporuia, 21,5 x 15,8 ek.
Recto: pavpn oppayida 1936.

O I'edpylos B’ tns EAAGSos, 1936
Apyuporumia, 21,9 x 17 ex.
Recto: xe1péypapn vmoypapn

e podupi: Nelly’s Athénes 1936.

O I'edpyros B’ tns EAAGSos, 1936
Apyuporuria pe toviopd oémas,
11,8 x 11,1 ex. Ymoyeypappévn
amo to xép1 tou Paoidid pe pavpo
pedavi: «[edpylos B’ 1936».

O I'edpylos B’ tns EAAGSos, 1936
Apyupotumia, 21,9 x 16 ex.
Recto: xe1pdypagn vnoypagpn

pe polopPi: Nelly’s Athenes.

O I'edpylos B’ tns EAAGSos, 1936
Apyuporumia, 21,7 x 16,6 ex.
Kaww apiotepd, avayluepn
oppayida.

Kaww 8e81d, xe1pdypagn voypagn
pe podupi: Nelly’s Athénes 1936.

O I'edpytos B’ tns EAAGSos, 1936
Ténwpa s enoxns

35,8 x 22,9 ex.

Recto: f10Aé oppayida.

. O TIedpylos B’ tns EXAGSos, 1936

Apyuporumia, 21,9 x 16,8 ex.
Kaww apiotepd, avaylugpn
oppayiSa Photo Nelly’s Athens.
Kaww 8€81d, xeipoypagn
vnoypapn pe poAufi:

Nelly’s Athenes.

Recto: oppayiSa pmle,
uTIOyEYpPappévn Kal
xpovoloynpévn gpwtoypagpia
amd 1o xép1 tou Paocidia pe pavpo
pelavi: «edpylos B 1936».
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ANTIQUITIES

View of the Parthenon from the
Propylaea, c. 1935

Silver print, 36,5 x 27,4 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

The Parthenon, c. 1935
Silver print, 28 x 37,9 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

View of the Erechtheion

and the Parthenon from the
Propylaea, c. 1935

Silver print, 27,5 x 37,5 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

The Caryatids, c. 1935
Silver print, 27,8 x 37,9 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

The Temple of Olympian Zeus
(Olympieion), c. 1935

Silver print, 27,5 x 37,5 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: black stamp Photo Nelly’s
Athens...New York.

The Parthenon, c¢. 1932
Sepia-toned silver print,
15,8 x 21 cm.

Bottom left, handwritten
inscription “Le Parthénon”.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes.

Recto: violet stamp. It was
exhibited at the Reiss-Museum
- Mannheim, 24/01/1991-
07/04/1991.

The Propylaea, c. 1932.
Sepia-toned silver print,

16,3 x 21,7 cm.

Bottom left, handwritten
inscription “Les Propylées”.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. It was exhibited at the
Reiss-Museum - Mannheim,
24/01/1991-07/04/1991.

PHOTOGRAPHIC DOCUMENTATION

View of the Parthenon from

the Propylaea, 1925-1939
Silver print, 21 x 15,7 cm.
Bottom left, handwritten
inscription “Le Parthénon vu
des Propylées”. Bottom right,
handwritten signature in pencil:

Nelly’s Athenes.

The Propylaea, 1925-1939
Silver print, 20 x 15,8 cm.
Bottom left, handwritten
inscription “Les Propylées”.
Bottom right, handwritten
signature Nelly’s Athenes.
Recto: violet stamp. It was
exhibited at the Reiss-Museum
- Mannheim, 24/01/1991-
07/04/1991.

The Acropolis, 1925-1939
Sepia-toned silver print,
15,8 x 21,8 cm.

Bottom left, embossed
stamp Photo Nelly’s
Athens and handwritten
inscription “L’ Acropole”.
Bottom right, handwritten
signature in pencil: Nelly’s.
Recto: violet stamp. It was
exhibited at the Reiss-Museum
- Mannheim, 24/01/1991-
07/04/1991.

