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H ABrva tng leppavikng Katoxng

H auMoyn twv pwtoypaicv nou extiBetar oto Petixié T¢api anoteleital and pwioypaieg nou Exouv tpafnxtel anokAeloTIKd
ano leppavols oTpaTITES Kal napouctaZovial yia npatn gopd. Ainyolval EUyAWTIA Kal JE TV MELOTIKGTNTA TOU VIOKOUEVTOU,
OKNVEG ano tnv Lotopia g katoxikng ABvag, ekeivn T yepdtn goBo Kal aipata enoxn.
H B¢aan toug napéxel eniong epéBiojia yia peAém g LoToploypagiag g noAng, nou npoépxetal aneuBeiag péaa and to PAEPUA TOU KaTaktnTA.

Ot eppavol atpaticwteg puwroypdpot yvwpidouv du n ABrva ival yi autolg éva npdoKalpo KatapUylo TwV avVayKWY TU MOAEOU
kaBuwg n petdBean toug oe AMa nokepika pétwna gaviale oxebdv avanopeukn. ' autd pwroypagicouv Ty noAn pe pia paud axebdv anAnotn
Kl évav pako akopeato. MpoanaBolv va aixuaAwtioouv Péoa ato Gy 600 Yivetal NeploadTepeg EIKOVEG Kal KUpwg, exeiveg nou Ba anoteAéoouv
{wnpn avapvnon tng OTPATIWTIKAG TOUG NEPINETELAG. 2T0 HIG0TNIA TWV 42 UNVEV TG YEPHAVIKAG KATOXAG e Ty eAeUBEpia TwV KIVATEWY
Héaa otnv NoAn Kai Kupiwg Ty eeuBepia putoypdpiong nou ouvodeudtav and my oxXetika UKoAN yi" autoUc NpounBEla PToYPaPIKWY UAIKWV
Ba tpaBn€ouv évav noAu peyao apiBud pwroypagiwy pe noikia Béuata. Gualké ndviwg eival, 0t Kupiapxo Béua Twv wtoypagioewy
Ba napapeivel 10 atuNiCapiopévo NoptpETo Twv 1wy aAAd Kal Twv GUVTPOPWY TOUG.

To onpavtkéTePo PEPOS aUTLV TwV puwtoypapioewy, Ba e§aviAnBel oug avapvnotikég pwroypaieg te auvnBiopévo @ovio tv AkpdnoAn
kal 1a GMa katdonapta apxaia pvnpela. AAG kat atn oknvoBetnpévn napéhaan g 3ng Maiou 1941 unpootd and to pvnelo
ToU Ayvwatou Xtpatiwn, e Tov otpatnyé Bikxehu Aot atnv e€€pa. Kal aképa otig Acwpdpoug kal i nAateleg tg noAng, to EBvikd KoAupBntiplo
Kal 10 kapougAapiopévo MavaBnvaike Ytddio, 1a 10topikd ktipa g 0doU Mavenotpiou, kat BEBata atoug AoUotpoug
Kal aToug MAavOBIoUG MIKPOEUNOPOUG e Ta epnpepa epnopelpata otnv 06 ABnvdg kat 1o Movaotnpdk.

MepIKEG and AUTEG TIC PWIOYPAPIES, AV KAl MPOEPXOVIAL ANd EPACITEXVES PLITOYPAPOUC, Oeixvouv va auvodelovial and KAAMTEXIKES aglwoElS.
Ot ibtot pnopei va pn Bacavidovtav and v eupovh 1ou KaAexvikoU anotehéopatog. Natooo ot elkdveg toug eival e€atpetikd kaBapé,.
lowg ywati n néAn g ABrvag, akdua kal oe Keivn T ogepn naxn, dlatnpouae T APy Kat th YONTEUTKN QUBLOYVWHIa TG
Wote va npokahel 1ov pwtoypapikd pako. MoAltpog cUPHaxog 10 Aapnpo attikd Quwg,.

Ot puwroypaoies twv Meppavav atpatiwtwv anoteholv éva efalpetikd evblagépov Uvoho kaBwg pag Napéxouv GNPAVIIKG OTOIXELD yia Ty
avdnhaon g ewovag g ABvag oe Keivn T pakpvn enoxn. ANOONACHATIKNA EVOEXOPEVWS GNUAVTIKA GUWG YLa TV LoToploypania
g NoAng. lowg yI' autov Tov Adyo autég ol pwtoypapieg va eival noAutpeg. 0duvnpd ndviwg aviaAaypa yla v Katoxikn fappapdntal

Bupwv Mntog
JuMéxnc

The Athens of the German occupation

The collection comprises photographs taken exclusively by German soldiers and are being exhibited for the first time.
With the persuasiveness of a document, they eloquently convey scenes from the history of occupied Athens, a period of fear and blood.
Their viewing also provides a great stimulus for the study of the city's historiography, originating directly from the occupier's gaze.

The German soldiers amateur photographers are aware that Athens could be for them a temporary haven from the needs of war,
as other war fronts were open and a transfer to them appeared to be most inevitable. That is why they photograph the city with greedy eyes
and an insatiable lens. They try to capture on film as many images as possible and particularly those which will constitute a vivid memory
of their military adventure. In the 42-month period of German occupation and having unrestricted freedom to move around the city and mostly
to photograph, in combination with a relatively easy access to photographic materials, they will take a very large number of photographs
with various themes. As expected, the dominant subject matter of the photographs remains the stylized portrait of themselves and their comrades.

Most of them are commemorative photos at the Acropolis and the other ancient monuments, but also views of the staged parade of 3rd May
1941 in front of the Memorial of the Unknown Soldier and General Wilhelm List. Moreover, views of the city's avenues and squares, the National
Swimming Pool and the disguised Panathenaic Stadium, the historic buildings on Panepistimiou Street, as well as scenes with bootblacks, street
vendors, and speculators with their ephemeral merchandise and transactions on Athinas Street and the area of Monastiraki.

Even though taken by amateur phatographers, some of these photographs seem to have an artistic character.
The photographers themselves may not have been tortured by the obsession for an artistic result.
Their images, however, are exceptionally clear. Maybe because even in those bleak times,
the city of Athens maintained its grandeur and captivating character, thus attracting the photographic lens,
avaluable ally being the bright light of Attica.

The photographs of the German soldiers constitute a highly interesting ensemble as they provide us with elements for the reconstruction
of the image of Athens in that distant period, a fragmented image, surely, but of such importance for the city's historiography.
And maybe that is why these photographs are valuable. A painful return, however, in exchange for the occupation barbarity!

Byron Metos
Collector



Me 10 tevo BAEppa

Akopn Kat Peta ané oktw dekaetieg xpelddetal avioxn yia va delg «Me 1o BAéppa tou katakinty thv NdAn gou. H ABrva g Katoxng péaa
and t pwtoypan cuMoyn tou e€aipetou aUMEKTN K. BUpwva Mitou pag npoopépel pia nholala og BEpata, npéowna, KaTaoTAoEL Kal
neploxég tng noAng aioBnan g 6UoKoANG ekeivng NePLOdOU. L€ pia €NOXA MOU N €IKOVA OUXVA KUPLAPXEL WG aVIKEIWEVIKN Bewpnon g
npaypatketntag, epeic akohouBoUpe anoppopwviag T PAEUHA Twv OTPaTIWTWY Twv duvdpewv Katoxng, dnAadn pia noAl ouyKekpipévn
UNoKelpevIKN patd. Avadntolpe Ty anotlnwon Twv OKEWEWV Kal Twv ouvaloBnudtwy twv otpatiwtwy nou Bpébnkav otov tono autd
OUMPETEXOVTAG O Pia NOAEPIKN enixeipnan, akoAouBoUpe o Brpa Kat Tig NIAOYES ToUG, avakaAUnTovtag T Toug KIvel Kat Tt tpadel v
npoooxn Toug o€ pta ndAn aav v ABva.

