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SOMETHING LIKE A POEM,
A NUDE, AND FLOWERS IN A VASE
Tiva ITavén

We are lost when there is no object of desire; and
we make ourselves lost when there is an object
of desire.

Adam Phillips, Oz Balance

Kdzt oav éva molyua, éva youve nat Aovidoddia oe éva
Pdo. O aponALoTIKE ATAOG TITAOG TG TPWTTG LOV-
oelaxng €kBeong g EAévng Mnaydkn pol&iet va
éxeL EeyALOTPOEL A0 TOV KAAALTEYXVLKO KAl Aoyo-
TEXVIKO NG pikpdKoopo. Ta tedevtaia Séka nepinov
XPOVL, 1] KOAALTEYVIKT] TTPAKTLKT] TNG QVATTUGCETOL

YOpw artd T Snpovpyia pLag autopvdoniasiag,? tov
naipvel T popdr| {wypadk@v £pywv, YAUIT®YV, G)e-
Slwv, xelpévay, BLBALwy, Bivteo, onpeiwoswv. ITdpa
TNV molklAopopPia Tov, To £pyo NG oTpédeTal pe
oS0V ePPOVIKT] TTPOOTIAwOT] YOpw® amtod €vav ota-
0epd VPN VA EVVOLWOV: TNV aVayKT avalnTnong Tov
eauTov, TNg alobnong tov avikewv kat g cLVSe-
oNG pe TOUG GAAOVG. ZuyyxEovTag Ta Opla HETAED
TPOCWTIIKWV EUTELPLOV KOL ETLVONUEVWY GUHUPA-
VTWV, 1) MTatydrkn| ETILOTPATEVEL VITOVOUEVTLKESG OTPO-
TNYLKEG XLOVHOP KOl GAPKAGHOD YLa VA OLKOSOUT-
GELEVAV ELKAOTLKO KL YAWOGLKO HKPOKOGHO YUP®
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SOMETHING LIKE A POEM,
A NUDE, AND FLOWERS IN A VASE
Tina Pandi

We are lost when there is no object of desire; and
we make ourselves lost when there is an object
of desire.

Adam Phillips, Oz Balance

Something like a poem, a nude, and flowers in a vase.
The disarmingly simple title of Eleni Bagaki’s first
museum exhibition seems to have slipped out of her
artistic and literary microcosm. Over the past de-
cade, her artistic practice has developped around
the creation of an autofiction,’ that takes the form of

paintings, sculptures, drawings, texts, books, videos,
notes. Despite its diversity, her work revolves, with
an almost obsessive dedication, around a fixed nu-
cleus of concepts that include the drive to find one-
self, a sense of belonging, and a connection with
others. Blurring the boundaries of personal experi-
ence and imagined events, Bagaki brings into play
subversive strategies of humour and sarcasm to con-
struct a visual and linguistic microcosm around
female subjectivity and sexuality, gender representa-
tions, the role of the female artist as a working sub-
ject, wandering and leisure as artistic methodology.
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amno TN ONAVKY VITOKELLEVIKOTNTA KOl 6EEOVAALKO-
™ITA, TLG EPPGUAEG AVATIAPAOTATELG, TO POAO TN KO-
MTEXVIEAC WG TAPAYWYLKOV LVITOKELPEVOU, TNV TEPL-
TIAGVT|ON KaL TN 6O g koAATeY VKT peBodotoyia.

H éxB¢eom «Something like a poem, a nude,
and flowers in a vase» avantOoceTOL [LlE TUPTVA IO
GELPA VEWV KAL TTPOGPATWY {OYPAPLK@V £PYWYV TG
KaAATEYVISAC, PeydAng kuplwg kAipakag. T v
Mrnaydxn, 1 otpodn} ot {wypadikn onpatodotel
po TOAAQTIAT) EMLGTPOPT|: EMLOTPOPY] GTNV VALKO-
TNTQ, KAl EMOTPOdT| 6TOV YeVEOALO TOMO TNG —TNV
EANGSa— PeTd artd pLa TUKVT) TEPLOSO oLVEXWV VO-
padikov mepmAavVnoewV TG wG «PLhofevodpevn
KaAATEY VIS, KT TIG Omoleg Stepebivnae T puyr)
g vrap€Laxt ovveonk, To «leaving wg living»,® wg
[€TO avaliTnong eVOg LWTIKOV LITAPELAKO XWPOU.

270 6OPQ TWV {WYPAPLKOV £PYWV TTOV O~
povat&lovtal 6TV €kBeam, pHovayLkég GLYOVpES 1
CUUMALYHOTO HOPP@V 0TEKOVTAL 1) AAATAETILSpODV
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The exhibition “Something like a poem, a
nude, and flowers in a vase” unfolds around a series
of new and recent paintings, large-scale in their
majority. For Bagaki, this shift towards painting
signals a return on several levels: a return to mate-
riality and a return to her birthplace—Greece—after
a period of continuous nomadic roaming as an art-
ist-in-residence, whereby she explored “leaving as liv-
ing,”? as a means of seeking a vital space of existence.

In the body of works presented in the pres-
ent exhibition, solitary figures or clusters of figures
stand or interact in idyllic landscapes, bathed in
the colours of dusk. Through a meticulous process
of applying multiple layers of diluted paint, the
nude figures are surrounded or, better, permeated
by a mist, an aura, sometimes visible around them.

The protagonists have a symbiotic relation-
ship with their environment—the bodies dissolve,
diffuse, immerse in their own space and, in turn,
the surrounding space suffuses them with a uni-
form chromatic tonality. The figures are produced

og el8VAALAKG ToTTLa, EVE AOVTOVTAL OTTO TO Y PWHOL-
Ta TOV SelAtvon. Méoa and pa oXoAaoTikn Stadi-
xaoia ene€epyaciog TOAAATA®Y CTPWPATOV apaL-
WHEVOV XPWHATOG, OLYVIVEG pophEgEpLBAALOVTaL
1, kaAVTepa, epmotifovtal pe pa ayAr, pla avpa,
eviote opaty| yOpw TOUG.

OL TPWTAYWVIOTEG/TpwTaywVioTpLeg Ppi-
OKOVTAL O€ L0 GUMPLWTLKT) OYE0T] e TO TEPLBGAAOV
TOUG — Ta WAt SlaAvovtal, Stayéovral, epfudi-
{ovTal 6TO YWPO TOVG KA, AVILOTOLY®, O TiEpLBAaA-
AWV Y@WPOG TO EUTMOTITEL PE PLa EVIOLO XPWHATIKT|
TOVIKOTNTA. Ol HOPPEC TTAPAYOVTOL HEGT QIO JLLOL
Stadikaoia ypadng kat Staypadng, pavépwang kat
anokpLPNG, KOG TO OMTIKO AVAAOYO pLAG GUVEYODG
naAv8popnong petalv &pbpwong Adyov kat avai-
peonig Tov (say Kat un-say, Onwg To TPocSLlopileL N
i8ta 1 Mmaydxn). Iapd To Yeyovog OTL OL ELKOVES
otig omoieg BacileTal ) kaAAlTéyvida yla va {wypa-
¢ploel TIg popdég, mpoépyovral katd Paoel amnd

by means of a process of writing and erasing, rev-
elation and concealment, as the visual equivalent
of a continuous reflux between articulated and re-
tracted speech (“say and un-say,” as the artist de-
fines it). Despite the fact that the images the artist
uses to paint her figures derive mainly from pho-
tographs of male models posing in advertisements
and magazines, they are subjected by the artist to
a process of abstraction, whereby she frees them
from direct reference to the original contexts.
Bagaki’s quests in painting inevitably lead
us to a confrontation with the historiographical
tradition of the medium of painting, recalling asso-
ciations and visual correlations with en plein air
landscape painting, impressionist and post-impres-
sionist colour experimentation. Nevertheless, her
paintings could not but be classified as a contem-
porary painting approach that is a priori in line
with the “post-medium condition,” whereby paint-
ing “abolishes and yet also sustains itself,”* as the
art historian David Joselit described. Painting is a
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dwToypadieg avdpikwv HovTEéAwy anod Swadnuioelg
KO TEPLOSIKA, aUTEC VTTOPAAAOVTOL OF PO APaLpe-
k1 Stadikacia ene€epyaciag, £TOLWOTE Vo YGVOLV
TIG eVBEeleC AVAPOPES GTNV APYLKT] ELKOVA.

Ot {wypadiiég avaintioelg Tng Mmaydkn
R&g GEpvouy avanmdPevKTa AVTLLETWTIOUS PE TNV
Lotoploypadikr mapddoor Tov pécov TNG {wypa-
GLKNG, AVAKAADVTAG GUVELPHOVG KOl OMTIKOUG GU-
OYETIOPOVG pe TNV Tomioypadia en plein air, Tovg
LTIPEGLOVIOTLKOVG KOl HETAIUITPEGLOVIGTIKOUG YXPW-
paTikovg melpapatiopovs. Iap’ OAa autd, ta {w-
ypadukd épya g 8ev pnopov mapd vo TomobeTn-
0oV oe pLa ovyyxpovn {WYpadLKT] TTPOGEYYLoT 1|
ormola eyypdpetal a priori 68 P «HETE TO PEGO
ovVONKN», 610V 1) {wypadiky «katapyel koL Taw-
TOYPOVWG GLVTNPEL TOV EXVTO TNG»,* ONWG AVAADEL
0 otoplkdg Téyvng David Joselit. H Jwypaduxr
anotedel éva {wvTavo péco mov éxel Tn SuvaToTy-
TOL VO OTITLKOTIOLEL OVTOAOYLKG epwTrpata: «I1wg

living medium with the capacity to visualise onto-
logical questions, “How can an artist mark the flow
of experience, first as a producer (painter) and then
as a consumer (spectator)?”* According to his anal-
ysis, in the era of massive image production and
circulation, painting is in a position to condense on
its surfaces different temporalities, making them
simultaneously visible in the field of the painting.
Without being based on draft sketches,
Bagaki’s paintings are produced, despite their pre-
defined structure, through an intuitive process of
depicting her emotional and sensory rapport with
the world. The starting point for creating her nude
bodies is desire: her dreamlike painting is produced,
as she points out herself, by and for desire. Physical
attraction, erotic observation, a pervasive scopo-
philia shape her relationship to the bodies depict-
ed and the idyllic landscapes in which they move.
But who are these bodies exactly? Friends?
Lovers? Random passers-by? The protagonists in a
sexual fantasy? The queer figures with their fluid

propel £vag KaAALTEY VNG VO ONUaTOS0THOEL TN poT)
™m¢ epmetpiog, mpaOTa w¢ mapaywyos (wypddog)
KaL HeTd g katavaAwtig (Beatig)».* Sopdwva pe
TN Bewpn o) Tov, o€ pLa EMOYT] HATLKNG TAPAYWYTS
kat kKukAopopiag g elkovag, 1 {wypadikn eivat
oe 001 VO CUHTTUKVWVEL 6TNV emLpaveLd g Sia-
(POPETLKEG XPOVIKOTNTEG KABLOTWVTING TEG TAUTO-
Xpova 0patég aTo medio Tov mivaka.

Xwpic va Bacilovtal og TPOKATAPKTIKE o)é-
Sia, Ta Lwypadikd épya Tng Mmaydkn nap&yovral,
napd TNV Kaboplopévn Sopn Tovg, péca amod o St-
aeOnTkt] Sladikacia amoTiNWoNg Tng CLVALTONHa-
TIKNG KOL QLOONTNPLOKTG OXEONG TNG HE TOV KOOLO.
Adetnpia yio Tn Snpovpyla TV YOUVEV COHETOV TG
etvat 1) emBupio: 1) ovelpkr| {wypaduct] TG TOpayeTaL,
onwg TovileL n i8wat, ard na yr Ty emupie. H 6paTiK
ENEN, 1 epwTIKT] MOpaTpNoT, 1) oKoTodLALKT] S1dBeon
Slapoppwvovv TN GYEoN TNG HE T QTIELKOVIIOHEVX
CWOHOTO KAt Ta ELSVAALOKG TOTTLCL 0T OTTOLOL KLVOUVTOL.
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identities and spectral presence are bodies that de-
sire while, at the same time, become objects of de-
sire. At the core of the artist’s painting is the cease-
less quest for how to depict contemporary bodies
and the hybrid, ambiguous and diffuse sexual iden-
tities they bear.