. The Propylaea, 1930-1939

Sepia-toned silver print,
21,1 x 27,8 cm.
Recto: violet stamp.

The Caryatids, 1932-1939
Sepia-toned silver print,
21,9 x 27,8 cm.

Bottom left, embossed
stamp Photo Nelly’s Athens.
Recto: blue-violet stamp.

. The Caryatids, 1932-1939

Silver print, 21,8 x 15,9 cm.
Bottom left, handwritten
inscription “Les Cariatides”.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.
It was exhibited at the
Reiss-Museum - Mannheim,
24/01/1991-07/04/1991.
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14.

The Odeon of Herodes Atticus
(Herodeon), 1925-1939

Silver print, 15,5 x 20,8 cm.
Bottom left, handwritten
inscription “Le théatre de Erode
Attique et 1' Acropole”.

Bottom right, handwritten
signature in pencil:

Nelly’s Athenes.

Recto: violet stamp.

The Temple of Hephaestus
(Theseum), 1925-1939
Silver print, 21,2 x 15,8
cm.Bottom left, handwritten
inscription “Le temple

de Thésée”. Bottom right,
handwritten signature

in pencil: Nelly’s Athénes.
Recto: violet stamp.

The Kerameikos site,
1925-1939

Sepia-toned silver print,
15,5 x 20,9 cm.

Bottom left, handwritten
inscription Keramikos.
Bottom right, handwritten
signature in pencil:
Nelly’s Athenes.

Recto: brown stamp.

. Cobbled alley, 1927

Bromoil print,

19,8 x 20,1 cm.
Bottom right, engraved
handwritten signature:
Nelly’s 1927.

The Peribleptos Monastery -
Mystras, 1925-1939

Silver print, 28,9 x 21,9 cm.
Bottom left, double
embossed stamp “Mystra”

on the photograph

and passepartout.

Bottom right, Nelly’s Athénes.
Recto: violet stamp.

Ruins of the Byzantine city
of Mystras, 1925-1939
Sepia-toned silver print,
17 x 22,5 cm.

Bottom right, handwritten
signature in ink: Nelly’s.
Recto: violet stamp.



20.

21,

22.

23.

24.

25.

Delphi - The Athenian
Treasury, 1925-1939
Silver print, 21,8 x 15,9 cm.
Bottom left, handwritten
inscription “Delphes -

Le Trésor des Athéniens”.
Bottom right, handwritten
signature Nelly’s in pencil.
Recto: violet stamp.

The Sacred Way with the
Athenian Treasury, 1925-1939
Sepia-toned silver print,

16,1 x 21,7 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens and
handwritten inscription
“Delphes” in pencil.

Bottom right, handwritten
signature in pencil:

Nelly’s Athenes.

Recto: violet stamp.

Reliefs of the Theater of
Dionysus, 1925-1939

Silver print, 15,9 x 21,8 cm.
Bottom left, handwritten
inscription “Athénes - Frize
Théatre de Bacchus”.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

The Charioteer of Delphi,
1925-1939

Sepia-toned silver print,
22 x 15,9 cm.

Bottom left, handwritten

inscription “Musée des Delphes”.

Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

Lapith and Apollo, 1927-1930
(pedimental sculpture,
Olympia Museum)

Sepia-toned silver print,

16,5 x 22,4 cm.

Bottom right, handwritten
signature in ink: Nelly’s Athens.
Recto: violet stamp.

Centaur with young Lapith man,
1927-1930 (New York, 1939-
1955)(pedimental statue group,
The Temple of Zeus)
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26.

27.

28.

29.

Silver print, 21,8 x 15,8 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: Attelier, Royal crown B,
Ministry of Education 8.II1.56 -
Service for the Management of
Archaeological Resources,
violet stamp.