H ékBean avabeikvUel tov péno nou BiwBnke n nepiodog g Katoxng and toug atpatiwreg tou I Paix, 6nwg anotunwBnke and 1o pwtoypapid
®akd toug. 01 avdpeg autoi exnatbeutnkav ag eva nepiBaov apxatohatpiag kat o pia 1beoAayikn atpoogalpa nou Bewpouoe toug leppavols
abeApous twv (apxaiwv) EMAvwy, eva toug MaAoug anAwg eyyovolg twv Aativwv. Enopévag kouBalolv o 6éog yia toug Apxaioug, aAAd
Kal v nepippovnTkn patd otoug vedtepoug EAnve. Ooo kal va pag gaivetal napa€evo, n katoxikn KukAogopia twv feppavwv otpatiwitwy
otnv EA@Ga eixe pia popen otpatiwtikol touplopod. ANwoate and mv kéAaon tou naywpévou AvatohikoU Metwnou, 1o va BpeBei évag
elkoadxpovog leppavog otnv ENaGda htav {nAeuth elvola. Owroypagidouv Aotndv ol GTPATIWTES Kat OTEAVOUV TIC PWIOYPaAPIES OTa onitia
T0UG. Aev pnopouv va ypdwouv Adyw Aoyokpioiag Tt OKEPTOVIaL, TO OTEAVOUV e EIKOVEC. EpaOITEXVIKES Kal EnayyEAUATIKES PWTOYPaIE,
aMd Kal IETaYEVEDTEPES aVATUNWOELG OUVBETOUV ToV NOIKIAGPOP®O Koppo Tng €kBeang. ANG n ékBeon dev nephapBavel povo pwroypagieg
Tpapnypéveg 1iwtkd aMd kat pwioypapieg and  Movada Mponayavdag, nou Béhouv va bei€ouv Tov napddelao tng yeppavikng Katoxng
otnv EMada. H pwtoypagia atoug noAépoug eival noAepiko epyaAeio. Apkel va BupnBolpe 1¢ pwtoypagieg twv NEvacpévwy nadlwy tov
Xelpwva tou 1941-42, ot onoieg otdABnkav napdvopa oto €wtepikd Kal npokdaAeoav éva epdatio KUPa aAnAeyyung otnv EAAGSa, nou
BonBnae otnv anootoAn TPOPiwY wate va avupetwniotel o Aipog. Enopévwg, ot pwtoypaies nou BA¢noupe BonBolv va katavonooupe
nou Kat nwg eatiaoav ol KaTaktntég to PAEupa toug oty EAAGGa kat toug EMnveg v nepiodo g Katoxng, T enéAe€av va bouv 1dlwtkd kal
1 va npoPaAouyv dnpdata. Tautdxpova ot pwioypagies Betouv pia aelpd and epwtnyara. MNoteg NAEUPES Npotiunaav va apnoouv a0PaTeS;
Mg n patolotkn 1beoAoyia eowtepiKeUetal kal anotunwvetal, pntd h undppnta, oG PWIoypadies; Mwg ot pwioypaie auteg padl e
TG HETaYEVEDTEPEG AVATUNWOELG Xpnoipeuaav yia va ouykpotnBolv kovatnteg pvnpng; Kat téhog, nwg anotéAeoav evBUpLa TwV VEVIKWY
XPOVWV TWV OTPATIWTWY Kal Tautdxpova tng nio dpapatikng neptédou g olyxpovng Lotopiag g Eupwnng;

Auté 1o aoUpBato dinoAo, and  pia 1o PAEuPa Tdowv VEwv avBpwnwv niow and Tov pako Kat ane tnv GAAN o anotpontacpeg Kai o Bavarog,
and tn pia n vootaAyia yia to onitt Kat v olkoyeveld Toug Kat and v dAn n Bia kat n viponn, eival pia noAunAokotnta, n onoia dUokoAa
HUNopoUpE va VILooUpE 6Tt pag agopd. Tautéxpova, wotdao, pag fonBa va doupe ty tetpiupévn nAeupd tou vadiopoy, va Suwaoupe NEPIEXOHEVO
otnv kaBnpepvotnd tou. Eva nepiexdpevo nou dev eival ndvia oo anotpdnato Gavtalduacte, nou UNopel va exel kat avBpwniveg NASUpES.
AvBpwniveg nAeupég, 6w, nou ae tinota dev epnodioav tnv eniBoAn Tou andAutou KakoU akdun Ki tav aneuBivouv Tpupepd onpelwpata
Kal aQIEPCELG OTO NIoW PEPOG TV PWTOYPAPLWVY.

10 anpepivh ouykupia, e napdpoteg 1beoroyieg va avaPiwvouv naviou otnv Eupwnn, n ékBeon auth pag gépvel avipétwnoug pe v
Kolvotonia tou kakoU. Méoa and tnv ontikh Tou avanapdotaon €xoupe TV EUKalpia va UNAoUTIOOUPE TV LOTOPIKNA WaG VAKN Kal va
OKeQTOUPE NWG 0 patalopdg, dMote opatég kal aAote AavBavwy, avanapdyetal Kat 6pa unodépla péca atnv Kovwvia, otig KaBnpepiveg
MPAKTIKES Kal TNV KOUATOUPa Twv Kavovikwv avBpwnwv. Mwg 1o pioog unopel va eupIAoXwpEi Kal aTig Mio EIPNVIKEG EIKOVES HIaG PEPAC HE
Aakdda, kovtd ota apxata epeinia nou npokaAouv tov Baupacpd, oty avépeAn BoAta twv avBpwnwvy.

Me autég TG okéwelg, euxaplatoUpe Tov CUMEKTN Kal Toug BlopyavwrES yia auth v 1000 evblagépouaa ekBean nou yivetal atov ePPANpaTkG
xwpo tou Oeuxe Tlapi, evog pvnpeiou ptag GAANG katdktnong otnv kapdid g khaotkng ABhvag, npdypa nou pag odnyei o€ AAEG 1OTOPIKES
avahoyieg kat pag paBaivel 6t n katdktnon dev eivat noté naviotvh. Ag doupe Aondv ta Sk pag pe 1o évo BAEppa, nou o ekNANaoEL 6tav
avakaAuntelg 6t dev elval noté eviehwg E€vo, atov BaBuc nou eival éva avBpwnivo PAEua, péoa oto onoio pwAiade n aneiin.

Mupaivn Zoppnd
Ynoupydg MoAitiopou kat ABAntigpoU



Through a foreign gaze

Even after eight decades, it takes some courage to see your city “through the occupier’s gaze”. Athens during the Occupation, through the
photographic collection of the exceptional collector Byron Metos, offers us some sense of that difficult period, rich in themes, faces, situa-
tions and areas of the city. In an era when the image often dominates as an objective view of reality, we follow the gaze of the soldiers of
the occupation forces, that is, a very particular, subjective gaze. We seek the depiction of the thoughts and emotions of the soldiers who
found themselves in this land, participating in a theatre of war, we follow their rhythm and choices, discovering what draws their attention
in a city like Athens.

The exhibition brings forth how the occupation period was experienced by the soldiers of the Third Reich, as depicted through their photo-
graphic lens. These men had been trained in an environment that glorified antiquity and within an ideological atmosphere that considered
the Germans as being brothers to the (ancient) Greeks, with the French being mere grandchildren of the Latins. Therefore, they held awe
for the Ancients but also contempt for the modern Greeks. Strange as it may seem to us, for the German soldiers, traversing occupied
Greece was a form of military tourism. Besides, for a twenty-year-old German to come to Greece after the hell of the freezing Eastern Front
was an enviable improvement. And so, the soldiers took pictures and sent them home. Due to the censorship they couldn’t write down
their thoughts, thus they described them with images. Amateur and professional photographs, and also later reprints, make up the varied
body of this exhibition. Yet, the exhibition does not solely include private pictures but also photographs by the Propaganda Unit, who want
to portray the paradise that was the German occupation in Greece. Photography during wartime is a tool of war. Suffice to remember the
photographs of hungry children, during the winter 1941-42, which were illicitly sent abroad and caused a huge wave of solidarity towards
Greece, expressed through humanitarian aid to help alleviate the famine. Hence, the photographs we see are helpful in understanding
where and how the conquerors’ gaze was focused on Greece and the Greeks during the Occupation, what they chose to see privately and
what to put forward publicly. At the same time, the photographs set a series of questions. Which aspects did they choose to leave invisible?
How is the racist ideology internalized and depicted, overtly or implicitly, in the photographs? How were these photographs, together with
the later reprints, used to construct communities of memory? And finally, how did they become souvenirs of the soldiers’ younger years
and, at the same time, of the most dramatic period of Europe’s contemporary history?

These incompatible opposites, the gaze of so many young people behind the lens on the one hand, and horror and death on the other,
nostalgia for their homeplace and families on the one hand and violence and shame on the other, is a complexity which, we can feel, hardly
concerns us. At the same time, however, it helps us to see the mundane side of Nazism, to ascribe content to its everyday life. Content
that is not always as abhorrent as we imagine, that can also have a human side. A human side, nonetheless, that did nothing to stop the
enforcement of pure evil, even while they address tender notes and dedications on the rear of the photographs.

Today, with similar ideologies being revived everywhere in Europe, this exhibition brings us face to face with the triviality of evil. Through
its visual representation we have a chance to enrich our historical memory and reflect on how racism, sometimes visible and other times
dormant, is reproduced and acts subcutaneously within society, in everyday practice and the culture of regular people. How hate can inhabit
even the most peaceful images of a day in the sun, close to some awe-inspiring ancient ruins, on a carefree promenade full of people.

With these thoughts, we would like to thank the collector and the organizers for this exceptionally interesting exhibition which is hosted
in the iconic space of the Fethiye Mosque, a monument of another conquest within the heart of classical Athens, which leads us to other
historical analogies and teaches us that conquest is not always forever. So, let us gaze upon our own dominion with foreign eyes, and
we may be surprised to discover that it is never entirely as foreign a gaze as we believed, insofar as it is a human gaze, within which the
menace was nesting.