In They Rested on the Other Side (they Liked the
Truth) [2022], the two figures reposing or floating
—after a party, an orgy or justalazy day, as implied
by the beer cans scattered around them—seem to
be frozen in time, in a suspended state between
catharsis and decadence. In the large-scale paint-
ing entitled Man Under the Sky (be Imagined bis Life
Naked) [2023] the almost life-size dominant reclin-
ing figure turns its gaze tenderly and lustfully,
while enigmatically holding a bouquet of red flow-
ers. In The Essence is Real [2022] the attractive queer
figures loiter about languorously in an uncertain
state of anticipation or in search of meaning.

Among the artist’s paintings presented in
the exhibition are small-scale works, such as the
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ITowa gival Opwg autd ta copata; Didoy
Epaotég; Tuyalot mepumatntég; IIpwTaywVIoTEg
g epwTikng paviaciwong; Ot kovrp poppég pe
TIG PEVOTEG TAVTOTNTESG KAL TN PACHATIKT] TTOPOL-
ola TOVG ElvaL COPOTA TTOV EMOVHOVV KAl TOVTO-
Xpova ylvovtal aviikeipeva entbopioag. Ztov mo-
priva g {wypadikrg g Mnayakn, Bploketal 1
GLVEYTC AVALNTNOT] TOL TPOTIOL AMELKOVLONG GUY-
XPOVWV COMATWYV Kal TV VBpLSIK®Y, apdlonpwy
KoL Sy VTV 6eEOVRALKWY TAVTOTHTWYV TTOV PEPOLV.

Zto épyo They Rested on the Other Side (they
Liked the Truth), [Edrmwoav oe avtinepa 6)0eg (toug
apece 1 aAiBetar)], 2022, oL Vo Pryovpeg mov Keito-
vtoL 1 intavtal —petd and éva mapTL, OpyLo 1) anAd
JLo apyOsy OAT) HEPA, OTIWG VITOSAWVOLV Ta TIETA-
HEVA KOUTLA PITUPAC YUPW TOVG— HOLALOVV OKLVTTO-
TIOLNHEVEG OTO XPOVO, OF HLO HETEWPT] KATAOTOOT|
petagd kdBapong kat mapaKkung. XTo peydAng kipa-
Kag {wypadkod épyo Man Under the Sky (be Imagined
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painted panels of the triptych Nike Socks, Coca-Cola,
Gesso Primer, [2022] which function as a fragmen-
tary self-portrait. The hat, the trainers, the Gesso
tin, with their self-referential connotations, become
elements defining her identity as an artist and as a
person. Teetering between drawing and painting,
these works, with their manifestly unfinished qual-
ity, serve as footnotes, indicating the swift process
by which they were made, like a sort of snapshot.

The artist, though not portrayed, is present
in the painting field by exercising an eroticised
and tender gaze upon her protagonists in search
of intimacy, connection, or even erotic contact
with them. Imprinted on Bagaki’s painted works,
this quest inevitably evokes her daily urban ram-
bles in public spaces, where she observes lonely
people looking for a sexual partner. The voyeur-
istic observation of bodies in locations that func-
tion as cruising spaces is a study of spatial and
temporal parameters, through which their sexuali-
ty is expressed.

bis Life Naked) [Avtpag otnv Ortoubpo (Gpavtdotnke T
{on Tov Yyupvog)], 2023, ) axedov Gpuotkov peyéBoug
Seomolovoa EXAWPEVT) Hopdr| 0TPEPEL TO PAEUHA TG
HE TPLPEPOTNTA KAl NEVNAOELN, KPATHVTAG CUVLYHOL-
TIKQ £V PLTTOUKETO KOKKWVe: AovAoLSLa. ETo The Essence
is Real [H ovoia elvar aAn®uwiy], 2022, oL eAKLOTLKEG
KOUT|p PLYOUPEG OTEKOVTAL VWYEALKA OE Lo aeBaLn
OLVOT KN TPOCHOVTG 1) AVALHTIONG VOT|HATOG.
Avapeoa oTa {0YpaPLka Epya TG KAAALTE-
¥Vi8ag mov napovaoldlovtal oty €kBeor), vidipyouvv
KOl MKPOTEPNG KALPHOKAG £pya, OTWG T {wypadL-
K& pépn tov Tpinruyov Nike Socks [Kéhtoeg Nike],
Coca-Cola, Gesso Primer [['k€o0 ipoeTolpaciog], 2022,
TIOV AELTOVPYOVV GOV L0 BPOVGHATIKI] QUTOTPO-
ocwnoypadia tg. To kamédo, Ta aBANTIKE TAmov-
TOLQ, TO KOUTL PE TO YKEDO, HE TOV QUTOAVAPOPLKO
ToUg YapakTipa, yivovtal otoyeia mpoadloplopod
NG KAAALTEXVIKT|G KAL TTPOGWITIKY|G THG TAVTOTNTOG.
Metagb oxebilov xat lwypadikng, Ta €pya auTd e

In the first paragraph of her book The Love of
Painting, the art historian Isabelle Graw, attempting
a reflective review of the close ties between paint-
ing and love, describes:

“Painting and love are like sisters; they are very
different, of course but are tightly connected and
related in many ways. Since antiquity, the idea
that the painter (always male) is inspired by
love bas been widespread: painting, the object of
his passion, is assigned the status of a (female)
lover. Once love is declared as the driving force
of bis practice, the painting resembles a projec-
tion of his love—a male fantasy. Although this
gendered scenario hindered the emergence of
Jfemale painters for a long time, it does posit love
as the decisive drive of the painter’s practice.”®

Inverting the predominantly phallocentric approach
to the female nude in the history of painting, Bagaki
articulates her own understanding of pleasure and
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TOV EPPAVOC NULTEAT] XAPAKTT)PQ TOVG, TALPVOVV TO
PONO VTTOCT|LELWOEWY, VITOSNAWVOVTAG TN YPTYOopPT
Sradikaoia dpeong anotvniwong, ocav va £i80¢ pw-
Toypadkod otrypiotunov (snapshot).

Av kal 1 qutonposwnoypadovpevr, 1 Mna-
Yéxn elval napovoa oto (wypadiko nedio péoa anod
TNV QOKNOT] £VOG EPWTLKOTIOLPEVOL KL TPUPEPOD
BAEPPOATOC TTAVK OTOVG TPWTAYWVLOTEG TG, OE CLVOL-
{TNOT OWKELOTITOG, GUVEEDT| 1) KOL EPWTLKTG ETLKOL-
voviag pagi tovg. H avalitnon autr, 0wg amotu-
TIWVETAL 0TO {wYpaPLkd Epya NG, Sev Pmopel mapd v
OUCYETLOTEL PE TIG KAONIEPLVEG AOTLKEG TTEPUTAVT]-
O€1G NG o€ SNPOCLOLG YWPOUG GUVIOWG OE WPEG TNG
NHEPAG TIOL elvatl Gdetot, 6mov TapaTNPEl povoyLtkog
avBpwmOVG oe AVALNTNOT] EPWTIKOD GLVTPOPov. H
NSOVOPBAETTIKY TIAPATIPNOT CWUETWV GE YWPOUG
IOV AELTOVPYOVY WG cruising spaces, gival pLa mapo-
THPNOT XWPLKWVY KOl XPOVIKWV TAPAUETPOV HECW
TWV onolwv ek8nAwvetal 1 6e§oVAALKOTNTE TOVG.

voyeuristic desire through the prism of female sub-
jectivity and sexuality. The condition of “looked-at-
otherness,” woman as an object being viewed and
man as the agent of the gaze, is subverted here in
an ambiguous painting quest that moves towards
abolishing the dualisms regarding visual pleasure
as active/male and passive/female. In a protofemi-
nist assertion of the poetic discourse of the woman
who desires, Héléne Cixous writes:

T, too, overflow; my desires have invented new
desires, my body knows unbeard-of songs. Time
and again I, too, bave felt so full of luminous tor-
rents that I could burst—burst with forms much
more beautiful than those which are put up in
[frames and sold for a stinking fortune.” ®

Bagaki attempted the investigation of an active
and desirous female sexuality in an even more €lo-
quent way in the series of works on paper entitled
Me-You [2021] which is also featured in the exhi-

ZmVv evapkTipla napdypado tov BipAiov
The Love of Painting, 1 0Topldg téyvng Isabelle
Graw, eMLYEPWVTOG L0 QVAOTOYAGTLKY] OVOOKO-
TINOT] YUPW IO TLG OTEVEG OYETELS LWYPAPLKTG KOl
ayamng, avoalvel:

«H wypapony nat y aydmy elvar oav abedpég:
elvar modd Stapopetinés pvomd, adda ovvéo-
VIaL oTeve nat gyerifovrar pe oAdods tpomovs.
A6 Tyv apyeudtyre, i (8éa dri 0 Jwypdgos (nd-
VIa apoevIinds) eunmvéstal and Ty aydny jrav
EVPEwG SLabeSoucvy: i Lwypapun], to avrineiue-
Vo 1oV 71690V TOV, avrioToLyilerar ue Ty Yoy piag
(yovainag) epwuévigs. And Ty oiyusj mov i ayd-
7y SyAWveTaL we i nivyTipta Sovauy Tt mpanti-
wifS, 0 Tivamag poLd et pe mpoBodi; avtis tys ayd-
¢ TOV — pte avepunj pavraoiwoy. Av nat avtd
70 &upvlo oevapio urtdbioe, yLa ueydio ypovins
Stdotyue, v gupavioy yvvamev wypeewy,
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bition. For this series, Bagaki appropriated pages
from pornographic magazines from the 1970s and
1990s, over which she painted images of sexual in-
tercourse, sensual clinches, orimaginary erotic land-
scapes, where penises sprout. The magazines’ sto-
ries of sexual adventures, which canbe read beneath
Bagaki’s images, allude nowadays, with their pro-
nounced figurativeness and their excessively mas-
culine protagonists, to either the vulgarised narra-
tives of another era, or to comic strips.

The presence of such pornographic repre-
sentations was not unheard of in the cultural and
social environment where the artist grew up, in
Crete, in the 1980s and 1990s or, for that matter, all
over Greece. During that time, a new culture of
sexualisation and commercialisation of the female
body seemed to gain increasingly more ground
through the circulation of a rapidly emerging do-
mestic production of lifestyle magazines, erotic
films and porn movies, all products of a new “sexu-
al capital.”
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Jéret Ty aydmy wg TV amopaotoTiny &9yoy Ttiys
TpanNTINiS TOV {WYpaPov».®

AvTioTpéPovTag TNV Kuplapyn otV LoTopia TG {w-
ypadkng GarAoKEVTPLIKY) TPOCEYYLON MAVW GTO
yuvatkeio yopvo, n Mnayakn apBpwvet tn ki g
OTITLKT] YUpw artd Trv ndovr] kat v ndovoBAenti-
k1] emtBupio Vo To Mplopa pLag BNAVKIC LITOKELpLE-
viKoTnTag Kat oefovaikotntag. H ouvOnkn tov
«looked-at-otherness», g yvvaikag wg 8ewpov-
MEVOL QVTIKELPEVOL KAl TOV Gv8pa w¢ Gpopéa Tov
BAgppaTog, e8w avatpénmeTal vIEp pLag apdionpng
{wypadkig avalnTnong mov Kweltal mpog v
xatevBvvon dpong Twv SuGHOYV YOpw amd TV of-
TLKT] AITOAQIVOT WG EVEPYNTLKT) /ApOEVLKT] KOl TTadT)-
TIK1)/ONAVKY. Z€ pLa TpWTOPERLVIOTIKT Stekdiknon
™G TOWTIKNIG Ypadnig TG yvvaikag mov emtbupet,
1 Hélene Cixous avadépel:
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For the artist the act of appropriating and
reusing excerpts from these scripts is a liberating
and emancipating process of subverting the dom-
inant gender representations. Voyeuristic desire is
not an exclusive privilege of the male eye, but a field
wherein the artist develops her ambiguous posi-
tion between acceptance and critical gaze, plea-
sure and deprivation, repulsion and fetishisation.