Centaur with young Lapith
man, 1927-1930 (pedimental
statue group, The Temple

of Zeus) Silver print,

15,7 x 21,8 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: Attelier, Royal crown B,
Ministry of Education 8.II1.56 -
Service for the Management
of Archaeological Resources,
violet stamp.

Centaur and Lapith, 1927-1930
(pedimental detail),

Silver print, 15,8 x 21,8 cm.
Bottom left, embossed

stamp Photo Nelly’s Athens.
Recto: Attelier...., Royal crown B,
Ministry of Education 8.I11.56 -
Service for the Management

of Archaeological Resources,
violet stamp.

The Seer Iamos, 1932-1937
(New York, 1939-1955)

Silver print, 16,9 x 22,8 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: black stamp from the USA,
Royal crown B, Ministry

of Education 8.II1.56 - Service
for the Management of
Archaeological Resources.

The Abduction of Basile by
Echelos, 1925-1939

(The National Archaeological
Museum of Athens)

Silver print, 16,1 x 18,4 cm.
Bottom left, inscription in pencil
“Musée d'Athénes - Bas-relief”.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.
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30.

31.

32.

34.

Nike Sandalbinder, 1925-1932
Silver print, 22,9 x 14,7 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: red stamp.

The Temple of Hera in Olympia,
1925-1939 (New York, 1939-
1955). Sepia-toned silver print,
16,9 x 22,9 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: black stamp from the USA,

Royal crown B, Ministry

of Education 8.II1.56 - Service
for the Management of
Archaeological Resources.

The Temple of Hera in Olympia,
1925-1939 (New York, 1939-
1955). Sepia-toned silver print,
16,8 x 22,8 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: black stamp from the USA,

Royal crown B, Ministry

of Education 8.II1.56 - Service
for the Management of
Archaeological Resources.

The Temple of Hera in Olympia,
1925-1939

Silver print, 15,5 x 21,7 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp, Atelier.

It was exhibited at the
Reiss-Museum - Mannheim,
24/01/1991-07/04/1991.

The Temple of Hera in Olympia,
1925-1939

Silver print, 15,8 x 21,9 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: double violet stamp, black

stamp from the USA, Royal crown
B, Ministry of Education 8.II1.56 -

Service for the Management
of Archaeological Resources.

THE DELPHIC FESTIVALS

35.

36.

37.

38.

39.

40.

The Ancient Theater of Delphi,
1930. Sepia-toned silver print,
21,4 x 27,7 cm.

Bottom left, handwritten
inscription “Delphes - Le
Theatre”.

Bottom right, handwritten
signature in pencil: Nelly’s
Athénes.

Recto: violet stamp. It was
exhibited at the Reiss-Museum
- Mannheim, 24/01/1991-
07/04/1991.

The Commencement of the
Delphic Festivals, 1930
Sepia-toned silver print,

21,9 x 27,7 cm.

Bottom right, handwritten
signature in black ink Nelly’s
Athens in pencil.

Recto: violet stamp, second stamp
Delphic Festival - 1930.

The Entrance of the chorus -
Prayer, 1930

Sepia-toned silver print,
159 x 21,9 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Rehearsals from the performance
of Prometheus Bound, 1930
Silver print, 21,7 x 27,5 cm.
Bottom right, handwritten
signature in black ink: Nelly’s
Athens. Recto: violet stamp.

Rehearsals from the performance
of Prometheus Bound, 1930
Sepia-toned silver print,

19,8 x 26,7 cm.

Bottom right, handwritten
signature in black ink: Nelly’s
Athens. Recto: double violet
stamp.

Prometheus Bound, 1930
Sepia-toned silver print,
13,8 x 19,8 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.
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41.

42.

43.

44,

45.

46.

47.

Prometheus Bound, 1930
Sepia-toned silver print,

18,5 x 26,7 cm.

Bottom right, handwritten
signature in black ink: Nelly’s
Athens. Recto: double violet
stamps.