Myrsini Zorba
Minister of Culture and Sports
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H aAnBela eival nwg av kaveig entokepBel v €kBean, xwpic va EEpel ek Twv npotépwv Tt Ba aviikpioel, o Tithog TG Epxetal oe avtiotign e T
Bepatohoyia twv pwroypagiwv. O tithag, popTiopévog NOAITKG Kat 15E0AaYIKA, eival 0 napdyoviag nou YEIWVEL TOV avunowiaoTo eNoKEN,
unevBupidoviag v kateUBuvon, Ty avaditnon ota ekBEpaTa evog vonuatkoU vapatog nou dev eivat aAo and to {8go tng Katoxng. otdao
0l EIKOVEG AMOTUNWVOUV NEPLOOATEPA enineda Kat YaAiota pe vav tpono acuvnBiato, alpetikd ev noAAoig yia Toug neplacotepoug. MNapouald-
{ouv otypég Tng Lotopiag epBAnuatikwy tondonpwy g ABhvag, noMd and ta onoia apxaia. Eival pdptupeg kaBnuepveov Npoownikwy
aMG kat eBvIka 1oToplkwv otiypv. ANeG ot aAnBela kat AAeC palvopevikd auBAPUNTES, TEKUNPLLVOUV NAVIWG 0APWG HIa NPAYUATIKOTNTA.
Mia npayuatikétnta n onoia oav petadebopéva nhektpovikoU apxeiou, anooagnvidetal NANpwE Péaa ané tnv (otopia twv Blwy twv
DPWTOYPAPIWV WG AVIIKEIPEVWY, TG (B1ag T nopeiag autng tng cuMoyAg, n onoia, apou ouotBnke otn leppuavia, pépog tng NwANBnKe
Katontv atov Bupwva Mnto.

KaAwaoopidoupe kal atnpidoupe autd to exBeatakd eyxeipnpa nou oxediaoe kat uhomolel n AietBuvan Nedtepng Mohotiking KAnpovopdg,
oe €va pvnpeio g 0Bwpavikng Meptadou nou diaxelpidetat n Epopeia Apxatottwv g MoAng twv ABnvav. To Ynoupyeio MoAmapou kat
ABAntopou evBappuvel npwrtoBoulieg avayvwang kat avaynAdplong tou napeABéviog aav ki auth. Mpooeyyioelg nou aglonotolv apxelakd
UAIKO UploTng 10TOPIKNG onpaciag, péoa oe éva povadikd pvnpeio, o évav avunépBAntng aglag apxaloAoyiké Xwpo Kal MPoTPENOUV O€ Lid
dlapopetkn enikovwvia pe Ty kKAnpovopid, TIG NPOsWIKES LoTopieg Kal TV aglonoinon Twv apXelaKwy TEKUNPIwV.

Ap Mapia Avopeaddkn — BAaddkn
levikn [pappatéag
Ynoupyeio MoAitiopoU kat ABAntiopoU

The truth is that if one visits the exhibition without knowing in advance what they shall encounter, the title appears to contrast with the
themes of the photographs. The title, being both politically and ideologically charged, is the component which reminds the unsuspecting
visitor of the direction, the search among the exhibits for a conceptual thread which is none other than the darkness of the Occupation.
However, the images unveil more levels and actually, in an unusual manner, are heretic for many to a great extent. They present moments
in the history of iconic landmarks of Athens, many of which are ancient. They are witnesses to moments that are personal and everyday
but also nationally historic. Some truly and some only apparently spontaneous, in any case they clearly document a reality. A reality which,
like the metadata of an electronic file, is fully clarified through the history of the photographs themselves as objects, of the journey of this
collection itself, which, after being composed in Germany, was later sold in part to Byron Metos.

We welcome and support this exhibition endeavour, designed and implemented by the Directorate of Modern Cultural Heritage, hosted at a
monument of the Ottoman era, managed by the Ephorate of Antiquities of the City of Athens. The Ministry of Culture and Sports encourages
initiatives for reading and revisiting the past such as this. Approaches which employ archive material of the utmost historical significance,
at a unique monument, at an archaeological site of insurmountable value and encourage a different communication with heritage, personal
histories and the utilization of archive documents.

Dr Maria Andreadaki-Vlazaki

Secretary General
Ministry of Culture and Sports



Ti npoogépel pia €kBean pwtoypagiwv nou tpapngav feppavol
otpatiwteg otn didpkela g Katoxng otnv ABhva;

Otpwroypagieg tng cuMoyng tou Bupwva Mitou dev eivat ta suvnBn pwrto-
YPOIKA 10TOPIKG TeKUNpLa, ota onoia o Beatig BAENeL va anotunwvoval
ONHAVTIKEG OTIYRES eKelvng Tng neptddou. And auth t okonid eivat paMov
adlapopeg. Autd nou TG kdvel NoAU evblagépouaeg eival akpIBwG auth n
anouoia tou onpavtikou. Aev JaptupoUv tov ndAepo A th pdxn, oUte kav and
v nAeupd twv lepuavwv oTpaTwtwy, 6nwg dev Japtupolv T GUcKoAn
kaBnpepvotnta twv EAAvwy oty Katoxn. Me 1§ olwnég toug ota nio
OUVTOPOKTKA YEYOVOTa TG €MOXNG, wotdao, Maptupolv adldyeucta éva
npdypa: v €lkéva g antintng Béppaxt nou npoéBake n vadlotkn
nyeoia ota petonioBev kal pe v onoia nBeAe va neibet yia  ouvéxion tou
MoAépou, €I0IKG Katd T OIAPKELD TwV EMIXEIPNOEWY OT0 PWOIKO PETWNO
(kL dewn ATta Nou UNEoTN eKel).

H éxkBeon avadeviel Ty eowtepikeuan g ykepneAikAg nponaydvoag
ano 10U oTpaTicteg. Eva VEWTEPIKA —Y1a TV ENOXA— XONL, N EPACITEXVIKN
pwroypagia, evBappUvetal oUOTNUATIKA Kal EMOILKETAL Va Yivel AdiKo:
PINVEG PWTOYPAPIKEG UNXAVEG TOENNG Kal GTNVA UAIKA extinwang dia-
TiBevtat otoug pavidpoug, £1al Wate autol va dnploupynaouy éva peyaho
Kal 0pOIOLOP®O avapvNoTikG AeUkwpa g dUvapng Kat g e§anAwang
g vadiotikng leppaviag. Ot eikdveg nou atéAvouv atoug IKoUg Toug —aANG
Kal 0l avapvnaelg nou Ba éxouv PETd tv ENLoTPoeN ToUg and o Petwno—
éxouv dnptoupynBel pe tn oknvoBetkn enifAeyn tou pnxaviopol npo-
naydvéag nou kaBodnyouoe o T. TkéuneAg. To éviovo evblapepov Kal n
avdpel€n tou oe kaBe T nou aopoUoe TV EIKGVa Kal TOV KIVNHATOYpaApo
elval eupéwg yvwotd Kai pehetnpéva. H ékBeon pag divel  duvatdmnta
va doUpe 10 n6oo dielduTIKA Ntav T PEoa Mou Xpnatyonoinge, ndoo
Babia ntav ta anotunwpata g NOAITKNG ToU.

Mati n AietBuvon Nedtepng MoAitiotikng KAnpovopidg evoiagépetal
yla v ékBean Twv PWToYPaPIWY AUTWVY;

H AINETIOK ano6idel 1diaitepn éupacn atnv e€oikeiwaon twv naibicv kat
v eQnPwV e Toug PnxaviopoUs napaywyng g elkévag, otabepng h/kat
KivoUpevng, otnv evBAppuvan g KPITKAG TOUG MPOCEYYIONG O UTAV.
‘Exoupe dnpioupynael exnatdeutkd npoypdppata nou aglonotoly o eBvo-
YPOPIKG VIOKIOVTEP Yia Ty avadelgn g GUANG NoATLoTIKAG KAnpovopidg
Kal, TAUTOXpOVAG, EVIOXUOUV TV Katavonan Twv naiblav oe 6,1 apopd tov
onTikG noAttiapé nou ta nepiBaMet, kaBuwg unaivouv ta idia otov poAo ou
aknvoBén kal KataAaBaivouv Blwpatika mAéov  dUvapn Kat T duvapiki
NG NAPaywyng tg ekovag. H unodetypatikn EKBEon Tou TUAKATOG TG GUMo-
NG Tou k. Bupwva Mhatou nou apopd t Beacahavikn, ato Mouaeio BuZavivou
MoAmapou tng néAng, nptv dUo xpdvia, pag wBnae va pépoupe Kat va exBé-
goupe atnv ABAva 1o avtiotolxo TRPa g cUAGYAG nou apopd thv noAn,
ndvta pe  ouvepyasia v otehexwv tou MBI nou enpeAiBnkav v
apxIKn €kBean kal toug onoioug euxaplatoUpe Beppd.

Mati pia pwrtoypagikn ékBean ato Oeuixié Tap;

AiaNé€ape va ekBEdoupe To Tunpa TG cUMOYAG Tou K. Bupwva Mhatou nou
agopd v ABrva oto Qetixié Tapi, didti 1o (dio autd pvnpeio (to wapi tou
MopBnt) eivat euBAnpatikd dnptoUpynpa pag naNidtepng ENOXNG KATAKINGNG
¢ ABrvag, tng oBwpavikng. Ot entokénteg g ékBeang €xouv T duvaTtétnTa
va bouv arov 610 Xawpo, AMG avTIoTIKTIKG, KANoloug and Toug Tponoug npoBoAng
Kat KaBiépwong Twv oTPATIWTIKWY KATAKTNOEWY, 6nwg autol exppddovial
0¢€ HlapOPETIKE ENOXES Kal e dlagopetikg péaa. Euxaptatolpe Bepud tnv
Egopeia Apxatottwv g MEAng twv ABnvev yia Ty napaxwpnan 1ou Xwpou
kal yla ™ BonBeta katd  Sidpkela g ékBeang.

ItaupouAa (Bilu) OwtonoUAou
Mpoiotapévn AletBuvong Nedtepng MoAatikng KAnpovopidg

What does an exhibition of photographs taken by German
soldiers during the Occupation in Athens have to offer?