Central to the exhibition, albeit latent and
in constant “translation,” are the artist’s text-based
works, entitled Poems for Him. In the capacity of an
“artist who writes” as she defines herself, rather
than a writer, Bagaki has, so far, published a diverse
body of works, which move in the field of autofic-
tion, experimenting in a range of forms: from She
left. She left again. She left once more [2022] a collec-
tion of travel notes and images, to the script that
is not intended for production entitled Butter and
Cracker [2022].

The poems featured in the exhibition be-
long to the artist’s first attempts at writing in 2016.

«Ka eye emione Eeyetdilow. Ot emuulies pov Eyovy
ertionys epevpet véeg emvuies, to ooua Hov yve-
pilet avipnovora tpayovbia. Kau eye exioyg Savd
nat Eave Eyw VIWoEL T600 ueydAy ue Aapmepovs
JYewuappovg mov o umopovoa va enpayw — nat i
Enpyény uov va Syutovpyroet gyyuationods modd
TO OHOpPOVS Ao enelvovs mov entlieval o€
Trivanes nat TeAodvear yua pue Bpaue epiovaion.”

H Siepebivnon pLag evepynTIKNG KoL EMLOVUNTIKTG
yuvatkeiag oe€ovaALlkOTNTOG EMIYELPELTOL PHE QKO-
U1 TTLo EVYAWTTO TPOTIO OTN) GELPG EPYWV O€ YOpTL
pe titho Me-You [Eyw-Eov], 2021, ta omoia napov-
olagovtal emiong otV £kBeon. T0 GUYKEKPLHEVO
OWHA £pYWV, | Mmtarydkn owkelonoleital oeAideg anod
nopvoypadukd eplodkd g SekaeTiog ToL 1970 Kat
TOV 1990, OTLG OTOLEG EM{WYPAPLTEL EPWTLKEG OLV-
gvpéoelg, 6e§0VaALKEG TTEPINTUEELS 1) EpOTIKG (pa-
VTIQOTIKG Tomia, oTa ool pvovTal avdpikd popta.

Typed on her mobile phone in English, in a stan-
dard font, they were initially saved as .pdf files and
then printed individually on A4 sheets. The texts
function as haikus, as short phrases of a first-person
narrative addressed to a single recipient: “Him.”
The verses, sometimes cryptic and sometimes de-
scriptive statements of an invented biography, ap-
pear suspended in the emptiness of the paper. The
suggestion I am bere to burt you, which we read in
one of the poems, sets the tone: in Bagaki’s laconic
narratives, desire and frustration, acceptance and
disappointment are projected as facets of the same
emotional process. With disarming strategies of
humour and self-deprecation, the artist constructs
a micro/macrocosm around female subjectivity
and sexuality, gender hierarchies, the “battle of the
sexes” in contemporary relationships. In this edi-
tion, the poems are listed in an appendix.

For the purposes of the exhibition, Poems for
Him were converted into musical phrases by the
musician Anna Vs June, who collaborated with the
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OL LoTopleg e TG 0EEOVAALKES TIEPLITETELEG TWV TIE-
pLodkav, ov Stafdgovtal miow Ao TG ELKOVEG TNG
Mraydkr), Yivovtal orjpepa aVTIANTTEG, PHE TNV €K-
S1AN TEPACTATIKOTNTA KOL TOVG VIIEP-APGEVIKOVG
TPOTAYWVLOTEG TOUG, Amo ekyvdaiopéveg adpnymn-
OELG PLaG GAANG ETTOYTIG WG KWULKOYPAPT AT,

H napovosia TEToLov TUITOV TOPVOYPAPLKWY
QVATIOPACTACEWV 8EV NTAV AYVWOTH OTO TTOALTL-
OJLKO KOL KOWVW@VLKO TtepLBGALOV oV peydAwoe 1
kaAALTEYVLG, otV Kpntn katd TiI¢ Sekaetieg Tov
1970 KAl 1990, GAAG KL EVPVTEPA GTOV EAANVLKO
Xwpo. To SLaoTnpa auTo, pia VER KOVATOVpa 6eoV-
QALKOTTIOINO1C KOl EPITOPEVIATONOLNONG TOV YuVaL-
Kelov cwpaTog patvoTav va amoktd 6Ao KoL mepLo-
00TEPO £800G PEGW TNG EERTAWOTG PLOG TAYVTATO
avadvopevng eyywplag Blopnyaviag mapaywyng
AaLPOTAIA TEPLOSIKOV, EPWTIKWV TALVLAOV KoL TTOp-
VO BLVTEOTALVLOV — OAX TTApAywYQ £VOG VEOU «oe€-
OVaALKOV KeaAaiov».

artist. The iz situ audio installation that was creat-
ed for the exhibition is activated solely by the pres-
ence of visitors and their participation, through
their use of the headphones provided and the in-
stallation’s especially designed sitting area. At the
same time, it presents them with an alternative,
unconventional viewing angle of the exhibition
space—from the highest point—making them at
once the observer and the observed, an active sub-
ject in an ever-transforming fableau vivant. In an
inversion of the traditional function of the white
cube, the installation demarcates anew our rela-
tionship with the exhibition space and its public
nature, challenging us to imagine other functions
it might serve, such as a place for pause and con-
templation. And it is through its synergistic char-
acter and the diversity of the works comprising it
that the exhibition “Something like a poem, a nude,
and flowers in a vase” takes the form of a dreamy
state of roaming and observation of desire, female
subjectivity, sexuality, and sexual quest.

H np&€n ¢ olkelomoinong kat emavaypn-
01§ QIOCTIACUATWY TWV KELEVWV OUTWV OLVLOTA
Yo TV KOAATEX VLSO Pl arteAevOEpWTLKT KaL YEL-
padetnTiky Stadikacia vTOVOpEVONG KLpLapXWV
épduAwv avanapactdoewv. H ndovoBAientiky emt-
Bupia Sev amotedel éva mpovoplo NG avdpikrg
HOTLAG, aAAd éva meSlo oTo omolo 1 KaAALTEXVLG
avanTUooEL TNV apdionpn 8o g petald anodo-
XS KL KPLTIKNG HATLAG, ATTOANVOTG KAL ATTOGTEPT)-
ong, anwbnong kat ¢petryonoinong.

Kevtpiko otolyeio tng éxbeong, av koL oe
AavBdvovoa (kat vitd Slapky «peTddpacn») pop-
¢1), amotehobV Ta KELPEVIKG £pya TNG Mmaydkn
pe titho Poems for Him [IToujpota yio ekeivov]. Qg
«KOAALTEY VLG TTOV Ypadew, OTiwg avTompocsiopile-
TaL, KaL oYL wg cuyypadéag, 1 Mnaydakn éxel ekSw-
GEL €V ETEPOKANTO oWpa BLBALWY, Ta OTTOLA KLVOV-
VTaL 6TO YWPo NG avtopvbomiasiog, Aapfdvoviag
plo motkidian poppav: amd T cLAAOYT TaELSLWTL-
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Tina Pandi is an art historian and curator
at the National Museum of Contemporary
Art Athens (EMST).

1 A literary term coined by Serge Doubrovsky to describe a hybrid genre between
fiction and autobiography.

2 Between 2017-2020, Bagaki took part in several residency programmes, in loca-
tions such as Krakow, Sao Paulo, Stockholm, Fogo Island of Canada and Bergen,
Norway. The outcome of this itinerant period is her book She left. She left again.
She left once more, self-publication, Athens, 2022, from where the above-men-
tioned phrase is taken.

3 David Joselit, “Marking, Scoring, and Speculating (on Time)” in Isabelle Graw, Ewa
Lajer-Burcharth (eds.) Painting beyond Itself: The Medium in the Post-medium
Condition, (London: Sternberg Press, 2016), p. 130.

4 Ibid, p. 14.

5 Isabelle Graw, The Love of Painting: Genealogy of a Success Medium, (London:
Sternberg Press, 2018), p. 9.

6 Hélene Cixous, “The Laugh of Medusa,” trans. Keith Cohen and Paula Cohen, Signs,
vol. |, no. 4 (Summer 1976), p. 876.
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KOV OTUELDCEWV KAl ELKOVWV She left. She left again.
She left once more, [Eduye.'Eduye néAr. Epuye axo-
1) e popd], 2022, WG TO GEVEPLO TTOL SEV TPOOpi-
{etal va vAomownOel pe titho Butter and Cracker,
[Bovtupo xat kplxep], 2022.

Ta moupata oV TopovGLElovTaL otV k-
Beom AVIKOLYV OTIC TIPWTEG GUYYPAPLKES ATTOTIELPES
™G KOAALTEYVISAG TO 2016. Ipappéva 6To KLvnTO
MALPWVO 0T AYYALKAE He KOLVOTOMT YPUHURTO-
oelpd, cwbnkav apykd wg apyeia .pdf xat ot ov-
VEYELA EKTUTTWON KAV TO KaBEva e pLa oeAida A4.
Ta kelpeva AELTOVPYOUV WG YAIKOV, WG GUVTOMES
bpdoelg TpWTONPOoWNNG adnynong mov ancvdv-
vetal og évav povadiko mapadnntn: “Exeivov”. Ot
Ppaoelg, GAAOTE KPUTITIKEG Kol GAAOTE TepLypadL-
ké¢ SnAwoelg pLag emvonpévng avtofloypadiag,
HEVOUV PETEWPEG OTTV KEVOTNTA TOL XapTlov. H ov-
otaon I am bere to burt you [HpBa yLa vo o€ TANY®00w)]
mov StaPadovpe, Sivel Tov TOVO: OTIG AOKWVLKEG £€L-

otoproelg g Mnaydxn, 1 embupia, 1 pataioon, 1
ano8oy1}, 1 amoyonTevoT, poPdAiovtal wg OPelg
¢ 8Lag ovvatsOnuatikig Stadikasiog. Me adormii-
OTIKEG OTPUTNYLKEG XLOVHOP KAL CUTOCKPKOACHOV 1|
KOAMTEY VLG oLkoBopel éva Hikpo/HaKpOKOOHO YUpwW
and T ONAVKI] VTTOKELLEVIKOTITA KAl GEEOVAALKO-
IR, TG EPPUAEG LEPAPYTIOELS KOL TNV «ITIGAN TV
$OA@V» OTIG CUYYPOVEG OYECELS. ZTNV TOPOVOX EK-
8oa, Ta TOUHATA TAPATIOEVTAL G TAPAPTNHA.
T'a TI¢ avaykeg G ékOeong, ta Poems for
Him PETATPARINKAY G€ NYNTIKEG HOVOLKESG PPAROELG
amo T HOVGLKO Anna vs June, 1) onola 6 GuVEPYQ-
ota pe TV keAATéX VIS «pehomoinoe» Téooepa Ao
avtéc. H in situ nynrucr| eykatdotact mov Snpiovp-
y1onke ywa v €xbeon, evepyoroleital povo pe T
$LOLKT TAPOVCLA TWV ETILOKEMTAWV KOL T1| GUHHETO-
X1} TOUG, pHEGW TNG XPTIONG TWV AKOVOTIKWYV KAl TOV
Stapoppwpévov kabiotikod ywpov. Tavtdypova,
TPOTELVEL GTOV ETLOKETTI LA 11) GUHBATIKTY YoVia
6¢aong —amd v VPNAOTEPT KAlpaKka— kaBloTw-
VTOG TOV TAPATNPNTI| KOL TOPOTNPOUHEVO, £Va SpwV
vnokeipevo evog Slapkws petafadAopevou tableau
vivant. e pa avtiotpodr) g mapadoolakng AL
Tovpylag Tov Agukov kOPBov, 1) eyKATAGTAGT OpLO-
Betel ek VEoL TN oYéom Hag e TOV EKOECLOKO YWPO
KoL ToV SNHOCLO YapaKTpa TOV, KOAWVTAG LG Vo
$avTaoTOVE KOl GAAEG AELTOVPYLEG TOV, OTIWS QUTY|
NG MAVOTG KAl TNG EVATEVLONG. MEoa amd T ovA-
Aettovpyla koL TNV TOKIAOPOPPLO TWV €PYwWV TTOL
OLYKEVTPWVEL, 1 €kBeon «Something like a poem,
a nude, and flowers in a vase» Slapopdpwvetal wg
GLVOTKY OVELPLIKNG TEPLTAGYNONG KAl TTAPATI|PNONG
névw oty embupia, TNV BNAVKTY) VTOKELPEVIKOTN-
Tat, T1) 0€EOVAAKOTITA, KOL TNV EPWTLKT OvValrTN o).