Scene from the performance
of The Suppliants, 1930
Sepia-toned silver print,
15,8 x 21,9 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Scene from the play from the
performance of The Suppliants,
1930. Sepia-toned silver print,
15,9 x 22 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Scene from the play from the
performance of The Suppliants,
1930

Sepia-toned silver print,

15,9 x 22 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Scene from the play from the
performance of The Suppliants,
1930

Sepia-toned silver print,

15,5 x 21,8 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Delphic Festivals, 1930
Sepia-toned silver print,
15,9 x 21,8 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Delphic Festivals, 1930
Sepia-toned silver print,

15,9 x 21,8 cm.

Recto: Nelly’s Photography Art
Studio, 21 Ermou Street, Delphic
Festival - 1930.
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. Delphic Festivals, 1930

Sepia-toned silver print,
15,9 x 21,9 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

. Oceanus (G. Mavrogenis in the

role of Oceanus), 1930
Sepia-toned silver print,
27,7x 17,9 cm.

Bottom left, handwritten
inscription “The Sky”.
Bottom right, handwritten
signature in black ink:
Nelly’s Athens.

Recto: brown stamp, Atelier,
Delphic symbol with logo.

. Prometheus, 1930

Sepia-toned silver print,
27,8 x19,4 cm.

Bottom left, handwritten
inscription “Prometheus”.
Bottom right, handwritten
signature in black ink:
Nelly’s Athens.

Recto: brown stamp, Atelier,
Delphic symbol with logo.

. Hermes, 1930

Sepia-toned silver print,
27,7 x 18,3 cm.

Bottom left, handwritten
inscription “Hermes”.
Bottom right, handwritten
signature in black ink
Nelly’s Athens.

Recto: brown stamp, Atelier,
Delphic symbol with logo.

. Hoplite, member of the Pyrrhic

Dance, 1930
Sepia-toned silver print,
21,9 x 15,9 cm.

Recto: violet stamp.

. Hoplite, member of the Pyrrhic

Dance, 1930

Sepia-toned silver print,

15,9 x 21,9 cm.

Recto: violet stamp,

Nelly’s Photography Art Studio,
21 Ermou Street, Delphic
Festival - 1930.



54.

Formations of the Pyrrhic Dance,
1930. Sepia-toned silver print,
15,8 x 21,9 cm.

Recto: violet stamp.

SANTORINI

55.

56.

57.

58.

59.

60.

Photographic composition
with theme of Santorini, 1939
(New York, 1939-1955)
Silver print, 38,2 x 28 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: black stamp from the USA,
for the poster of the Greek
pavilion at the International
Exhibition of New York, 1939
(poster height: 7m.).

Woman from Santorini with Oia
in the background, 1925-1930
Photo postcard, 8,1 x 13,2 cm.
Bottom right, embossed stamp
Nelly’s.

Alleyways in Fira, Santorini,
1925-1930, Sepia-toned silver
print, 27,9 x 21,4 cm.

Recto: violet stamp.

The Scala of Fira, 1925-1930
Sepia-toned silver print,

27,8 x 21,1 cm.

Bottom left, double embossed
stamp Photo Nelly’s Athens.
Recto: violet stamp.

The Scala and the Skaros Rock,
1925-1930. Sepia-toned silver
print, 21,8 x 15,9 cm.

Bottom left, handwritten
inscription “Santorin - Le port
et la montée de Phyra” in pencil.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Emporio, Santorini, 1925-1930
Sepia-toned silver print,

15,9 x 21,9 cm.

Bottom left, handwritten
inscription “Santorin - Emporio”
in pencil. Bottom right,
handwritten signature in pencil:
Nelly’s Athenes.
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61.

62.

63.

Recto: violet stamp. It was
exhibited at the Agfa Foto-
Historama photography museum
within the premises of the
Romano-Germanic Museum

of Cologne from 15/10/1990

to 2/12/1990. Catalogue “Das
Land der Griechen mit der Seele
suchen” [Seeking the land of the
Greeks with the soul], catalogue
number 161, page 277, collection
Mike Krassakis Koln. It was later
exhibited at the Reiss-Museum -
Mannheim, 24/1/1991-7/4/1991.