The photographs from the Byron Metos collection are not the typical his-
torical photographic documents, where the viewer sees, imprinted, very
important moments of that period. From this perspective they are rather
uninteresting. What makes them very interesting is exactly this absence
of the important. They do not speak of war or battle, not even from the
German soldiers’ side, just as they do not tell of the difficult daily life of
Greeks during the Occupation. With their silence towards the most stirring
events of the time, however, they irrefutably tell of one thing: the image of
the invincible Wehrmacht which the Nazi regime projected on the home
front, and which served to promoate the continuation of the war, especially
during the operations on the Russian front (and the tremendous defeat
they suffered there).

The exhibition projects the internalization of the Goebbelsian propaganda
by the soldiers. A novelty hobby (for the time), amateur photography, is
systematically supported and is encouraged to become popular: cheap
photographic pocket cameras and printing materials are put at the dis-
posal of the soldiers, so that they create a large and uniform souvenir
album of the power and expansion of Nazi Germany. The pictures sent
to their friends and family —but also the memories they will have after
they return from the front— have been created with the directorship and
oversight of the propaganda machine guided by Goebbels. His intense
interest and involvement with anything pertaining to images and cinema
are widely known and studied. This exhibition gives us the opportunity to
see how pervasive the means he used were, how deep the imprints of
his policy were.

Why is the Directorate of Modern Cultural Heritage interested
in the exhibition of these photographs?

The Directorate places particular emphasis on the familiarization of chil-
dren and young people with the mechanisms of image production, static
and/or moving, and the encouragement of their critical approach to it.
We have created educational programmes which utilize ethnographic
documentary for projecting intangible cultural heritage and, at the same
time, reinforcing the children’s understanding of anything concerning the
visual culture that surrounds them, as they themselves take the role
of the director and experientially understand the power and dynamics
of image production. The exemplary exhibition of part of Byron Metos'
callection concerning Thessaloniki, at the Museum of Byzantine Culture
two years ago, urged us to bring to Athens and exhibit the relevant part
of the collection that concerned this city, always in collaboration with the
staff of the MBC who curated the initial exhibition, and whom we warmly
thank.

Why a photographic exhibition at the Fethiye Mosque?

We chose to exhibit this part of Byron Metos' collection pertaining to Athens
at the Fethiye Mosque, because this monument (the Conqueror's Mosque)
is an iconic creation of a previous period of occupation of Athens, the
Ottoman occupation. The visitors of the exhibition have the opportunity
to see in the same space, yet in counterpoint, some of the manners
of projection and enforcement of military conquest, as they have been
expressed in different times and through different means. We warmly
thank the Ephorate of Antiquities of the City of Athens for granting us the
space and for their help during the exhibition.

Stavroula (Villy) Fotopoulou
Director of the Directorate of Modern Cultural Heritage
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To Mouaeio BuZavtivou MoAitiopou, éva alyxpovo avBpwnokevipiké pouceio, oxedidlel kat uhonolel, Yeta€u GAwv, 6pdaeig nou npodyouv
v euaioBntonoinon tou Kolvou oe {nthpata (otopiag, NOMTOTIKAG KANPOVOILAS Kat TEXVNG, avadelkvuovtag Tov pOAo ToU wg EUNVEUCTA Kal
Kivntipla 6uvapn tng dnpokpatiag, tng exnaideuang kat g 6a Blou paBnang. Apdoeig nou PwTidouv NapapeAnpéves h NAPayVWPIOHEVES
MTUXEG TNG 10TOP(ag Kal Tou NOAopOU Pag, Mou NpoakaAoUv Kal npokaAouv Tov ENIOKENTN yia HLAPOPETIKEG NPOCEYYIOEIG KAl AVAYVWOELG
and b1aQopeTKES oNTKES Ywvieg, avadevuovtag napdAAnAa dyvwaoto npwtoyeves UAKG péaa ano  dlopydvwaon neplodikwy ekBeaewy,
EKNAIOEUTIKWY Kal NOAITIOTIKWY YeyovoTwy, Nou aneuBuvovtal Oxi pévo oto eldikd aAAd kal oTto eupUTePO KoIvO.

210 nAaioto autd, petd t enttuxnpévn dlopydvwan g neplodikng ekBeang tou Mouoeiou pag «Zto nepiBupto tou noAépou: H Beaoalovikn
¢ Katoxng (1941-1944) péaa ané i pwroypagikn cuMoyn Bupwva Matou» 1o 2016 kal twv napdAMnAwv ENOTNHOVIKWY Kal EKNAIGEUTIKWY
dpdoewv nou tn ouvedeuaav (G1eBvng npepida, atpoyyulég Tpdnedeg, eKnalbEUTIKG NPoypApKATa), EXOUE T Xapd va ouvepyalOuaoTe pe
™ AietBuvan Nedtepng MoAimotikng KAnpovoptdg, yia va napousidooupe and kovol éva GAo tunpa g e§aipetikd evblagépouaag Kal
ondviag cuMoyng Tou MAtou nou agopd auth th eopd tv ABhva ekeivng g neptodou. Tnv EkBean, ektdg and tov ava xeipag katdAoyo, Ba
nAatolwoouv napdAAnAeg dpdaelg, dnwg ouvePn kal ot BeaoaAovikn.

Bepueg euxaplotieg yia v dyoyn cuvepyaaia Kat 1o aptio anotéAeopa ekppdlw atoug ouvadéAgoug pou atn AlelBuvon Nedtepng MoAitiotiking
KAnpovopidg kat ato Mouaeio BuZavuivou MoAhtapou, oty Egopeia Apxatothtwy tng MoAng twv ABnvav yia v kdBe idoug unootpién
kal piho€evia g ékBeang, kaBwg Kat oe GAoug Tou auvepyaldpevoug Pope(g, xopnyoUg Kal unootnpPIKTES. Ta Bepud pou ouyxapnthpta yia
aMn pia popd otov UMEKTN, K. Bupwva Mnto, yia v npoopopd tou otn dlathpnon Kat d1adoon g NOATOTIKAG Hag KANPOVOIAS Kal TG
oUMOYIKAG PvAPNG. Me tv uxn yia elpnvikn cuvinapgn, oupPiwon kat ouvepyaaia twv Aawv. KAMIA ANOLTPO®H MAEON.

Ap AyaBovikn Toilindkou
Mpoiotapevn AiguBuvang Mouaeiou BuZavuvou MoAmopou

The Museum of Byzantine Culture, a contemporary anthropocentric museum, designs and implements, among other projects, activities
which advance public awareness on issues of history, cultural heritage and art, embracing its role as an inspiring institution and driving
force of democracy, education and life-long learning. These activities shed light upon neglected or forgotten aspects of our history and
culture, they invite and provoke the visitor towards diverse approaches and readings from different perspectives, simultaneously bringing
to the foreground previously unknown primary material through the organization of temporary exhibitions, educational and cultural events,
not only addressed to specialists but also to the wider public.

In this context, after our Museum'’s successful temporary exhibition “On the Margins of War: Thessaloniki under the German Occupation
(1941-1944) through the Photographic Collection of Byron Metos” in 2016 and the parallel scientific and educational activities that accom-
panied it (an international conference, round tables, educational programmes), we have the pleasure of collaborating with the Directorate
of Modern Cultural Heritage in order to present together another segment of the exceptionally interesting and rare Metos collection, this
time concerning Athens during that period. The exhibition, apart from the present catalogue, will be framed by parallel activities, as also
happened in Thessaloniki.

| would like to express my warmest gratitude for the impeccable collaboration and the wonderful outcome to my colleagues at the Directo-
rate of Modern Cultural Heritage and the Museum of Byzantine Culture, the Ephorate of Antiquities of the City of Athens for all their support
and for hosting the exhibition, as well as all the collaborating institutions, sponsors and supporters. My warmest compliments, yet one
more time, to the collector, Mr. Byron Metos, for his contribution to the preservation and diffusion of our cultural heritage and collective
memory. With a wish for peaceful coexistence, symbiosis and cooperation of all peoples. END THE DISCORD.

Dr Agathoniki Tsilipakou
Director of the Museum of Byzantine Culture



Me 10 BAEpa
TOU KOTOKTNTA:
OKEYELG

0 TN H okéwn yia v napoloa ékBean

UOUOElO)\OYlKh UE)\ém §ekivnoe tov Mdio tou 2016 6tav

, oteAéxn tng AlelBuvang Nedtepng
WIS EKBEOHC Mohittotikng KAnpovoptdg yvawpt-
oav tov oUAéKTn Bupwva Mito kat tnv e€aipetikn gulhoyn
tou. Eixe nponynBei n entuxnpévn €kBean tou Mouactiou
Bulavtivou TMoAwtiopou yia 1o tpnpa tng ouMoyng nou
apopouae tn Beooalovikn (10 OeBpouapiou 2016 £wg 21
Maiou 2017), kaBwg kat n 61eBvng dinpepida «Avanapaotd-
oel1g tng Katoxng: pwtoypagia, totopia, pvapn» (8 Anpihiou
2016), nou enixeipnoe va Qwtioel Ti¢ NoAAANAEC NTUXEG
Nnou avtioToIxeg pwToypapIkEG auAOYEG napouatdouv!.