H Tiva Iav8r eival 1oTopLkog Téxvng kat
empedntpla oto EBvikd Movoeio Zvyypo-

vng Téxvng.

1 EipaaTe Xapévol 6Tav Sev umdp)el avTiKeipevo emBupiag- ki 6Tav UTApXEl aVTIKEIPEVO
emBupiag, XavépaoTe.

2 Noyotexvikég 6pog mou amotelei amédoon Tou «autofiction», Tov omoio eiofyaye o
Serge Doubrovsky ka1 mepiypager éva uBpidiké 6 €idog peTagy pubomiaci-
ag kai autoBioypagiag.

3 MeTa§0 2017 ka1 2020, n Mrraydkn ouppeTeixe e éva mARBog mpoypappdTwy residency
oe pépn émwg n vijgog Péyko Tou Kavadd, n ETokxéApn, To Zdo Ndolo, n Kpakopia k.d.
Anéppola auT@V Twv peTakiviioewv ival To BiBAio Tng She left. She left again. She
left once more, autoékdoon, ABriva, 2022, amé 6mou Kai N CUYKEKPIPEVN Ppdon.

4 David Joselit, «Marking, scoring, storing and speculating on time», 7o Isabelle Graw,
Ewa Lajer-Burcharth (emp.), Painting beyond itself, The Medium in the Post-medi-
um condition, Sternberg Press, Aovdivo 2016, 0. 130

5 Zro0idio, 0.14.

6 Isabelle Graw, The Love of Painting, Genealogy of a Success Medium, Sternberg Press,
Novdivo 2016, o. 9.

7 Hélene Cixous, To yéAro Tng Mé 6 prep. T, UAn, TZ. KouvTou-
pn-Toidpn, Eip, ZmavomrouAou, ABrva 2018, 0. 12
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ZOQTPAO®IKH, AEEH, EIIIOYMIA:
OZ0O KONTA ITPOTIMAZ
Laura Preston

Tyv mpaty gopd mov cvvavryoe tyv EAvy Mrayany,
Uov mpoteLve va epratijoovue. H EAévy yopioe o4y tyv
A9nve popovras adlyrind narodrota nat pov Jouoe ot
L EUEVE YOV QPETEL VA TIEPLTAAVIEUQL OTIS TTOAELS UE TOV
(80 Tporo. Tyv enduevy popa ovvavrydynaue oto Bepo-
Atvo. Alyo apydrepa, tiys éypapa ot Eyw apyioet va (-
YPoPIlw nat pov andVIyoe OTL naL ENELVY ELYe ETLOTPEPEL
oty {wypapuny. Kat ot Svo pag oe nivyoy. Avté mov Jédw
v w elvat ot Ttiow anmo aurés i AEEELs vmapyet
auopaia piiie nat évag ovvroviauds aviueon oTic JWE,
o oapeta nau tig emdvpies Svo yvvanoy.

Kottdlw toug mivakeg tng EAévigc Mmaydkn xwpig
Vo GKEPTOHAL, GOEAR OV OPWS OKEPTOAL OTL ELVAL
TPAYHATIKE OpopdoLl. Mol&{ouv cav va Toug ExeL
OKLTOAPEL BLOCTIKG, GOV LI QTTOAVTA LETEWPT) ETIL-
BuLla TTOV HETOVOLWVETAL OE VO AVTLKELPEVO, HECW
€VOG YPWHATOG TTOU QMAWVETAL KAL QTOCVPETAL,
EVTOG HLOG GUYKEKPLUEVTG TAAETAG. ZE TPWTO TTAK-
vo BploKeTal 1 TEXVIKT TNG, L& TEYVLKT] IOV QITO-
KOAUTITEL TNV KAAALTEYVIKT] Sladikacia, Onwg dai-
VETOLKAL OTA £pya TTOV ekTiBevTaL 6To EMET, 6mov
1 avouyt) mpocéyylen g EAévng oty etcova kot
To Kelpevo apdlofntel Ta dpla TOL TPOTOL TTOL
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AS CLOSELY ASYOU LIKE,
PAINTING, WORD, DESIRE
Laura Preston

The first time I met Eleni Bagaki she preferred to walk
instead. Eleni walked in sneakers, all over Athens, and
she reminded me that I like to walk cities that way too.
The next time we met it was in Berlin. I later wrote that
I was painting, and she wrote back to say that she had
returned to it too. In motion, both. There is a reciprocity
of friendship and a synching up of women'’s lives and
bodies and desires between these words.

I'm looking without thinking at Eleni Bagaki’s
paintings, but I think they are really beautiful.
They appear as though they are sketching in or
sketching out, like desire made into objects, full
of suspension, by pigment applied and pigment
stripped back, in a certain palette. It is her tech-
nique of making process known that emerges first.
As seen in the works on exhibition at the National
Museum, where Eleni’s open approach to both im-
age and text questions the limits of understanding
transparency, the erotic, and, most of all, desire—
at least for this viewer. Through her art, which may



ZQOTPAQIKH, AEEH, EIIIOYMIA: OO0 KONTA IIPOTIMAZX

KATAVOOUE T1) SLapaveLd, TOV EPWTLOHRO KAL, TTAVE®
anod OAa, v embupia. 'H TovAdylotov, auto €L-
OTIPATTW YW Koltdlovtag Ta épya. 'EToL, 1 téyvn
™G, 1 omota propet e€locov va exAngOet wg pvdo-
nmAaoTikn avtofloypadia, pag mpookaiel va napa-
OTOUHE OE O,TL EYEL VO HAG RTTOKAADPEL yLOL TNV ETTL-
Bupia pa Snpovpyla evowpat.

H EAévn Eexva éva épyo pe Baon éva mpo-
HEAETNLEVO OYESLO TIOV TAPATIEYUTIEL OE TTPOCWTILKEG
NG epmetpieg. H Sopn) 8w eival kaiplag onpaciag.
Adov 1 yevikotepn Siataln kal ot avadoyieg g
KAlpaKkag oploTikomonOovy, [e TO AVTLKELPHEVO Va
Tonofeteital oVVNOWG og KEVTPLKT] BE0T KaL He TN
pop$n pag Gpryodpag 1 pLag aviwvopiag, TOTe nt-
SiSetatl pe adooiwon oe pLo péBodo eAeBepng pop-
donoinong 1 eAevBepov Adyov. Autd vAomoteital
0TOV KAPBA ¢ pa {wypadLk] KatL un {wypadixr
Xepovopia kal exteAeital péoa and éva anepiona-
0TO QITAWLO TOV XPWHATOG GTNV eMLPAVELY TOV. Ta
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equally be autobiographical fiction, there is an in-
vitation to attend to what an embodied making
might tell about desire.

Eleni begins a work by applying a prelimi-
nary sketch—structure is important. After rendering
the layout and proportions to scale, after the object
is set in place, often positioned center, usually as a
figure or a pronoun, she begins a dedicated method
of free forming or free speech. This is performed on
canvas as painting and un-painting, transferring
as an attentive layering of paint. Her text works are
made with words sparse and punchy. Like poetry
concrete but without the weight of genre.

If I feel this out critically, which Eleni is prone
to do too, I sense her ethics. She is interested in an
honest making, which is to say she starts from the
acts of herself and then makes her images raw; these
images are especially visual when using words. It is
an honesty without moral concern. Whether made
of text or paint, an uncompromising author is close,
along with a playful questioning of certain identity.

KELLEVIKG TNG Epya elval pTiaypéva anod Aé€eig Std-
OTIAPTEG KAL QLYUNPES, OAV GUYKEKPLUEVT] Toinon
(poésie concréte) amaddaypévn Opws and ta Bapi-
Sta Tov 8Lwpatog.

E&v mpooeyylow TO €pyo TNG He KPLTIKY
S1&Beom, kétL 6T0 omolo 1) EAévn) elval emiong emip-
pemng, TOTE avTidapfavopal Tnv apetnpia g 0L
k16 T™G. H EAévr) ammookomnel og pia eLAkpLvr] Smpt-
ovpyla, To omoio onpaivel OTL ekkivel amd Tig Sikég
NG TPAEELS YLO VA PO TTAPOVGLAGEL ETTELTO TG WHEG
ToUg amelkovioelg. OL elkoOveg auTEg amopaivouy
€€OXWG ELKOOTIKEG OTAV Katadevyel oTig AE€elc.
IIpoxettal ylo pla elthikpivela onaAAaypévn amo
NOcoAoyLKEG pHépLpveg. Eite pécw TOV KeLpévou eite
HECW® TOV XPWHATOG, AVTIAAUBAVOUACTE L0 AGU-
Bipactn Snplovpyod oe Spdon, kKaBwWG KaL P maL-
YVLO8T apdLoprTnon CUYKEKPLUEVOV TOUTOTHTWV

— pLa TpOGkAN G 6 GVAAOYLKY okéPn. Kal opwg,
TO €pY0 NG PULVOHEVIKA €lvaL pLa HopPT| TPOCH-

This resonates for collective thinking. Yet, seeming-
ly her work is a form of portraiture and a practice of
autobiography. This is not to say that her works are
transparent, however, they are as difficult to deci-
pher as any art object or interior life. But they do
show themselves—how they have been made. And
this kind of transparency offers lucidity, a clear visi-
on, seen again in her decision of colouration, hyper.

Through her transparent technique we are
also invited in. Her figures portrayed on canvas are
held in that suspension of desire. She makes them
sketchy and immediate and naked. They are also
held with tenderness, as though the portrayed and
especially their posture is intimately known to the
artist. The brushwork is layered and stripped back
and revealing of touch. It makes me think about
the erotic more tenderly, too. See again her floral
outline, the colour beneath, the strokes of brush be-
tween. They are gestural markings that belong to
intimacy and to the everyday and to the erotic to
be found there, such as in the tread of white sneak-
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noypadiag kat o autoloypadikt} TPAKTLKY. AUTO
Sev onpaivel wot600 NWS TA £pya TNG eivat Siada-
V1), KaBwg elvat e€loov Sbokolo va amokpunTOypa-
¢NbolLV oW k&be GANO avTiKelpevo TEXVNC 1] PLa
€0WTEPLKT] {w1). ITap’ OA QUTE, ATTOKAAVTITOVV TOV
£QVTO TOVG, SMASY] TOV TPOTO pe TOV omoio £xovv
¢Tioytel. Avtol Tov eloug 1) Stadavela TG TPoo-
8i8eL pa Stavyeta, pla Eexdbapn patid, Onwg Sia-
datvetal KaL oTIg XPWHATIKEG TNG anoPpdoelg MoV
TelVOUV TIPOG TOV VTEPYPWHIATLONO.