The volcano, 1925-1930

Silver print, 15,9 x 21,9 cm.
Bottom left, “Le volcan” in pencil.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

View of the volcano, 1925-1930
Sepia-toned silver print,

159 x 21,8 cm.

Bottom left, handwritten
inscription in pencil “Santorini
vue vers le volcan”.

Bottom right, handwritten
signature in pencil: Nelly’s Athénes.
Recto: violet stamp. It was
exhibited at the Agfa Foto-
Historama photography museum
within the premises of the
Romano-Germanic Museum

of Cologne from 15/10/1990

to 2/12/1990. Catalogue “Das
Land der Griechen mit der Seele
suchen” [Seeking the land of the
Greeks with the soul], catalogue
number 161, page 277, collection
Mike Krassakis Koln. It was later
exhibited at the Reiss-Museum -
Mannheim, 24/1/1991-7/4/1991.

Woman from Santorini with
the volcano in the background,
1925-1930. Sepia-toned silver
print, 15,9 x 21,9 cm.

Bottom left, handwritten
inscription “Santorin” in pencil.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes.

Recto: violet stamp, title in black
ink on the passepartout.
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64.

66.

67.

68.

69.

70.

71.

72.

PORTRAITS

Seated young lady
Sepia-toned silver print,

16,9 x 12 cm.

Bottom left, double embossed
stamp Photo Nelly’s Athens.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

. Lady with flowers

Silver print, 22,8 x 17 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Young bride
Silver print, 21,7 x 15,6 cm.
Recto: violet stamp.

Bride with white lilies

Silver print, 22,3 x 15,8 cm.
Bottom left, embossed stamp.
Bottom right, handwritten
signature Nelly’s in black ink.
Recto: violet stamp.

Lady, New York, 1952
Silver print, 24 x 19 cm.
Recto: black stamp from the USA.

Portrait of a young lady
Silver print, 16,5 x 11,3 cm.
Bottom left, embossed
stamp Photo Nelly’s Athens
on the passepartout.

Portrait of a young lady
Silver print, 16,7 x 11,2 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens on the
passepartout.

Priest

Sepia-toned silver print,

16,5x 11,6 cm.

Bottom left, embossed stamp on
the passepartout.

Bottom right, handwritten
signature in brown ink: Nelly’s
Athenes.

Monk, Peloponnese, 1928
Sepia-toned silver print,
229 x 16,8 cm.

73.

74.

76.

77.

78.

79.

Bottom right, handwritten
signature in black ink: Nelly’s
Atheénes. Recto: blue stamp from
Athens.

Portrait of a lady

Silver print, 21,8 x 15,9 cm.
Bottom left, embossed stamp.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes.

Recto: violet stamp.

Mother with child

Silver print, 15,5 x 14,1 cm.
Bottom left, double embossed
stamp.

Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

. Portrait of a gentleman

Silver print, 21,9 x 15,4 cm.
Bottom left, double embossed
stamp.

Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Father with children

Silver print, 11,6 x 16,8 cm.
Bottom left, double embossed
stamp.

Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Portrait of a gentleman

Silver print, 21,9 x 15,6 cm.
Bottom left, double embossed
stamp. Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

Portrait of a gentleman
Silver print, 16,5 x 11,5 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: red stamp.

Portrait of a couple

Silver print, 12 x 16,9 cm.
Bottom left, embossed stamp.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.
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80.

81.

82.

83.

84.

85.

86.

87.

88.

Lady’s Profile

Silver print, 15,9 x 21,4 cm.
Bottom left, embossed
stamp Nelly’s Athénes on the
passepartout, Hermes 49.

Mariogka Ch. Voulgari

Silver print, 22 x 16,1 cm.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp, title
“Mariogka Ch. Voulgari” in blue
ink on the passepartout.