H auMoyn tou Beaoaovikiol Bupwva Mitou eouddet oto eibog nou
ouxvd anokaAeital «noAepIkn pwioypagian, e enikevipo toug duo
Maykoopioug MoAépoug. Mépog g ouloyng autng nepihapfavel
PWToYPaPies Meppavewy aTpaTiLTwY, MoU UNNPEOAV T OTPATIWTKA
10U Bntela otnv ENA6a katd t didpkela tng vadioTiKNG KAToxXng
(1941-1944). H 1otopia anokmnong Twv TEKUNpiwv autwv napouatadel
1iaitepo evbiagépov. Onwg pag agnyeital o (610G 0 GUANEKTNG, 0l puwto-
YPaieg auTéG ouveAEYNOav CUOTNUATIKG ano évav [epuave atpaTiwt,
0 onoiog katd tov B Maykéapto MoAeyo unnpénae ata BaAkavia og
UYELOVOIKA unnpeaia tou atpatol. Enotpépovtag petd tov ndAepo
ot lepuavia dpxioe va avadntd pwIoypapieg Twv NEPLOXY, ano TG
0roieg ixe NEPATEL, EPXOUEVOG OE ENAPN LE NMPWNY CUOTPATIWTES TOU.
Metd tov Bavard tou, n cuMOoyn 10U NEPATE ota XEPLA NG KOPNG ToU, N
onoia ota An g dekaetiag tou 1980 noUAnae otov Bupwva Mito to
Tunpa g ouMoyng nou apopouae Ty EAAGSa, dnhadn neplocdtepeg
and 3.000 pwroypagieg, exppadoviag napdAnAa v eniBupia va
dlatnpnBei n avwvupia g olkoyevelag.

H 1otopia tng ouMoyng Mntou eivat apketd ouvnBiopévn. KaBuwg ot
teheutaiol autONTeg PAPTUPEG Tou MoAEUOU Kal Tou OAOKaUTWUATOG
neBaivouv, ekatovidoes IBIWTIKEG PWTOYPAPIKEG GUMOYES OTRATIWTWY
avaoupovial and ouptapta, unodyela n coPitec2. Yug XINAdes autég
PWTOYPAPIES Ol EIKOVES TV EYKANUATWY Kal EKTEAETEWY oUVUNAPXOUV
HE OpadIKG NOPTPETa OTPATIWTWY Kal GAEG «aVWBUVEG», TOUPIOTIKES
Ba Aéyape Ayerc. MoMég and autég, Xwpig Neparépw otoixeia, nwAou-
vial o€ unaiBpieg ayopég N oe dnuonpaoieg oto dladiktuo, pe ToUg
aYOPAOTEG TOUG Va napapévouv ouxvd aveovupiol. H oulMoyn avaloywy
evBupnpdtwv Sev neplopidetal oToug CUMEKTEG PWTOYPAPILV MOAEUOU,
aM\d eviote nepidapBaver kat onadolc v veovadioTIKWY TAcEwWY N
KON Kal KalpooKANougs.

Tetole pwtoypaieg Gpxioav va anoteAolv Kat avIIKelpevo €peuvag.
'HOn and ta péoa g bekaetiag tou 1990 n PWToYPAPIKN Napaywyn
tou " Pdix tonoBeteital ato enikevipo Péoa and euPANPATIKES ekBE-
oelG pe Bépa 1a «EykAnpata g Béppaxty, evad v enopevn dekaetia
0l MPWIEG aUTEG eKBETEIG MoU agopoucay Ty Napaywyn twv Mova-
duwv Mponaydvbag napaxwpnaav ™ Béan toug o€ exkBEeIg nou eatialav
0NV EPAOITEXVIKN PWTOYPaPia. XapakInplotkn ivat n neplodelouaa
¢ékBeon “Fremde im Visier-Fotoalben aus dem Zweiten Weltkrieg” (=évol
ot0 enikevipo-Owtoypa@ika aAunouy and tov Aeltepo Maykdopio
M6AEW0), MOU NAPOUGIAOTNKE O€ NOAEG eupwnaikég noAeig and o 2009,
WG anoTEAED|A 0UOLAOTIKA TOU EPELVNTIKOU MPOYPAUKATOC MO Opyavw-
Bnke and ta Mavenompia tou OAvievunoupyk Kat tng lévag (2004-
2008)-.

E€etadovtag tn ouMoyn Mitou kal eidikétepa TG pwioypapies nou
anotunwvouv tnv ABava, Sianiotwvouge 6t atnv NAElOVOTNTd T0Ug
anoteAoUv EpAOITEXVIKEG ANYELG, MOU aneKovidouv T {wh Twv otpatiw-
TV EVIOCN EKTOC aTpaTiwtikoU nAatoiou. Metal autv nepthapBavovtal
noptpéta opadid n atopikd pnpootd oe a€loBéata kat pvnpela, oknveg
kaBnuepvng {wng oe dnpo@An anpeia g n6Ang 6nwg n MAdka Kal
n ayopd g 0600 ABnvdg n akdun Kal Kapt nootdA nou €ateAvav ol
OTPATIWTES OTIG OIKOYEVELEG ToUg ot [eppavia. E€aipean anoteAaly ta
neploplopéva napadelyuata g pwIoypapikng dpactnplotNtag Twv
yepuavikwv Movabwv Mponaydvéag (Propaganda Kompanien) twv
Wehrmacht kat Waffen-SS, ta onoia teAodoav und tn dielBuvon tou
Ynoupyeiou Alapwtiong tou Aaou kat Mponayavbag kat cuviatouoav
mv npwrapxikn péBodo enikovwviag g nponaydvoag tou Tpitou Pane.
KaBwg npoopidoviav yia dnpoaieuon ae nponayavOlotika neplodika
onwg ta Signal, Adler, Die Wehrmacht, ot neploadtepeg and ug enay-
YEAUGTIKEG QUTEG AMWELG aNoTUMNWVOUY e EVIUNwalakd tpéno g abn-
VATKEG aPXALOTNTEG, ENOKEWELS ENONPWY aTnv AKponoAn, aAAd Kal
OTPATIWTIKES NAPEAATELS Pe Eupacn atn MeydAn Mapéhaon g Nikng
¢ 3ng Matou 1941.

Ye avtiBean pe AMeg noAelg, dnwg n BeaoaAovikn, n wTtoypanuévn
ABnva tng Katoxng bev anotehel Bapa npwtdyvwpo. EAnveg enay-
yeAuatieg puwroypdpol dnwg n BoUAa Mandiwdvvoue, o Anpntpng
Xaptolddng?, aAAG kal epaottéxves onwg o dnpoatoypdgog Kwatag
Mapdoxogs €xouv anaBavatioel th okAnpn NPayaTKATNTA NG KATeXd-
Hevng EMNVIKNG Npwteliouoag: TG 0UPES 0T oUaaITd, TOUG uaupayo-
piteg, 1a unoattiopéva nadid, ug oopous and t Meydin Meiva tou
xelpwva 1941-1942 ota nedodpdpia.

H ABrva g auMoyng tou BUpwva Mitou 6pwg dlapépel: and to etepo-
KANTO PWTOYPAPIKG UAKG Tng anouatddouv ta enwduva Béuata kal n

1 T10 nepiBeopio tou noAéuou: H Bsaoadovikn e Katoxric (1941-1944) péoa and m pwioypaikr ouoyd Bipwva Mitou, enip. Hpe Katoapibou kat lodvvng Métaiavog
(Beaoahavikn: Mouaeio BuZavuvou MoAmapiou, 2016). Avanapaatdoeig e Katoxig: pwroypagia, iotopia, pviun, eniy. How Kataapibou kat lwavvng Métalavog (Beaoaovikn:

Mouaeio BuZavuvou MoAwapo, 2016).

2 Frances Guerin, Through Amateur Eyes: Film and Photography in Nazi Germany (Mivedno\ig, Aovbivo: University of Minnesota Press, 2011), 1.
3 Jan Gerchow, Mathias Mieth, Ulrich Pohlmann kat Friedrich Scheele, “Vorwort,” oto Fremde im Visier-Fotoalben aus dem Zweiten Weltkrieg, enip. Petra Bopp kat Sandra

Starke (MniAepeAvt: Kerber 2009), 7.
4 Fremde im Visier, 6.n.

3 AAkng ZavBdkng, Qwtoypagia & Mponaydvéa (ABva: Mikntog 2012), t.a', 39-85. Daniel Uziel, The Propaganda Warriors: The Wehrmacht and the Consolidation of the

German Home Front (0€popdn, Néa Yopkn: P. Lang, 2008).

6 ®avn Kwvotavtivou, «Upw and t {wh Kat 1o épyo g BouAag Mandiwdvvouy, ato H pwioypdpo BovAa Manaiwdvvou (ABAva: Aypa-Mouoeio Mnevékn, 2006).
7 ®avih Kwvotavivou, <0 enihekTikdg putopendptep», ato Owioypapikd Mpatopeio «A.A Xapiaiddngy, enip. Tewpyia lotpiBou (ABAva: Mouoeio Mnevékn, 2009), 67.
8 Kedarag Mapdoxag, H Katoxri. Qwtoypagikd Texuripta 1941-1944 (ABAva: Eppng, 1979).
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ME TO BAEMMA TOY KATAKTHTH: YKEWEIL TITA TH MOYZEIOAOTIKH MEAETH THY EKOBEXIHL

ABrva Bupidet évav «touploTikd NpoopLopdy, Evav T8Mo 6rou, TOUAAXIOTOV
Y10 T0UG €lKoVI{OEVOUG OTPATIWTES, N KaBnpepvh {wn paviadel
avéyyixtn ano ug vadlotikég Bnplwdie. Eivat n ABrva tou kataktntn.