H 8uaavr texvikr g pog KaAel va mAn-
OLBCOVHE KOl VA KOLTREOVHE TILO TTPOCEKTIKG. Ot
dLyovpeg MOV AMELKOVI{OVTAL GTOV KAMBE aLypa-
AwtilovTal oe autVv TV peTéwpn embupia. Eival
¢Tiaypéveg adpd, PLaOTIKG KOl TapovsLlaiovTal
YUpveg. ITeptBaiAovTal emTALOV Qo TpudepoOTn-
TQ, GQV OL ATIELKOVILOPEVEG HOPPES, KAL GUYKEKPL-
péva 1) 6Téom TOVG, Va eival LBLALTEPKG OLKEeleg 6TNV
KOAALTEY VLS. OL TTLVEALEG AMOKOADTITOVV TIG OTPW-

er on pavement, the unpretentious turn of poetry
page, the twenty pairs of Nike socks washed, rolled,
packed and unpacked.

Eleni is back home in Athens now, with
bodies in mind and bodies figured. I sense her in
place. After traveling for over a year, far north and far
east, to Berlin, to icy cold extremities, and mostly to
islands, Eleni made books and wrote texts. Her words
sit on the page like forms, not concrete, but quiver-
ing in their directness that finds recognition. She
boldly states experiences and fantasies—possibly
they are one in the same—which are all too familiar:
stories where desire has gone disastrously astray or
delivered new insights or just belonged to life mun-
dane yet remained unsaid. The space on the page or
the pause between articulation, then, is significant.
The series Poems for Him [2016—2022] is full of such
space, for self-projection, for reading between the
lines, for recognising ourselves caught again in that
suspension of desire. Her poems tell of such open
encounters, often with sex close—wry and sincere.

GELG TOVG, ATEPLTTEG KAL EVEELKTIKEG £VOG ayylypa-
TOG TIOV PLE KAVEL VO OKEPTOHAL TO EPWTLKO oTOLYE(O
Lo TpLPepa. Aeite Eavé To AovAovdévio mepilypap-
H& TNG, TO XPWHA TTOV KPUBETAL TtO TTILOW, TLG TILVE-
ALég avapesd Tovg. OAa auTd eival onpdsia xetpo-
VOULWV TIOL KOTAYOVTOL QO TNV OLKELOTNTA, TNV
KaOnpepvn) {w1|, KAl TOV EPWTLORO TTOV PpwALdTeL
ekel, ONWG TO MATNHA TOV AgvKOV ABANTLKOV Ta-
TIOVTOLOV 6TO Te{OSPOLLO, TO AVETILTHSEVTO YUpPLOHA
¢ oeAidag evog moupatog, ta eikoot Jevydpla
ka&Atoeg Nike, mhvpéveg, oLdepwpéveg, SUmAwpéveg
kot EeSuTAwpéveg.

H EAévn éyeL emiotpépel oty ABnva, €xo-
VIO CWHOTO GTO MVAAD TG KAL COURTR 6TA OYESLA
™¢. Tn viwbw va Bpioketal oto Ywpo tng. Aol
taidee yLa mévew anod éva xpovo, pakpLd 6to Bop-
pa KOl pakplé otV AvotoAr, oto BepoAivo, ot
TAYWHEVEG EGYATLEG KL KUPLwG G vnoLd, 1) EAévn
éptiae PipAia xal Eypape keipeva. O Aé€etg g
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As are her figures rendered on canvas. Reclin-
ing postures of chiseled men and penises plenty. Eleni
turns her gaze upon the male body, and she asks us to
look with the same openness too, without objectifi-
cation. It is rather a meeting with the image, and its
humor is infectious. Again, it is that erotic felt differ-
ently. It is also another form of confrontation, a dif-
ferent way of rendering a critical position. Through
affect we encounter the work’s questions, as seen in the
earlier series of works on paper where that hyper-col-
ouration has been applied as pencil to pages of erotic
magazines. Titled Me-You [2021], each drawing in the
series is named after the featured girl, whose story
tells of an erotic fantasy, although it’s unlikely that
she’s the one telling it considering how sexual desire
is described. Eleni is in fact calling the male gaze out.
Here, her emotive colours highlight certain passages
of text and frame the photographs of naked women
in sexual positions to make transparent the power
relations behind highly circulated desire. She is di-
recting the gaze to the missing woman’s experience.
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OTEKOVTOL OTLG 0eAiSeC oy popdeg, oL emt ToVTOV
OYNUOTLKEG OAAG TAAAOUEVEG, HE Pl OUECOTNTA
oV TG KaBLoTtd avayvwpiolpeg. Ileprypddel pe
TOAPT epmelpleg Kal GpAVIOOLWOEL —eVEEXOUEV®G
va elval To éva KaL To qUTO— TLG OMoieg VIWBOLE
TOAD olkeleg: LoTopieg Omov 1 emBupia elye kata-
oTPOPLKY £KPaOT 1] AMOKGAVPE VEEG OMTLKEG T
anAwg amoppodnOnke oe pia melr) {1 TAPAPEVO-
vtag BoufPr). ZUVENWG, 0 KEVOS XWPOG 0T oeAlda
KaL oL mavoelg peTafh TV apBpwpévev Aéfewv
elval xaiplag onpaciag. H oelpd nounpatwv Poems
Jfor Him [IToujpara ya eneivov], 20162022, TIPOc(é-
PELATTALTO TETOLO YWPO YLa Vo TpoPdAovpe ekel Tov
£QUTO paG, VO SLaBGCOVHE AVAPEST OTLG YPOUHES
KOL VO OVAYV@PLOOVE TOV EXVTO POg TAYLSEVHEVO
ylo pLe akopTn Gpopd oe quTHV TNV HETEWPN eTLOL-
pia. Ta mompatd TG HAOVY YLo TETOLEG AVOLYTEG
GLVAVTHOELG, 01OV TO 0e€ elval cuYva péca 6To
KG8po, WO KAl ELMKPLVEG.
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To be feminist is a question that Eleni has
been finding her own way with. And in this becom-
ing, seemingly what interests her mostis a no-hold-
ing back of sensuality, in her own terms. An unme-
diated showing of subjectivity, an autobiography
written and painted with desire; the personal is
political, but really. Her art is sexy and direct, but it
does not intend to seduce. It is meant to be looked
at instead, openly and as closely as you like. This
form of claiming the gaze has been asserted by
women artists since, well, arguably since they have
been making images. The self-portrait being the
most salient of political endeavors. But it is also in
what an embodied hand will tell.

Eleni has been making her distinct portrai-
ture since her early video works of the 2010s, where
we meet her as the main protagonist, translating
her attitude, sneakers and branded socks, a woman
in relation, recording her everyday surrounds and
encounters. Later, as a film to be read, which narrates
a dialogue between a him and a her, and includes

'Onwg GAAwoTE elval Kot oL PpLyovpeg Tng
0TOV KAPBA. AVTpeC OHIAEPEVOL OE OVAKEKALUEVEG
otdoelg Kot pa mAnOwpa and nién. H EAévn otpédel
TO BAEPPA TNG AV OTO AVSPLKO GO KOL HOG
{ntéet va to xottd€ovpe To 8L0 avemttidevta, Yw-
pic xapia mpocdokia and avtd. Eival cav va cuva-
VTLOPOGTE [LE TNV ELKOVA, KAL LE TO YLOVHOP T1G, IOV
etvat petadotiko. Kat méAL To epTiko yivetal avtt-
ANnTo pe évav SladopeTikd Tpomo. Ilpokeltal emi-
ong ywx évav Sladopetikd Tpomo avtimapdbeong
KoL SLATUTIWOT|G PLOG KPLTLKTG 0TdoNG. Méoa arod To
ovvaicONpa, EPYOPAOTE 08 EMAPT| HE TA EPWTIHOTA
nov B€teL To €pyo, ONMwg autd Stadaivovtal oty
npOTEPT GELpd EpywV GE XapTi, péca armtd TOV LIEP-
XPWHOTIOPO pe HOADPLa OEALSWV EPWTIKWV TEPLO-
8k@v. Yo tov titho Me-You [Eyw-Eov], 2021, k4Be
{wypadLkod £pyo TG oelpag GEPeL TO GVOHA TOV ATO-
HOV TTOL AVOPEPETAL GTNV LOTOPLA TTOV ATTELKOViTe-
Tal, HE TNV avTioTOLYN LoTOPLa VA QITOTUTIWVEL JLOL

scene directions. This script is similar in tone to the
recent poems composed since traveling, the poems
for him. This “him” seems to be an amorphous fig-
ure, many males under one pronoun. I would argue
that she centres him anonymously for rewriting
sexual representation by a woman’s hand, sharing
in that experience of the erotic which is vulnerable
and personal yet usually unvoiced. The recent
paintings on exhibition at the museum particularly
evince this. They are shameless. And so beautiful.
To follow unashamedly your desire, rightly
or wrongly, is a difference that cuts through such
constructs as binary opposites and normative val-
ues. It has another quality altogether. It is unthink-
ing, like life. What particularly enlivens me, what I
am personally drawn to in the encounter with Ele-
ni’s work is how her fiction of self-representation
has the effect of bringing the real closer. I want to
vicariously embody the postures depicted and
speak verse that direct. You can feel the heat, the
erotic, in her openness. And you want to stay, look-

AS CLOSELY AS YOU LIKE, PAINTING, WORD, DESIRE

EPWTLKT PpavTaciwon, av Kat, pe fAon To Twg mepL-
Ypboetat ) oe§ovaiixr embupia, eival anibavo va
£xel etmwOel TeAkwg and kopitol. H EAévr ovota-
OTIKG KoAel TO avSpLko PAEpHa va amokaAv(pOeL.
Ta epeBLOTIKG XPWUATA, EV TTPOKELPEV®, VITOYPALL-
piouv GUYKEKPLHEVA QATTOCTIAGHATO TOV KELPEVOL
KOl TAQLOLWVOUV TIG GOTOYPAPLEG YUPVOV Yuval-
K@V G& TUTIOTIOLNPEVES GEEOVAALKEG OTACELG, OLTIOKA-
AOTITOVTOG £T0L TN SUVALKT TWV oYéoewV e§ovalag
nov AavB&vouy niiow and To VPG poptio TG emL-
Bupiac. 'Etot, 1 EAévn katevBivel To PAEPpA oTOV
AMOVTA XWPO TOL ATTOVTOC YUVALKELOV PLOPATOG.
O ¢pepviopdg eivat éva (Ipa To omoio 0
EAévn mpooeyyilet pe tov Sikd g TpoOmo. AKOpa
KaL 68 quTH TNV 8LOTNTA, QUTO OV PALVOHEVLKA
TNV eVELapEPEL TEPLOCOTEPO ELVOAL PLO EKTPAYVVOT)
TOV aLeONOLOGpHOD VNPV PE TOVG SLKOVG TG
6povg, péca amod pla adiapecohdBnTn enidel€n g
UTOKELUEVIKOTITAG, LA YPATITY] KOl J0YPAPLOREVT]

ing. The invitation is so accessible, the work almost
mythological, as though all the stories Eleni tells
could have been told before, if only from a different
angle—areclining nude made personal. Such aware-
ness of how fiction inscribes life and the power of
narrative reminds me of the city she has returned
to, the place she calls home: Athens. It is a city that
pulls you inwardly and calls your desires out.