Portrait of a young lady
Silver print, 21,8 x 15,8 cm.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

Portrait of a young lady
Silver print, 21,9 x 15,9 cm.
Bottom left, double stamp.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: red stamp.

Demétre Villan, 1933
Dancer Demétre Villan
without his partner.

Silver print, 17,9 x 12,9 cm.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Young Lady

Silver print, 21,9 x 15,9 cm.
Bottom left, double embossed
stamp.

Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Portrait of a lady with roses
Sepia-toned silver print,
21,9 x 15,7 cm.

Recto: violet stamp.

Miss Papaioannou, 1933
(full-face)

Silver print, 16,4 x 11,4 cm.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Miss Papaioannou, 1933 (profile)
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89.

90.

91.

92.

93.

94.

95.

96.

Silver print, 16,4 x 11,4 cm.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Portrait of a young lady
Silver print, 21,9 x 15,9 cm.
Bottom left, embossed stamp.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: red stamp.

Portrait of a lady (profile)
Silver print, 21,9 x 15,9 cm.
Bottom left, double
embossed stamp.

Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

Seated girl, 1925-1932
Silver print, 17,2 x 19,5 cm.
Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes.

Smiling baby, 1933-1955

Silver print, 16,9 x 11,9 cm.
Bottom right, handwritten
signature in graphite: Nelly’s
Atheénes. Recto: black stamp from
the USA.

Seated Little Girl, 1939-1955
Silver print, 19 x 23,9 cm.
Recto: black stamp from the USA.

Girl Playing

Silver print, 13,1 x 15,4 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

Child with doll

Silver print, 11 x 16,7 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Girl with teddy bears

Silver print, 11,7 x 16,7 cm.
Bottom left, embossed

stamp Photo Nelly’s Athens on the
passepartout.

Bottom right, handwritten
signature in ink: Nelly’s Athénes.



97.

98.

99.

10

(=]

101.

Princess Alexia of Greece, c. 1966
Silver print, 22 x 26,3 cm,
Bottom left, embossed

stamp Photo Nelly’s Athens.
Recto: violet stamp with
inscription in ink: “Alexia”.

Little ballerina, 1939-1955

(New York, 1939-1955)

Silver print, 29,5 x 22,7 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: black stamp from the USA.

Study of a little girl

Silver print, 29,3 x 39,3 cm.
Bottom left, embossed stamp.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

. Harlequin Girl (Pentaptych)

Silver print, 12 x 8,4 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens on the
passepartout. Bottom right,
handwritten signature in pencil:
Nelly’s Athénes. Recto: violet
stamp on each item.

Little Magician

Silver print, 22,8 x 16,1 cm.
Bottom right, handwritten
signature in pencil: Nelly’s
Athenes.

NATIONAL FOLK COSTUMES

102.

103.

Chrysanthi Patera - Laimou

(in folk costume)

Silver print, 22,6 x 16,8 cm.
Bottom left, embossed double
stamp. Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: black stamp

from Athens.

Woman in folk costume,
1937-1938

Sepia-toned silver print,

22 x 15,9 cm.

Bottom right, handwritten
signature in pencil: Nelly’s
Athenes. Recto: black stamp
from Athens.
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104.

105.

106.

108.

109.

110.

Miss Europe 1920, 1920
Sepia-toned silver print,
21,2 x 15,8 cm.

Bottom right, handwritten
signature in pencil:
Nelly’s Athénes.

Recto: violet stamp,

other title: “A beautiful
woman from Delphi”.

Girl in folk costume,
1937-1938

Silver print, 16,9 x 11,5 cm.
Bottom left, double embossed
stamp. Bottom right,
handwritten signature

in pencil: Nelly’s Athénes.
Recto: red stamp.

Child from Crete

Silver print, 22,3 x 16,2 cm.
Bottom left, embossed
stamp Photo Nelly’s Athens.