To npdBAnya nou avtipetwnioaye WG ENPEANTES TNG OUYKEKPILEVNG
ékBeang evtonidetat akpIBwg og aUTA T0 ONYEID: 0 «TOUPLOTIKAG» XaPa-
KTNPAG TG MAELOVOTNTAG TWV (PULTOYPAPLV NEPIEMNAEKE TNV MPOTEYYIAN.
Etat, edv autn enixelpolviav ato nAaioto tg peaiotikng Bewpnaong Ba
unopouace va anoPel AavBaopévn kat napakivbuveupévn, kaBuwg n avi-
HETWMION TG PWTOYPAPIag WG UETOU AVTKEIHEVIKOU Kal «Blapavoucy
kaBiota kaBe ekdva éva duvntikd 10TOPIKG Viokoupevto. g Adon
eniotpateloape Bewpnaelg ot onoieg avIPETWNICoOUV T0 PWIOYPAPIKO
€GO WG GXNpa Twv oxeoewv eE0UOIag PIag Kovwviag, £va 6xnua nou
dev eival noté oudétepo, aMa e€aptdral kaBe popd and évav n neplogo-
TEPOUG «Adyoug» nou npoadidouv o KABe Pepovwpévn EIKOVa vonuata
Kal kovwvikeg agieg?. Etat, otnv nepintwon tng ouMoyng Mntou, n
0pBn npoagyylon tou UAIKOU anattouoe Ty anokaAUYn Tou EIKovomoln-
TIKOU pnxaviapou nou KpUBetal niow and t GwToypagikn napaywyn
tou [" Paux, evag pnxaviapoU nou ev noAoig ouvbéetal pe o dhtnpa
¢ vadlotikng nponayavoéag. Miag nponayavbag nou eival oxedov
autovntn ouig anownwaelg twv Movddwv Mponayavbag, aAa Ba npénel
wotdoo va avixveuBel kal atnv epaattexvikn napaywyn. 210 nAaiolo
auto, 10 «Tunpa Guwrtoypagiagy» nou AettoupyolUae ndn and  alataon
Tou Ynoupyeiou Alapwtiong tou Aaou kat Mponaydvoag, enixeipnoe va
KOTAOTNOEL KAl TNV EPACITEXVIKN (WIOYPaAQIa WG onpavtikd npona-
yavoiotikd péao’. Onwg unoatnpicet o Rolf Sachsse, ot Nadi népa and
Tov éAeyxo ¢ dnpdalag dlakivnong, enintodoav va eAéyEouv Kat Ty
(BLLOTIKN NAPAYWYN TWV PWTOYPAPILIV LE ANwWTEPO OTOX0 VA KATAOKEUG-
ouv tekpnpta, nou Ba Pvnpdveuav TG EUTUXIOPEVES OTIYHEG TG WNG
Twv [eppavadv und to eBvikocoatahiotikd kaBeatwg. Mpdkettal, oualaoti-
Kd, Y10 Opop(eg e1koveg nou Ba toug exnaibeuav va «atpepouy To BAE-
Ha pakpid» and i epikn kattig Bnpiwdieg nou ouxva ot iblot iEnpattav!.

AvuipeTwnidovtag g Katd Kavova «ToUPIOTIKOU» XAPAKTNPA PLToYPAPIES
g ouMoyng MAToU wg To NPoidy evag KaAA 0PYaVWHEVOU UnXaviapoU
nponayavbag eNIXElpRoapE va TG lTTOPIKONOINCOULE!2 Kal va anogofn-
OOUYE, € ToV TPOMo autd, Tov kivduvo tg dlaotpéBAwang tng epunveiag
Toug nou eMaxeUel. Ta enenynpatikd keljueva g ékBeang, nou avadnpo-
oledovtal atov KataAoyo autd, cupBaiouv pe kaBoptotikd tpomo kaBuwg
emdntolv HIapKWG va avatpeWouV Ty €lkdva, napéxovtag €tal Jia agn-
ynon evavua o qutv. Y Slapdppuwon g agnynang autng atexog ag
ATV Va EVIONITOUE KAl va Kataypdyoupe Tig npoBEaeig kat ta 1beohoyn-
yata nou kaBodnyoUv Kat ev noAAoig kateuBivouv to PAEpa Tou Kata-
KINTN, OTOIXE(0 GAAWOTE Mou anotunwBnke kat atov Titho tg kBeong:

Mawg eidav tnv ABAva ol leppavoi kataktnTég; Mg oXeTioNKav e Ta
apxaia pvnyeia, Tov vidnio nAnBuopd h ToUG CUNOAEPIOTES TOUG;

Otanavinoelg oTIC EpWINTELG QUTEG ENMTPENOUV TN JEPIKN OKIaYpAPNaN
tou Nadi autoupyoU wG UNOKEIUEVOU, NOU €XEL aPXIOEL va anaoXoAel
 PEAETN TG EIKOVAG Kal TG KAAITEXVIKNG Napaywyng ta teAeutaia
xpovia. Mwg o pdviaoua Tou auetavontou, napayvwploPEVOU Kal
adpartou Nadi BUtn otoixelwaoe v nopeia g petanoAepikng lepuaviag;
H tautdtnta v autoupywy twv eykAnudtwy tou EBvikoooatahiopoU
anotéAeae 1o BEpa plag tetapevng NOAITIKAG KAt KOIVWVIKAG 0UdAtnang
ota xpovia nou peaoAdBnoav and g Aikeg g NupeuBépyng (1945-
1946) éw¢ tnv mwon tou Telxoug tou Bepohivou (1989-90): Molot htav
eVIEAEL 0l Mpaypatikol eykAnpatieg; ZteAéxn tou kaBeatwtog, anAd
Opyavd tou nou ektehouaav evioAég, Bepuol onadol tou EBvikoaoaia-
AlopoU 1 ol péaot moAitegls;

And v nAeovektikn BEan nou pag NpoopEPEL N XpoviKA andotacn and
10 yeyovdta, 0 evIoniopog tou ixvoug tou Nadi autoupyou pag anaoxo-
Ange atov Tpono e Tov onoio nixelpnaape va pioupe puwg otn Peta-
NOAEUIKNA «{wnh» TwV uIoYpaplev autwy. H diddoon twv pwroypa-
PlwV OMWG AUTEG MOU CUyKPATaav T cuMoyn tou BUpwva Mntou
Ba unopouoe eniong va ouvoeBel pe tn petanoleuikn dpaotnpiotia
ouvbéapwv leppavawy Betepdvwy tou B Maykoapiou MoAéuou, 6nwg
0 KUKAog Tou eviUnou Wildente (Aypidnania), nou €ixe wg oToxo v
anokataotacn g dnpéolag ikovag g Bépuaxt o PetanoAeyikn
YEPHAVIKN Kovwvia's. Méoa and omAeg alMnAoypaoiag avaloywv
evinwv dnpioupynBnkav biktua avtaAayng kat avatinwaong Qwro-
ypagiwv nou napnxBnoav katd tn Sidpkela tou noAépou. Kat akpiBug
KAtw ano o Npiopa Twv PETANoAEUIKWY Npaktikwy [eppavawy Betepd-
VOV EMNIXEIPNOAE Va vONUATo60to0UE KAl TV NOAUETA Kal 0UCTNWA-
KA avadtnon PToYPAPIKWY evBUUNPATWY and ToV dpXIKG CUMEKTN.

110 eyxelpnud pag va IXVNAATAGOUE T JETANOAEUIKN «Bloypagia» tg
ouMoyng Béaape wg Baotkn npoiindBeon yia tov oxeblaoyd g ékBeang
mv avadei§n tng UAIkotntag g puwtoypagiac. a tov Geoffrey Batchen,
N QVTILETWNION TNG PWIOYPAPag WG ANOTUNWKATOG TOU NPAYHATIKOU
KOGHOU MoU EYYPAYETAL OTN PWITOYPAPIKN ENPAVEID NAPAYKWVIGE TV
UAIKOTNTA TNG PWTOYPAPIKNG EIKAVAC, EVIOXUOVTAG TO MEPIEXOUEVO TNG
NepIoo6TePO and ornolodnnote Ao atoixeio tg'é. Mapdia autd, ol pwro-
Ypapieg upiotavial wg UNIKA KaTGAoINa otov KOG, WG XNHIKEG Evano-
Béaeig o xaptl, WG EIKOVEG EKTUNWEVES OE pia nolkiAia xaptiwv dlago-
pwV peyeBwy, oxnudtwy Kal XpwHATwy Kal UNOKEWTal o€ aAayeg
napouaiaong kaBwg tonoBetolvtal oe nAaiola kat Aeukwpatal.

H npoaéyyion nou akoAouBnoape otnv €kBean g suMoyng Mitou

9 Allan Sekula, “Traffic in Photographs’, Art Journal, t. 41, ap. 1, Avoi€n 1981, 15-25. AvabnpoaieUetat ato Allan Sekula, Photography against the Grain: Essays and Photo
Works 1973-1983 (Xdhipa€; The Press of Nova Scotia College of Art and Design, 1984), 77-101.
10 Rolf Sachsse, “Germany: The Third Reich”, ato A History of Photography: Social and Cultural Perspectives, eniy. Jean-Claude Lemagny kat André Rouillé (Kaipnp, Néa

Yopxn: Cambridge University Press, 1987), 152.