Place is another figure in Eleni’s work. It hosts
the many encounters that later inform the work’s
structure; it is the backdrop, the page itself, the com-
position that ensures the image of quick gestures
and sharp lines. Any relation to place is an evolving
dynamic where fictions and feelings settle into an
untamable image. But it is especially felt in Athens, a
city featuring quietly and strongly throughout Eleni’s
practice. It binds the paintings and the texts on show,
and it first introduced the bodies and voices which
have since entered the work. The exhibition at the
museum has been staged with the city in mind and
it figures, sketching in and sketching out of view.

avtoploypadia mov cuvdéetal pe TI¢ pubomiacieg
g embupiag. To MPoowWNkO elval MOALTIKO, HLa
SMAwor oAnO1|g kat og autr) TV nepintwon. H téyvn
™G elvat o€€L KoL Gpeon, 0 0TOYOG TNG OpLWE Sev elval
va oaynvevoet. To avtiBeto, mpokelTal yla £va épyo
nov {ntdel va Wwbel, dpofa kaL and 6co kovtd emt-
Bupovpe. Avth 1) popPr) StekSiknong Tov BAEppaTOg
EXel eKPpaoTel amO TIG yuvailkeg KOAALTEYVLEEG
GTNV 0VGLa A6 TOTE MOV dpYLoav Va Snovpyody
ecoveg. Kat ) avtonpoownoypadia anotelel Tnv
nipoe€dpyovoa £kPpact aUTIG TNG TTOALTIKTS afiw-
ong. Opwg, N afiwon avtn PplokeTal Kat oe qUTO
mov Ba ekPppaoeL eveopata 1) iSLa 1 Snplovpyog.
H EAévn 8ovAevel TGVw € QUTOV TOV XOPa-
KTINPLOTIKO TOTIO TIPOCWIOYpaAdLlag armd Ta IPWLUA
Bivteo €pya TG Kot TN SekaeTiar TOV 2010, kel
OTIOV T GLVAVTOVHE WG PACLKT| TPWTAYWVIOTPLA VO
HIAGEL YLa 1) 6TGON {wNg TNG, Ta aBANTIKG TNG TTa-
TIOVUTOLX KOL TLG ETWVUHEG KAATOEG TG, PLa yuVaika
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When a painting is just there, allowing its
layers of making to quiver, as the work of Eleni
Bagaki performs, it only confirms desire and holds
its affect of suspension as a reflexive act, a critical
position. The paintings, along with the text works,
and the works on paper all speak about desire. And
her evident hand becomes a kind of ethics of bold
sincerity, which makes me question what we seek
in beauty, where we find the erotic, and how these
terms are personally determined and in motion.
These are words and images made with an unaffect-
ed gaze that translate as objects for close looking; in
the pull toward, in the lingering between, between
the careful composition and the gestural within,
this is work intimately located and real, I feel it.

Laura Preston is an artist, writer, curator and
publisher. Her practice is focused on mate-
rial and collaborative approaches to artistic
and historical production.



ZQOTPAQIKH, AEEH, EIIIOYMIA: OO0 KONTA IIPOTIMAZX

og oyéomn MoV KaTaypadel To mMEPLBEAAOV KAl TG
OLVAVTNOELG TNG KAONUEPLVOTNTAG TNG. APYOTEpQ,
oav oevdplo tawviag, poag apnyeitar éva Sidloyo
avépeoa oe «ekelvov» kal «gkeivn», 6Tov omolo me-
pthapBdvovTal kat oL oknvikég odnyieg. To oeva-
pLo €xeL évav TOVO apePPEPT| PE TA TOLHATA TTOV
gypape adotov enéotpePpe and ta talidia g, T
TOUHOTA YLt «€KELVOV» (Poems for Him). O ev AOyw
«€KELVOC» TIAPOLOLATETOL €80 oV pLa Gpopdn ¢pL-
yoUpa, cav moAAol &vTpeg padi miow amd pLo aviw-
vopia. Kot 8a vrootpifw 6Tl «Tov» mapabétel
AVOVUHO aKPLB®G YLa VO eTLTPEPEL TNV eMaVaSLO-
TOMWOoN NG 0e§OVOAIKNG avVaTapAoTacng MEoQ
anod éva yuvalkeio xépt, 6Twe kaL yla va yivel kol-
V1] 1] EUTTELPLR TOV EPWTLKOD, L EPTELPLA EVAAWTT|
KaL TPOCWTILKT], OV GLVNOWG HEVEL YWPLG pwv.
OLnpodopatol mivakeg mov ektiBeval 6To povoeio
TILGTOMOLOVV pe 8laitepo TpOMO QUTO TO GTOLXE O,
Agv pEpovV VoG VTpomG —Kat elval TOG0 OpopPoL.
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To va akoAovBeig v entbupia cov Siywe
VTPOTTH), KOAWG 1] KAK®G, GUVLOTA P SLAPOPETIKO-
TITQ IOV SLATIEPVA KATAOKEVEG ONWG Ta SlmoAa kat
oL kavovioTikeg afieg. Etvat pia tpd€n mov Stakpive-
Tat and e§ohokAnpov Stadopetikn mototnTa. Ebvat
QGUAAOYLOTT), OTIWG 1) {SLa 1) {w1). AvTO 1oV pe Sieyel-
peL WLaitepa Kot AmolNT® TPOCWITKA GTT) GUVEVTI-
o1} Hov pe To €pyo NG EAEvng eivan o TpOMOG e ToV
ormolo 1 pubomAaoia TNG AUTOAVATIAPACTACNG TNG
KoTapEpvel va GEPEL TTLO KOVTH TO TPAYHATLKO. OEAwW
TO CWPA POV VO VLOOETNOEL EPPECHG TIG OTTELKOVLLO-
HLEVEG OTAOELS KoL Vo amteLBVVOw e TNV 18l apeco-
. Nuwbovpe v o kat Tov epWTIONO 0TV
ellikpiveld g. O€Aovpe va mapapeivovpe ekel, kot
tafovtag. H mpookAnot g elvat TO00 avoyTr] Kot
T0 £€pyo NG oxedov puboloyikrg kataywyng, ap-
pelg kot 6Aeg oL LoTopieg ov Aéet 1) EAévn va éyouv
elmwOel xat maAdTEPQ, AMAWDG Ao pia StadopeTi-
K1) OMTIKT] ywvia TG embupiag — TV OnTKn yovia

AS CLOSELY AS YOU LIKE, PAINTING, WORD, DESIRE

€VOG AVAKEKALUEVOL YUULVOD TTOV YEVETAL TIPOCWITLKO.
Avti 1) entyvwon Tov nwg 1 pudorAacia eyypadet
™ {wn kat T SOvaun g adrynong Hov GpEpveL 6To
VOu TNV TOAN 6TV orola EMECTPEYPE, TOV TOTO IOV
amokaAel oTtiTL TNG, TNV ABTVa, HL TTOAT) TIOL G€ TPa-
B& péoa G evw EAkeL TIG eMBLPLEG GOV TTPOG TA £€W.

O TtomM0g Yyivetal pia GAAN popdn oto épyo
g EAévng. Odogevel To mAiBog TV cuvavTrioe-
@V TIOV apyOTEPA VOT|HATOS0TOVV T1) Sopt) Tov £p-
you 6. Etvat to $povro, 1 i8ta 1) oeriba, 1) o0VOeom
nov e€aodpalilel 6TL 1) elkOVa B yevvnBel péca ano
OPENTEG XELPOVOLES KL KOPTES Ypappég. Kabe oyé-
o1 pe Tov TOTo anotedel pa ev e§edifel Suvapk,
6mov pubomAacieg KAl GUVALGOUATO GUUTUKV®-
vovTaL o€ pLa atifoon eikova. Yapyel Opwg pia
eL81koOTEP OoYEom pe TNV ADBTva, 1) omola epdavile-
Tat afopuBa aAAd anoacloTikd o OAo TO €pyo
™G EAévng. Elval 1o Vijpa ToV VAOVEL TOUG TTiVaKeG
Kol To Kelpeva g €kOeomNG KoL GUVIOTA KAT apyig
TOV TOTIO TTOV HAG TIPWTOCVGTIOE TO CWHATA KL TLG
$wvég mov éxtote SieloSvoav oto épyo g H
€x0eon oto povaoeio £xel opyovwOel pe v Abrjva
KATA VOV, KL qUTH] elPaviletal, moTe TANOLA{OVTOG
KoL TOTE AMOGVPONEVT), WG BEQ.

‘Otav évag nivakog etval aniwg ekel, adrvo-
VTG OAEG TIG OTPWOELS TNG Snpovpylag Tov va e~
Aovtat, 0Twg cuppaivel oto €pyo g EAévng Mmayd-
K1, aUTO MOV MEeTLYR(VEL elval va emiBePalwvel TV
emBupia kot va Swatnpet v aicbnon tov petewpl-
OHOV TNC WG ML TTPAET AVOOTOXOOHOV, MLa KPLTLKT
otaom. Ol mivokeg, padl e Ta KELPEVIKE Epya KAl TO
£pya oTo Yapti, uAovV yLa TV embopio. To evapyég
™G XépL kabioTatal ToTe pua nén otdon anepidgpa-
0TNG ELAKPLVELAC, T) OTTOLL |LE KAIVEL VO RVOPWTLEPAL TL
etval qutod OV AVAINTOVHE GTNV OHOPPLA, TTOV EVTO-
TILCOVLE TO EPWTLKO KOL TIWG UTEG OL EVVOLEG OpLlovTaL
TIPOCWTILKG KoL eV Kivrjoel. IIpokettal yio AE€elg kot
ELKOVEG IOV £XOVV PTLOYTEL ATd éva T yaia avurto-
KpLTO PAEUHO KOl HETAPPATOVTAL OF AVTIKELPEVA YLO
€K TOV oVVeYYVG Tapathpnon. Kabwg pag tpapdve
KOVT& TOUG KOL HEVOUPE HETEWPOL EVATILOV TOUG, O-
VAPESN OTIV TTPOCEKTLKG Sopmpévn obvOeom Kkat Tnv
£0WTEPLKT| XELpOVOpia, Vwbw OTL Bpiokopal pmpo-
0Td o€ éva épyo BabLd owkelo kaL aAnOwvo. To viwBw.

H Laura Preston eivat KaAMTEYVLS, GUYYPO-
Péag, empeAnTpLa kot ek8otpla. H mpakti-
K1] TNG EMKEVIPWVETAL G VALKEG KOL GUVEP-
YOTLKEG TTPOGEYYLOELG TNG KOAALTEYVLKG KOL
LOTOPLKTG TTOPAYWYT|G.
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Man Under the Sky (be Imagined his Life Naked), 2023
[Avtpog otnv UnenBpo (pavtdoTnke T {w1) TOL YOUVOQ)]



29

Kiss (he Was not One but Two), 2022,
[DWL (8ev yTav évag cAdd §V0)]



Man with Long Hair (the Wind Has Ceased), 202.2. Man with Flowers (be Confessed), 2022,
[Avtpog pe paxptd poddid (o aépag eiye kondoet)] [Avtpag pe AovAobSia (opoAdynoe)]
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The Essence is Real, 2022,
[H ovoia eivor aAnduw]
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They Rested on the Other Side (they Liked the Truth), 2022
[Edmiwoav og avtinepa 6x0eg (tovg dpeoe 1) aAriBerar)]
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Gesso Primer, 2022
[Txéoo npoetolpaciog]
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Coca-Cola, 2022



Nike Socks, 2022
[KéAtosg Nike]
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The Book Reader, 2022,
[H avayvootpia BpAicov]
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Enopeveg oehibeg:
Poems for Him, 2016—2.02.2
[ITowpata yLa ekeivov]
(andomacpa)

Next pages:
Poems for Him, 2016—2022,
(excerpt)

This is my arm
Fhe-tattoo-was-taken-from-WELCOME-COLLECTON-in-Ltondon
Ht-belonged-to-aFrench-sailor-from-the-1830s

I am not a sailor but | like to travel

The bite marks are made by a man with crooked teeth

The internet says “bite marks are love notes written in flesh”

| say “l have new teeth and nobody to bite”

46



He came
he didn’t stay

He said he liked me

He never said he loved me

him




In my bedroom
it must be hard to be you

He never let me watch




51

| have no feelings for this leg anymore

He also had other body parts
He wasn't just a leg

Hi! I am here to hurt you
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Me-You, Sylvia, 2,021
[Eyo-Eov, ZiABla]

skaive Kal T Bacavize. AV
AenTTO pia wmmo'nanupe ‘

apTa nTAV TO xc‘prrm T
Kai Qut TO BIKAIWHG
| Kal Jahakn nBr\ vanAExt

OUYKPIOE . i ;
™G KatKaves o€ paora
e Tau TNV Mapouoia
Bl 3inAa o Kanowov, Ve
e 1o Egonaoya, EEanag

pn mc. Me 10 noU
xTrKe. Eviwos ava
01510 TNG To KOP)