. Yannis Tsarouchis in the

traditional attire of a shepherd
from Skyros, 1930

Silver print, 11,2 x 8,5 cm.
Recto: black stamp from New
York, in Delphi 1930.

Villagers of Epirus, 1937-1938
Silver print, 15,9 x 21,6 cm.
Bottom left, title in pencil.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

Trade fair, 1935
Silver print, 12,7 x 11,9 cm.
Recto: violet stamp.

Young shepherd in Epirus,
1937-1938

(New York, 1939-1955)

Silver print, 16,9 x 12 cm.

Recto: black stamp from the USA.

NUDES

111.

The Russian dancer Elizaveta
Nikolska at the Acropolis,
1929-1930

Silver print, 22,9 x 16,8 cm.
Recto: blue stamp.

268

112.

113.

114.

115.

116.

The Russian dancer Elizaveta
Nikolska at the Acropolis, 1929-
1930. Sepia-toned silver print,
6,8 x 9,2 cm.

Bottom right, handwritten
signature in black ink: Nelly’s.
Recto: black stamp from Athens,
«(1934)».

The Russian dancer Elizaveta
Nikolska at the Acropolis, 1929-
1930. Sepia-toned silver print,
16,7 x 22,5 cm.

Bottom left, embossed stamp.
Bottom right, handwritten
signature Nelly’s in pencil.
Recto: brown stamp.

Principal dancer of the Mary
Wigman School, 1922-1923
Sepia-toned silver print,

21,9 x 16,9 cm.

Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: blue stamp (Saxon
Switzerland 1922-23), published
in the edition of the Dresden
house Vitus-Verlag-Dresden A24
titled “ Ideale Kérper-Schonheit”
[Ideal Physical Beauty] page 33,
with the caption “Rhythmus”
[Rhythm].

Nude model, c. 1930-1939

Colored silver print, 16 x 21,2 cm.

Bottom left, embossed stamp.
Bottom right, handwritten
signature in black ink: Nelly’s
Atheénes. Recto: blue stamp.

Nude dancers of the Mary
Wigman School, 1922-1923
Silver print, 21,9 x 16,9 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: violet stamp.

PERSONALITIES

117.

Eleftherios Venizelos, 1926
Silver print, 21,7 x 15,7 cm.
Bottom left, double embossed
stamp. Bottom right, handwritten
signature in pencil: Nelly’s
Atheénes. Recto: violet stamp.

118.

119.

120.

12

—

122.

123.

Dimitrios Gr. Kampouroglou,
1926. Silver print, 12 x 16,7 cm.
Bottom left, embossed stamp.
Bottom right, handwritten
signature in pencil:

Nelly’s Athénes.

Recto: violet stamp, handwritten
dedication “I don’t write the
way I look, but I admire Mrs.
Toulia. May 16, 1926, D.G.
Kampouroglou”.

General Georgios Kondylis, 1933
Silver print, 16,6 x 11,1 cm.
Bottom right, handwritten
signature: Nelly’s.

Bottom left, embossed

stamp Photo Nelly’s Athens,
handwritten dedication on

the passepartout and date “To
dear friend ... of love ... Athens
September 1933”.

Recto: violet stamp.

Dimitrios Gr. Kampouroglou,
1929 (full-face)

Silver print, 21,9 x 15,9 cm.
Bottom left, embossed

stamp Photo Nelly’s Athens.
handwritten dedication,

Oct. 19, 1929.

. Dimitrios Gr. Kampouroglou,

1929(profile)

Silver print, 22 x 16,5 cm.
Bottom left, embossed
stamp Photo Nelly’s Athens.

The sculptor Nikolas, 1925
Silver print, 21,8 x 15,9 cm.
Bottom left, embossed stamp
Nelly’s Athénes - Hermes 49.
Bottom right, handwritten
signature in ink: Nelly’s and
dedication on the passepartout
“To Mr. G.K. Stampolis of the

brightest future nicolas Nor. 1925”.