11 Rolf Sachsse, Die Erziehung Zum Wegsehen: Fotografie Im NS-Staat (Apéadn: Philo Fine Arts, 2003), 73.

12 Fredric Jameson, The Political Unconscious: Narrative as a Socially Symbolic Act (IBaka-Néa Yopkn: Cornell University Press, 1994), 2.

13 Paul Jaskot, The Nazi Perpetrator. Postwar German Art and the Politics of the Right (Mivednoig, Aovbivo: University of Minnesota Press, 2012).
14 Megan Luke, “On postwar art and politics” (kptukn yta 1o BiBAio tou Paul Jaskot The Nazi Perpetrator) Art Bulletin, lodviog 2015, T. XCVII, vo 2.

15 Uziel, The Propaganda Warriors, 6.n., 357-379.

16 Geoffrey Batchen, Photography’s Objects (A\umouképkn: University of New Mexico Art Museum, 1997), 2.
17 Elizabeth Edwards kat Janice Hart, “Introduction: Photographs as objects’, ato Photographs, objects, histories: on the materiality of images, miy. Elizabeth Edwards kat

Janice Hart (Aovéivo, Néa Yopkn: Routledge, 2004), 1.



ME TO BAEMMA TOY KATAKTHTH: YKEWEIL TITA TH MOYZEIOAOTIKH MEAETH THY EKBEXIHIL

enediwEe va avipeTwnioel UG pwtoypapieg 0uolaoTikg wg tiadidatata
QVTIKE(PEVa Kat va avatpéWel Ty naylwpévn Béon du anotehodv bio-
dlaotare eikdvecs. 1o nAaioto autd AAAwaTe evidooetal Kat n duvato-
ta B€aong ano tov eNoKENT TG Niow yYng TS pwtoypagpiag, onou
QUXVA «aNOTUNEVETaL» PEYAAD HEPOG TG «BLoypap{ag» ToU aVTIKEEVOU
uéaa and oppayideg, entypagég, alayeg apiBuwv nou aviavakAoly Tig
ouvenakolouBeg alayég idloktnaiag 1 diaxeiplong tou.

KataAnyovtag, Ba BéAape va napaBéooupie ta Adyla Tou 10TOPIKOU TEXVNG
John A. Walker, o onoiog pihwvtag yia t pwroypapia onyeiwve ot
«10 vONpa ennpeadetal Kpiola and t otyun g napaywyng alid
eniong unokertat oe aMayeg, kaBwg n putoypapia eUnAEKeTal e VEES
ouvBNkeg kal opdadeg kolvou»19. Me aAa Adyia o Walker pag anotpénel
and pia epunveia tng puwtoypagiag n onoia Baailetal anokAeloTika oto
NEPLEXBHEVO TNG EIKOVaC, BEtoviag napdAnAa 1o {ATNpa TG «KIVNTIKG-

MTAG TWV PWIoYPAPIwY, tg dlakivnong Kat tng vonuatodétnang péaa
o €va evieAwg dlagopetike nAaioto. H Béan auth anotéAeae kat i Baan
yla v npoacéyylan nou pappdoape ato nAaiolo g €ékBeang «Me 10
BAéupa tou katakntx: emblwEape va Eepiyoupe and my katadnAwan,
v €€ 0pIopoU KUPIOAEKTIKNA, N KOIVAG AOYIKNG GNuaaia Twv TouploTi-
KWV (PTOYPAPIV TWV YEPHAVEV OTRATIWTWY KAl VA PWTIOOULE NEPLO-
006TEPO TIG OUPNAPAdNAWCELS, KOVWVIKO-MOMTIOTIKOUG Kat MPpoowni-
koUg ouvelppoUg, nou unokpuntovtal oug Sadikacieg napaywyng, dia-
VOUNG, XpNang Kal anotiunang toug oto nAaiolo g vadioTikng npona-
ydvéag. MapdAnAa anoneipabikape va IxvnAGTOOUE T PETANOAEUIKN
Blabpoun Twv EKGVWV aUTWVY e oaQEi§ unaviypoUg oty eMACKN TOUG
010 AQAYNUA TG PETANOAEPIKNG YEPHUAVIKAG Kolveviag, Eva apnynpa
Mou ap@aAavieUTnKe QVAPETT GTN CUVTNPENTIKA avtibpaon Kal ouvena-
kOAouBn eniBiwaon vadiotikwy 1boAoynpdtwy Kal oty evoxn2v,

Hpw Katoapidou, Avn Kovtoyiwpyn,
lwavvng Métatavog, AAiva Xat¢nonUpou

eneANTES TG €kBeang

18 Edwards kat Hart, 6.n., 2.

19 John A. Walker, “Context as a Determinant of Photographic Meaning,” Camerawork (1980). Avatdnwon oto The Camerawork Essays. Context and meaning in photography,

eny. Jessica Evans (Aovbivo: Rivers Oram Press, 1997), 54.

20 Wil Straw, 'The Thingishness of Things" . Kipta opthia oto ouvéBplo Interrogating Subcultures, University of Rochester, 27 Maptiou 1998. Invisible Culture, avaktiBnke 15
Maptiou 2019, http://www.rochester.edu/in_visible_culture/issue2/straw.htm#BackFromNote1. Judith Attfield, Wild Things: The material culture of everyday life, (0§popdn:

Berg, 2000), 3.



The

Occupier's Gaze:

reflections

on the narrative
of the
exhibition

The idea for the present exhibition was
conceived in May 2016 when staff mem-
bers from the Directorate of Modern
Cultural Heritage met with the collector
Byron Metos and his extensive collection.
This had been preceded by the Museum
of Byzantine Culture’s successful exhibition of the part of the col-
lection relating to Thessaloniki (10 February 2016 to 21 May 2017),
as well as the international conference “Representations of the Nazi
Occupation: photography, history, memory” (8 April 2016), which
attempted to shed light on the multiple levels which similar pho-
tographic collections present!.

Byron Metos' collection facuses on the genre known as “war photography”,
revolving around the two World Wars. Part of this collection includes
photographs taken by German soldiers who served in Greece during the
Nazi occupation (1941-1944). The history of how these documents were
acquired is of particular interest. As the collector himself recounts, these
photographs were systematically collected by a German soldier who,
during the Second World War, served in the Balkans in the Army Medical
Service. Upon his return to Germany after the war, he began searching for
photographs of the areas he had passed through, getting in contact with
his former comrades. After his death, the collection passed to his daughter,
who, at the end of the 1980s sold the part of the collection pertaining to
Greece, that is, more than 3,000 photographs, to Byron Metos, while ex-
pressing at the same time the wish to preserve the anonymity of the family.

The story of the Metos collection is relatively not unusual. As the last eye
witnesses of the war and the Holocaust die, hundreds of photographic
collections of soldiers are being drawn out of drawers, basements and
attics2. In these thousands of phatographs, the pictures of crimes and exe-
cutions coexist with group portraits of soldiers and other “undisturbing’,
even touristic, shots. Many of these, with no extra information, are sold in
flea markets or online auctions, and their buyers often remain anonymous.
The collection of such souvenirs is not restricted to collectors of war
photographs, but also includes followers of neo-Nazi movements or
even opportunists3.

Photographs of such content then began to draw the attention of research.
Since the mid-1990s the photographic production of the Third Reich had
already been brought to the foreground through iconic exhibitions on the
“Crimes of the Wehrmacht', while the following decade these first exhi-
bitions regarding the production of the Propaganda Companies gave way
to exhibitions focusing on amateur photography. A characteristic example
is the touring exhibition “Fremde im Visier-Fotoalben aus dem Zweiten
Weltkrieg” (Focus on Strangers - Phota Albums of World War II), which

has been presented in many European cities since 2009 —the result of
a research programme organized by the Universities of Oldenburg and
Jena (2004-2008)-.

Examining the Metos collection, and in particular the photographs depicting
Athens, we can note that the majority are amateur photos, depicting the
lives of soldiers both inside and outside of military contexts. Included
among these are group and individual portraits in front of tourist sights
and monuments, scenes from everyday life in popular spots around the city,
such as Plaka and the Athenas Street market, or even postcards sent by
the soldiers to their families back home. An exception to these are the
limited examples of the photographic activity of the German Propaganda
Companies (Propaganda Kompanien) of the Wehrmacht and the Waffen-
SS, which were under the direction of the Ministry of Public Enlightenment
and Propaganda, and were the primary method for communicating the
Third Reich’s propaganda®. As they were meant to be published in propa-
ganda magazines such as Signal, Adler; and Die Wehrmacht, most of these
professional shots impressively depict the antiquities of Athens, visits
of officials to the Acropolis, and also military parades, most notably the
Great Victory Parade of the 3rd of May 1941.

In contrast to other cities, such as Thessaloniki, the photographed Athens
of the Occupation is not an unfamiliar sight. Greek professional photo-
graphers such as Voula Papaioannou¢, and Dimitris Charissiadis?, as well
as amateurs such as the journalist Kostas Paraschosg have immortalized
the cruel reality of the occupied Greek capital: the queues for food rations,
the black-marketeers, the under-nourished children, the corpses on the
sidewalks during the Great Famine in the winter of 1941-1942.