OE Va Kaver Timrgf
KEi oTO Bpmugl u'
0 BaxTUAG mx:'p{
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oTBEIA PHOL Kai HE Ta

pou kabwg YOpEY

TpiBw TO CEE POL TIGVW OT
okAnpd Toug Opyava. Evag T el
QVTPOG HTTOPEI VO P’ OVAUPET : ¢ A& TimoTa HEV-PTTOPEL VO
oTav KaBopaoTE OTO OKa- ey kpiBei pe Tov epeBiopo

PTG EVOG PTTAP, OE HIG OKO- i o Tl B EKEIVOD ' TOU QTTOYEUHOTOG.
TEIVI] YOVIA KOl VO TO KG- ; ' © UL Aev umopi va Ao va eA-
vOupe exei. Exw kdAvel é- i LW OTI EKEIVOG 0 avTpag Ba
PWTA OTO TOW KABIOPQ EVOS SiaBadel aUTO TO YPARPQ Kal
apaiov a’ éva vTpaiBiv ki kamola pépa Oa e Bpeio’ €-
£xw AaBeI pEPOG O’ Eva OpYIO v GUVWOTIOPEVO TTANBOG Kal
o éva prop (agou EKAEIOE!). A

Me-You, Mr. X, 2021
[Eyo-Eov, K. X] 40
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Me-You, Aleko, 2021
[Eyo-Eov, AAéxo]
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Me-You, Daniela, 2021
[Eyo-Eov, Ntaviéha]

o, Qv oI EpyOOiEg
oXwpou M6 apyd omo om
ape ayeBiage!.
| dvBpag iou eival apyiTExTOvag

~ Kar keiner ouxva Tagidi yia BouAeiEq

b/,

1 dAAou e Tov

TpOMO fjpouv
106w aTnv dypia
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Me-You, Jane, 2021
[Eyo-Eo0, TZéw]
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Me-You, Tzouli, 2021
[Eyo-Eov, To0AN]

R
H TZOYAH

K, OTNTQ OTNBE
pTOpECa Y’ QVTIOTGOW GAAD
- gpYIoa VO POUGHD
aTioTELTA EPEBIOHEVEST
YEG OTa LEQTH, AEUKGN
oTnoEia.  Evay TOKaQvo

gipyIcn va- Toi8
Ths TROGIC: JEYPE T
THG. AEV UTTOPYXE
ajobnuo arov =y
Vo BpIoKEs

oTOGI
QT
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Me-You, Massimo, 2021
[Eyo-Eov, Mdootpo]

' Kp}:ﬂq‘n @OTTOU EQTOVA O

M :
yewﬁﬂnxa pe o'man Gupa-
Pﬂf Tf\ WNTEPA pov va. pou

ETOV cxvexd: uq;
ptﬂ'rnuﬁ Hov OTI.

£va nboviko, oTEYVO Op,

o1 1 -nopvggv
£6» KOl OV

- EUKQUPIES r
O E.E.mpam mraxouquon of
~ Blapopeg HOPYES. ()cpsmw va -
mapabexT® OT TWOTE bev
- Sokipaoa Tnv EVQU PEB
TOU !'Iop'rvou mov auvuw{o-. .
Tav p Eva KoppaT kKpéEag! . voq,oq;v m?\aapevog ‘Hrav ke
~ZTov KUKAO TNG YEMOVIGE - TOAD EUXOPIOTO V. GVOKO- - | {
HOU; EYG NEOLY Evag «kaBu- AUTITW OTI OKOWN Kol oTav.
OTEPNUEVOS» cxcpou Apovv T0  KoiITata amh@g TO Opyavo

‘TEAELTQIO QIO Ta TEVIE I pou oTOV KaBpépTtn, auTd :
aﬁu,a“yop:u Trou Tivage O onumvomv Kar - oKAnpaive EBEIXVE 1600 &
) AManﬂpboﬁog'- - ypriyopa. A!Y(DTEPO EUXApI- OO KI EYW. AEV Ty il
0 fTav 1o ysyovm; oTibev pu Beﬁmu Ko han@b
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. vopitepa. Imv nipay
Me-You, Franco, 2021 "’““’““':w BN
[Eyo-Eov, ®pévko] - Taveupa Tou, KABEe KU

o
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u, Carol, 2021
-Eov, K(’xpo?\]

Me-Yo
[Eyo
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ZWVIad. mou o -
AYVO £pLTA XPIC

Me-You, Marta, 2021 She et £ S =.E vai odv va woPapal nwg Ba poU PUYEIG Amo T v
[Eyo-Eat, Mépta] fo et ; £NTS 670 aMo.
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, 2021
Avtlela]

i

-Eo

You, Angela
0

6}

Me
[Ey
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ENFEOL
ACLS r
e EIVAL TWY. Vi

KAVEL TTEQIT

Me-You, Tony, 2021
[Eyo-Eov, Tavn]
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Me-You, Mia, 2021
[Eyo-Eov, Miq]

pov aisoio! (An)\aSqm:x
T Hou pere:prjﬁmé
aiboio). T opoppia

£va LYPO KOl YEHATO OE, HIE
 @AOYEPO KOKKIVO xpopa. Ta -
s omfeia g nmv HETPIOV

‘HEYEBOUG, OTOFL- KOl EiYOV

__.@GK!EEQ 0] P‘D)fbs Ypryopa
m(]\rlpuvm' oao Tq\’ “YEUV'_ 5

them Heoa

‘ e_xc,_‘T_qg. Mapa

G, TavV OTE -~
_uypr] Tng
e OPIXTA
U §i5q€£ TG

.,...15.
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Me-You, Lorenzo, 2021
[Eyo-Eov, Aopétio]

- EyAEipE N YAdooa Thg, TOU
bev HTOPOUTE VO 'ro QPRAEL

‘ OHOPQA BVEIPA KAl TIS TTOV
'PES QAVTOOKDOEIG TTOV
PEI VO BNHIOUPYNOE!

. yAeipEl, Eva paBbi Yeu
© TaTOU YAUKIOHOTOG — O
- oAU KOAUTEPD OTr0 YAUKO
- Me Ta xeM TG, OLXVE

EUTUYIOHEVN B
HEYGAO, YOVTPO TIPAYHO Tou

EiXe avaTpaQE ¢ o' Eva an-

- oTAPO - OTiTI, TPAYPG- oL
s oriumvel va pn pidag TOTE Yiar

TG OWHATIKES - AeTOLPYIES, |
Ox1 Adyia, OxI- EIKOVES, O
EVNUPEPWON. ZOUOE HE TQ

(PEPO puaAOUBAK
HUOTIKOTATO T
TOU,

BEWPEI, va TOV VY

TpoomaBEl va KAvel paocad

_ OTOVKOPHO, TOOO TFOAD aTo -

e I{nTa T YELON TOU.’ i

Tou BivEl SIAPOPES OVOpa-

; OiEG. XpnoipoTToiel Tig AEEEIS
TOU ATOV OTIAYOPEUVHEVES

EKEIVO TO—__-

TOU BivEl TOU AEEI icipopa

Aoyakia. Katomv Ba Nkvioel
Ta gvaioBnTa PITaAdKIa oTn

‘ y?\moaﬂ G £V Ta SaxTUAG
TS~ HOVO 01 OKPEG TV
ﬁdx'ru)\mv qu Bu frpupouv

TRV.aTrahn smﬁsppzﬁa AV

oTa cx?\npa ﬂ?\eupo: Kai o
TOAL - akopa. (lomou va
VOIDMOEI TIWG Eium éTolpog va
PTaOW Kot HETOL.. HETG HEV

: UT‘I’GDXEI Timora. Eipa epedi-

GPEVOG AKOWN KO TEPIHEVWL
va KaTchrauaouv ol wa?\pol

i
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P
YKQLE VO TERTIATEEL K« IG |

¢ moUNn nage | A ;
fiow |.u.qir HE SR LTI RITIV GYaTo)

deoiouaTa

Me-You, Roza, 2021
[Eyo-Eov, Poia]
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2021

Me-You, Michelle,

-Ec¥, M1oéA]

[Eyo
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Enopeveg oehiSeg:

EAévn Mnaydxr, «Something like a poem, a nude, and flowers in a vase»
Anopelg eykatdotaong, EMET, 2023

dwroypadieg: Studio Vaharidis

Next pages:

Eleni Bagaki, “Something like a poem, a nude, and flowers in a vase”
Installation views, EMST, 2023

Photos: Studio Vaharidis
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BIOTPA®PIKO THXE KAAAITEXNIAAX

H EAévn Mnaydxn (Xavid, 1979) elvat KaAALTEY VLG
kat ovyypadéag pe é5pa v ABnva. Eival kétoyog
petantuylakol tithov MA Fine Arts and to Cen-
tral Saint Martins, ITaveniotnpio Teyvov Tov Aov-
8ivov (UAL). AVTAGOVTOG EUITVEVOT] ATTO PEPLVIOTIKEG
npooeyyloelg, oTo £pyo NG £§epeuva TV avtoplo-
ypadio kat T oyéorn g pe T pubonAacia péoa
anod kelpeva, Bivreo, 10, {wypadLkn Kot YALTTTIKY.

'EelL GUUPETAOYEL OE £KOEOELG KAL OF TIPOYPAUPATA

Phogeviag koAAteyvav SteBvag: Hordaland Kunst-
senter, Mrnépykev (2020)- Fogo Island Arts, Nnot
®oyxo (2019)- Iaspis, tokyoApn (2018—2019)- Pivo,
Zdo TI&odo (2018)- kat Tov Kantor Foundation, Kpa-
koBia (2017). Ot aToptkEg TG ekOETELS TEPLAQUPE-
vouv petafd GAAwv: «She left, she left again, she left
once more», (’Aytog Poxkog, Xavid, 2022), «Recli-
ning Artist, the Artist is reclining» (Tkaiepi EAévn
Kopwvaiov, 2021), «Falling into whispers and Kiss-
es», (Chauffer Gallery, T08vei, 2021), «A book, a film,
and a soundtrack» (Radio Athénes, AB1va, 2018),
«The importance of reading, writing, and exfoliat-
ing» (Palette Terre, Iapiot, 2018,)- «Economy Class»
(Signal, M&Apo, 2016—2017)- «Now You See Me, Oh
Now You Don’t» (New Studio, AovSivo, 2015—2016).

'Exet exdwoel petafd dAAwv ta BBAia Butter and

Cracker, dolce, 2022, She left. She left again. She left
once more, 2022, No script, 2017, Look for love and find
a log instead, Tadeusz Kantor Foundation, 2017.