Ernst Eisenlohr, 1931-1932
German ambassador in Greece
(1931 - 1936)

Silver print, 21,6 x 15,8 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Bottom right, handwritten
signature in pencil: Nelly’s
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Athénes, handwritten

inscription “Ernst Eisenlohr
Ambassador of Germany” on the
passepartout. Recto: violet stamp.

Greek politician
Silver print, 27,6 x 21,6 cm.
Recto: violet stamp.

. Athens College, 1949-1950.

The teachers and staff of the
college. Silver print,

17 x 23 cm.Bottom right
handwritten signature in pencil:
Nelly’s Athenes

Recto: violet stamp.

. Athens College, 1949-1950

The teachers and staff

of the college.

Silver print, 17 x 23 cm.
Bottom right handwritten
signature in pencil: Nelly’s
Athénes. Recto: violet stamp.

The Royal Wedding

of Frederica of Hannover

and Paul of Greece, 1938
Silver print, 59,6 x 48,5 cm.
Bottom left, embossed stamp
Photo Nelly’s Athens.

Recto: blue stamp, exceptionally
rare official large-sized
photograph from the wedding
of the heir Paul and Princess
Frederica of Hanover

on January 9, 1938.

. Princess Katherine of Greece

and Denmark, 1940

Silver print, 21,8 x 15,8 cm.
Bottom left, double embossed
stamp.Bottom right,
handwritten signature

in graphite: Nelly’s Athénes.
Recto: blue stamp, photograph
signed and dated by the hand
of the princess in black ink:
“Aikaterini 1940, in a royal
frame of the era (with gilded
crown).

. George II of Greece, 1936

Silver print,
21,5 x 15,8 cm.
Recto: black stamp 1936.
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George II of Greece, 1936
Silver print, 21,9 x 17 cm.
Recto: handwritten signature

in pencil: Nelly’s Athénes 1936.

. George II of Greece, 1936

Sepia-toned silver print,

11,8 x 11,1 cm. Signed by the
hand of the king in black ink:
“George 11 1936”.

George II of Greece, 1936
Silver print, 21,9 x 16 cm.
Recto: handwritten signature
in pencil: Nelly’s Athénes.

. George II of Greece, 1936

Silver print, 21,7 x 16,6 cm.
Bottom left, embossed stamp.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes 1936.

. George II of Greece, 1936

Vintage Print , 35,8 x 22,9 cm.
Recto: violet stamp.

. George II of Greece, 1936

Silver print, 21,9 x 16,8 cm.
Bottom left, embossed

stamp Photo Nelly’s Athens.
Bottom right, handwritten
signature in pencil: Nelly’s
Athénes. Recto: blue stamp,
photograph signed and dated by
the hand of the king in blank ink:
“George 11 19367,

George 11, 1936
Silver print, 21,5 x 15,8 cm.
Recto: black stamp 1936.
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EyEEE g

H EKAOXH «NELLY'S» ME OQTOI'PAQIEY
AIIO TH YYAAOT'H KPAYAKH, XYNOAEYEI
THN OMOTITAH EKOEXH, IIOY AIOPTANQXE
H AHMOTIKH IIINAKOOHKH XANIQN.
YXEAIAYTHKE XTO EPTAXTHPIO THY A4 DESIGN,
TYIIQOHKE XTO TYIIOTPA®EIO TOY I'. KQXTOIIOYAOY,
LE XAPTI TATAMI WHITE 135 T'P.

KAI BIBAIOAETHOHKE AIIO TO LIBRO D” ORO
XE 1,000 ANTITYIIA TON IOYNIO TOY 2024.
THN EKAOXH YXEAIAYXE KAI EIIIMEAHOHKE
H BAXQ ABPAMOIIOYAOY



XOPHrIoxz

XOPHIOlI ENIKOINQNIAZ

EPTEH EPI iy % HKAOHMEPNH TEEE monopolic)) “guiture