ARTIST BIOGRAPHY

Eleni Bagaki (Chania, Crete, 1979) is an artist and
writer based in Athens. She holds an MA in Fine
Arts from Central Saint Martins, University of the
Arts, London. Drawing inspiration from feminist
approaches, she uses her work to explore autobiog-
raphy and its relationship to fiction through texts,
videos, sound, painting, and sculpture. She has tak-
en part in exhibitions and artist residency pro-
grammes internationally: Hordaland Kunstsenter,
Bergen (2020), Fogo Island Arts, Fogo Island (2019),
Taspis, Stockholm (2018—2019), Pivd, Sao Paolo (2018),
and the Kantor Foundation, Krakow (2017). Her
solo exhibitions include, indicatively: “She left, she
left again, she left once more”, (Aghios Rokkos, Cha-
nia), “Reclining Artist, the Artist is reclining” (Eleni
Koroneou Gallery, 2021), “Falling into whispers and
kisses”, (Chauffer Gallery, Sydney, 2021), “A book, a
film, and a soundtrack” (Radio Athénes, Athens, 2018),
“The importance of reading, writing, and exfoliat-
ing” (Palette Terre, Paris, 2018), “Economy Class”
(Signal, Malmo, 2016—2017), and “Now You See Me,
Oh Now You Don’t” (New Studio, London, 2015—
2016). Some of her published books are Butter and
Cracker, dolce, 202.2, She left. She left again. She left once
more, 2021, No script, 2017, and Look for love and find
a log instead, Tadeusz Kantor Foundation, 2017.
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ITAPAPTHMA
POEMS FOR HIM

Poems for Him, 2016—2022,
[IToujpata yLa ekeivov]
32 mowpata o€ 6eAiSeg Ag

‘OTav pe yapag
o€ oKké@Topal
va yapdg pia 6AAQ

Dépvw KOVTG Ta MEAPATG Hou
Kai Ta yévaTd pou dev evvovTal moTE

To aidoio eival To pépog mou
ouvavTiépaoTe
BéAeig va guvavTnOoUpe;

AuTé eival To 3aXTUAS pou
Aev propei va oTapatiioel va deixvel
mpayparta

AuTé cival To mpéowmé pou

‘EXw Téooepa onuadia oTa payould pou
Avo oe kGBe mAsupd

«H ouppeTpia sival ToAG onpavTIKi»
Hou eixav me1 kdmoTe

AuTé eival To pmpdToo pou

WELEGME oTofovdive
vt » o Fé A 2ot
T0-1830

Dev eipai vadTng aAAd p’ apéoel va
Ta§idevw

01 3aykwpaTiég €yivav amé €vav dvdpa
He oTpaBd dévTia

To ivTEPVET Aéel Mg «o1 BayKWPATIES
eival epwTIKG onpeidpaTa ypappéva oty
cdpka»

Eyd Aéw mwg «éXw kaivoupyla dévTia
Kal Kavévav va 3aykoow»

I s 65
Aev vidBw TimoTa yI’ auTé To 631 ma
Eixe k1 AAa péAn oTo cdpa Tou

Aev fiTav pévo éva m6d1

Ta ddkpua ékavav Tov TOUTOO TOU OKANpG

Ta vixia pou
‘Otav Ta TpO® Ta KpUPW
Ziipepa Bprika 300 oTnV TOEMN HoU

To oTépa pou fjTav n MouTGVa TOU

ZTnv kpeBaTtokdpapd pou
Ba mpémel va eival moAU okAnpé va
eigal ecl

«0¢éAw va pe mMAnydoeig pe kGBe duvatd
TpémON»
T1 Xalopdpeg

‘0o pixvw mpaypata
Zipepa épifa-TRvKkotma oy
ApyéTepa épifakat-TokouTahi oy

Aev ékAaya yia pia eBdopdda
@opouoe 47 volpepo mamouTol

To X£pI TOU MGvw 6TO XEPI HOU
#a-TE gUpPTTOON
ATav

leia!'HpBa yia va o mAnydow

‘Hrav véog

To deppdTivé Tou T{dKkeT fATAV MaAid
XpnoipomoioUoe yA@OoEG GAAWV YUVAIKOV
yia va kaBapioel To MaTwpG Tou

ZTapdTNOE VA ONKAVEI TO TRAEQWVE Tou

Eine 671 Tou dpeoa
6 ¢ dev piknoe yi’ aydmn
Eyo piAnoa

‘EByale Toug Aekédeg amé To kaméAo
Hou pe g6da kal vepd

Aev fTav pia Xelpovopia aydnng
bev fiTav mapd pia Bpwpid

Fou €yive ouvijBeia va p’ amoppinTel
Moy

‘EQTace 070 6p10 TWV QIAIGV TOU

®épeoe Ta pavpa deppdTiva
TamoUToIa TOU
‘HEepe mdg va pe kaBAdvel

Noté dev p’ dpnve va BAénw

‘Hmie éva MITZaVI XapopiAl
BéBala To kATOUPS Tou WAAI eixe yelon
kdToupou

Eixe éva payiopévo xép1
oiyoupa mMPOTIPGTEPO amd pia payiopévn
Kkapdid

AuTég ZATnoe mima
Eyo anaitnoa dev piknoa yi’ aydmn

AuTég fipbe
dev épeive

MNa Ta yevéBAIG Tou mRdn§a kdmolov dAAo
‘Eva ypdppa picoug

1a
Mia guvapmacTiki plya

APPENDIX
POEMS FOR HIM

Poems for Him, 2016—202.2
32 poems on A4 pages

When you fuck me
I think of you
fucking someone else

When | bring my feet together
my knees never meet

Vagina is the place where we meet
do you want to meet?

This is my finger
It cannot stop pointing at things

This is my face

There are four spots on my cheeks
Two on each side

“Symmetry is very important”
once | was told

This is my arm

COLLECTION-intondon
the-1830s

I am not a sailor but | like to travel
The bite marks are made by a man with
crooked teeth

The internet says “bite marks are love
notes written in flesh”

| say “l have new teeth and nobody

to bite”

I have no feelings for this leg anymore
He also had other body parts
He wasn’tjustaleg

Tears made his dick hard

My nails
When | bite them | hide them
Today | found two in my pocket

My mouth was his whore

In my bedroom
it must be hard to be you

“I want you to hurt me in every
possible way”
what a silly thing to say

I keep dropping things
today
later +dropped-my-spoon-too

I didn’t cry for a week

His shoe size was 47

His hand on my hand
what a coincidence
was

Hi! 1 am here to hurtyou

He was young
His leather jacket was old

He used other women’s tongues to wipe
the floor

He stopped picking up the phone
He said he liked me

He never said he loved me

I I him

He removed the stains from my cap with
soda and water

it wasn’t a gesture of love

it was just dirty

He rejecting me became his habit
my
a

He reached his kissing limit

He put his black leather shoes on
He knew how to turn me on

He never let me watch

He had a cup of chamomile
his piss tasted like piss though

He had a broken arm
inty better than a broken heart

He demanded blowjob
| demanded said nothing about love

He came
he didn’t stay

For his birthday | fucked somebody else

A hate letter

a
A fascinating nipple
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Man Under the Sky
(he Imagined his Life
Naked), 2023

AGd1 oe kappa

230 x 200 &k.
Euyeviki mapaxdpnon
Tng MkaAepi EAévn
Kopwvaiou ka1 Tng
KaAMITéXVISag

Kiss (he Was not

One but Two), 2022
Aad1 oe kappa

120 x 130 ex.
Euyeviki mapaxapnon
Tng MkaAepi EAévn
Kopwvaiou ka1 Tng
KaAMiTéXvIdag

Man with Long Hair (the
Wind Has Ceased), 2022
Aad1 oe kappa

120 x 130 ex.

Euyeviki mapaxapnon
Tng Mkakepi EAévn
Kopwvaiou kai Tng
KaAMiTéxvidag

Man with Flowers
(he Confessed), 2022
AGd1 oe kappa

120 x 130 ek.
Euyeviki mapaxépnon
Tng MkaAepi EAévn
Kopwvaiou ka1 Tng
KaAMiTéXvIdag

The Essence is Real, 2022
A3 o kappd

140 x 150 ek.

Euyeviki mapaxapnon
Tng MkaAepi EAévn
Kopwvaiou kai Tng
KaAMiTéXvIdag

They Rested on the
Other Side (they Liked
the Truth), 2022

Aad1 oe kappa

150 x 140 ex.

Euyeviki mapaxapnon
Tng MkaAepi EAévn
Kopwvaiou ka1 Tng
KaAMiTéxvidag

Gesso Primer, 2022
AGd1 ka1 akpuAiké

oe kappd

45 x 50 ex.

Euyeviki mapaxépnon
Tng MkaAepi EAévn
Kopwvaiou ka1 Tng
KaAMITéXVISag

Coca-Cola, 2022

AGd1 ka1 o€ akpuAiké
oe kapBa

40 x 45 ex.

Euyeviki mapaxapnon
Tng MkaAepi EAévn
Kopwvaiou ka1 Tng
KaAMITéXvVIdag

Nike Socks, 2022

Aad1 ka1 akpuAiké

oe kappd

45 x 50 ex.

Euyeviki mapaxapnon
Tng MkaAepi EAévn
Kopwvaiou kai Tng
kaAAiTéxvidag

The Book Reader, 2022
AGd1 oe kappa

50 x 60 ex.

Euyeviki mapaxapnon
Tng Mkahepi EAévn
Kopwvaiou ka1 Tng
KaAMiTéxvidag

AIZTA EPTQON

Poems for Him,
2016-2022
EykatdoTaon

BiBAio A4, Eho
HXNTIKA eyKaTéoTaon

MOYZIKH ZYNOEZH,
NAPATQrH
Anna Vs June

MIZH

Nikog Tpiavrag@UAdou
he came, 1:16

he said he liked me, 2:11
in my bedroom, 1:02
he never let me watch,
2:23

Euyeviki mapaxdpnen
Tng Mkahepi EAévn
Kopwvaiou ka1 Tng
KaAMiTéxvidag

Me-You, 2021

(16 oxédia)
XpwpaTioTd poAupia
oe gehideg meplodikdV
19,5 x 25,5 ex. ékagTo
Euyeviki mapaxadpnon
Tng MkaAepi EAévn
Kopwvaiou ka1 Tng
KaAMiTéxvidag

Sylvia, 2021

Mr. X, 2021

Aleko, 2021

Daniela, 2021

Jane, 2021

Tzouli, 2021
Massimo, 2021
Franco, 2021

Carol, 2021

Marta, 2021

Angela, 2021

Tony, 2021

Mia, 2021

Lorenzo, 2021

Roza, 2021

Michelle, 2021

Poems for Him,

2016-2022
BiBAio pe 32 moifjpata

Man Under the Sky

(he Imagined his Life
Naked), 2023

0il on canvas

230 x200 cm

Courtesy Eleni Koroneou
Gallery and the artist

Kiss (he Was not

One but Two), 2022

0Oil on canvas

120 x 130 cm

Courtesy Eleni Koroneou
Gallery and the artist

Man with Long Hair (the
Wind Has Ceased), 2022
0Oil on canvas

120 x 130 cm

Courtesy Eleni Koroneou
Gallery and the artist

Man with Flowers

(he Confessed), 2022
0il on canvas

120 x 130 cm

Courtesy Eleni Koroneou
Gallery and the artist

The Essence is Real, 2022
0Oil on canvas

140 x 150 cm

Courtesy Eleni Koroneou
Gallery and the artist

They Rested on the
Other Side (they Liked
the Truth), 2022

0il on canvas

150 x 140 cm

Courtesy Eleni Koroneou
Gallery and the artist

Gesso Primer, 2022

0il and acrylic on canvas
45 x50 cm

Courtesy Eleni Koroneou
Gallery and the artist

Coca-Cola, 2022

0il and acrylic on canvas
40 x 45 cm

Courtesy Eleni Koroneou
Gallery and the artist

Nike Socks, 2022

0il and acrylic on canvas
45 x50 cm

Courtesy Eleni Koroneou
Gallery and the artist

The Book Reader, 2022
0il on canvas

50 x 60 cm

Courtesy Eleni Koroneou
Gallery and the artist

Poems for Him,
2016-2022
Installation

Book A4, wood
Sound installation

MUSIC COMPOSITION,
PRODUCTION
Anna Vs June

MIXING
Nikos Triantafillou

he came, 1:16

he said he liked me, 2:11
in my bedroom, 1:02

he never let me watch,
2:23

Courtesy Eleni Koroneou
Gallery and the artist

LIST OF WORKS

Me-You, 2021

(16 drawings)

Colour pencil on paper
19.5 x 25.5 cm each
Courtesy Eleni Koroneou
Gallery and the artist
Sylvia, 2021

Mr. X, 2021

Aleko, 2021

Daniela, 2021

Jane, 2021

Tzouli, 2021
Massimo, 2021
Franco, 2021

Carol, 2021

Marta, 2021

Angela, 2021

Tony, 2021

Mia, 2021

Lorenzo, 2021

Roza, 2021

Michelle, 2021

Poems for Him,

2016-2022
Book with 32 poems
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Tiva Navdh
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META®OPA KAI
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MoveArt
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