However, the Athens of the Byron Metos collection is different: in the diverse
photographic material the painful themes are absent, and Athens reminds
one of a “tourist destination’, a place where, at least for the depicted soldiers,
everyday life seems untouched by the Nazi atrocities. It is the Athens of
the occupier.

The problem we encountered as curators of this particular exhibition lies
precisely in this point: the “touristic” character of the majority of the photo-
graphs complicated the approach. Thus, if the exhibition narrative was placed
in the framewaork of a realist approach we felt we would run the risk of
misinterpretation, as treating phatography as an objective and “transparent”
medium renders each image as potential historical evidence. As a solution,
we implemented approaches which treat the photographic medium as a
vehicle of power relations, a vehicle which is never neutral, but always
dependent upon one or several discourses that offer meanings and social
values to every photograph?. Hence, in the case of the Metos collection,
the “correct” approach to the material demanded the revelation of the
image-making mechanism behind the photographic production of the
Third Reich, a mechanism that is largely connected to the overall theme of
Nazi propaganda. Propaganda which is almost self-evident from depictions

1" On the Margins of War: Thessaloniki under the German Occupation (1941-1944) through the Photographic Collection of Byron Metos, eds Iro Katsaridou and loannis
Motsianos (Thessaloniki: Museum of Byzantine Culture, 2016). Representations of the Nazi Occupation: photography, history, memory, eds Iro Katsaridou and loannis

Motsianos (Thessaloniki: Museum of Byzantine Culture, 2016).

2 Frances Guerin, Through Amateur Eyes: Film and Photography in Nazi Germany (Minneapolis, London: University of Minnesota Press, 2011), 1.
3" Jan Gerchow, Mathias Mieth, Ulrich Pohlmann and Friedrich Scheele, “Vorwort”, in Fremde im Visier-Fotoalben aus dem Zweiten Weltkrieg, eds Petra Bopp and Sandra

Starke (Bielefeld: Kerber 2009), 7.
4 Fremde im Visier, ibid.

5 Alkis Xanthakis, @wroypagia & Mponaydvéa [Photography and Propagandal, (Athens: Miletos 2012), v. 1", 39-85. Daniel Uziel, The Propaganda Warriors: The Wehrmacht and

the Consolidation of the German Home Front (Oxford, New York: P. Lang, 2008).

Fani Konstantinou, «[Upw ané t {wn Kat o €pyo g BouAag Manaiwdvvou» [On the life and work of Voula Papaioannoul, in H pwroypdgog BouAa MManaiwdvvou [The
photographer Voula Papaioannou] (Athens: Agra-Benaki Museum, 2006).

Fani Konstantinou, «0 eniAektikog putopendptep» [The selective photoreporter], in @wtoypagikd [lpaxtopeio «A.A Xapiaidéne» [The D.A, Charissiadis Photo Agency], ed.
Georgia Imsiridou (Athens: Benaki Museum, 2009), 67.

Kostas Paraschas, H Katoxr. @wrtoypapid Texunpia 1941-1944 [The Occupation. Photographic Documents 1941-1944] (Athens: Ermis, 1979).

Allan Sekula, “Traffic in Photographs”, Art Journal, v. 41, no. 1, Spring 1981, 15-25. Republished in Allan Sekula, Photography against the Grain: Essays and Photo Works
1973-1983 (Halifax: The Press of Nova Scatia College of Art and Design, 1984), 77-101.
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created by the Propaganda Companies, it must, however, also be traced in
the amateur production. In this context, the “Photography Department”
which had already been in operation since the initial establishment of the
Ministry of Public Enlightenment and Propaganda, attempted to turn ama-
teur photography into an important propaganda medium as well10. As
Rolf Sachsse supports, the Nazis, beyond simply controlling public circula-
tion, also sought to control private photographic production with the ulti-
mate goal of constructing evidence to memorialize the happy moments
of the Germans under the National Socialist regime. Essentially, these
are pretty pictures which would train them to “look away" from the horror
and the atrocities that they themselves often committed?.

Treating the, generally “touristic” in character, photographs of the Metos
collection as a well-organized propaganda mechanism we attempted to
historicize them12 and in this way to avert the lurking danger of twisting
their interpretation. The explanatory texts of the exhibition, republished in
this catalogue, definitively contribute as they constantly seek to overturn
the image, thus providing a narrative against it. In the formation of this
narrative our aim was to locate and record the intentions and ideological
constructs guiding and largely directing the occupier’s gaze, an element
which was also expressed in the very title of the exhibition: How did the
German occupiers look upon Athens? How did they relate to the ancient
monuments, the local population or their comrades?

The answers to these questions allow us to partially outline the Nazi
perpetrator as a subject, which has become the focus of study related to
image and artistic production in recent years. How did the specter of an
unrepentant, unacknowledged, and unseen Nazi perpetrator shadow the
course of postwar Germany 13? The identity of the perpetrators of National
Socialism's crimes was the subject of intense political and social discourse
during the years between the Nuremberg Trials (1945-1946) and the fall
of the Berlin Wall (1989-90): Who were the real criminals? Were they
commanders or ordinary functionaries, zealots or average citizens14?

From the privileged position offered to us by our temporal distance from
the events, identifying the trace of the Nazi perpetrator was integral to our
attempts to shed light on the postwar “life" of these photographs. The
circulation of photographs such as those which make up the Byron Metos
collection can also be connected to the postwar activity of World War Two
German veterans' organizations, such as the publication of the newsletter
Wildente (Wild Duck), which aimed to restore the Wehrmacht's public
image in the eyes of postwar German societys. Through the correspon-

dence columns of such magazines networks of exchange and for re-
printing photographs which had been produced during the war were
created. And precisely in light of the postwar practices of the German
veterans we attempted to also put into context the long and systematic
search for photographic souvenirs on behalf of the initial collector.

In our endeavour to trace the postwar “biography” of the collection we set
bringing forth the materiality of the photograph as the main objective for
the design of the exhibition. For Geoffrey Batchen, treating the photograph
as an imprint of the real world inscribed on a photographic surface tran-
scended the materiality of the photographic image, reinforcing the status
of its content over any other element?é. Nonetheless, they do exist materially
in the world as chemical deposits on paper, as images printed on a diversity
of papers of various sizes, shapes and colours, and are subjected to
presentation changes as they are placed in frames and albums!?.

Our approach to the exhibition of the Metos collection sought to treat the
photographs essentially as three-dimensional objects and to overturn the
standard position that they are two-dimensional images?8. Besides, in this
context the possibility is created for the visitor to view the rear of the photo-
graph, where a large part of the object's “hiography” is often “imprinted’,
through stamps, inscriptions, changes of numbers indicating changes in

ownership or handling.

In conclusion, we would like to quote the art historian John A. Walker, who,
talking about phatography, noted that “meaning is crucially influenced by
the moment of production, but it is also subject to changes as the photo-
graph enters into relationship with new circumstances and publics!?." In
other words, Walker veers away from an interpretation of a photograph,
based solely on the content of the image, and at the same time raises the
issue of “mability”, circulation and signification of the photographs within a
totally different context. This stance has been the basis of the approach we
implemented for the exhibition “The occupier’s gaze”: we actively sought
to avoid denotation, the, by definition, literal, or common sense, meaning
of touristic photographs of German soldiers and to shed more light on the
connotations, socio-political and personal associations, concealed under
the processes of their production, circulation, use and evaluation in the
context of Nazi propaganda. At the same time, we attempted to trace the
postwar course of these images alluding to their involvement in the narra-
tive of postwar German saciety, a narrative which wavered back and forth
between the conservative reaction, and the consequent survival of Nazi
ideological constructs, and guilt2o.

Iro Katsaridou, Annie Kontogiorgi,
loannis Motsianos, Alina Chatzispyrou

Curators of the exhibition
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Nelkwpa

H 2YAAOTH MHTOY

Ot pwroypagieg g kBeang anoteholv Pépog piag eupUtepng cuMayng e tov titho Balkan und Griechenland (BaAkdvia kat EAG6a)
nou tpapnxmKav Kupiwg and Meppavoug otpatiwtes Kat aflwuatkoUg kal katd deutepo Adyo and nAavadioug pwtoypdpoug Katd
T didpkela g vadlotikng katoxng otnv EAAGSa. O apxikdg cuMéktng unnpétnae oty ENdda wg péAag UyelovopiKng unnpeaiag
T0U 0TpaToU. LTa Xpovia nou akoAoUBnaav petd tov noAepo, ouvta€louxog oe pia kwuonoAn tng tote Autkng lepuaviag, Eekivnoe va
OUMEYeL pwToypagieq ouPnoAepIoTwV Tou, TG onoieg npdoBeoe ata dikd tou evBupnpata, pia dadikacia nou akoAouBnoe wg to
t€hog ¢ {wng Ttou. Evav xpdvo petd tov Bavatd tou, n kdpn tou lepuavol otpatiwtikoU noUAnae atov aUMEKTN BUpwva Mnto
nepinou tpelg x1ladeg pwioypagieg and tov eAadikd xwpo, ekppadoviag wotdoo v eniBupia va pn dnpoatonoinBei to dvopa

TNG OIKOYEVELC.

0 BUpwv Mntog Bewpei 6t «o Adyog yia ) dnpioupyia e auMoync autrc dev Atav pdvo 1o ouMektikd ndBog aMd iowg kai pia

auvaioBnuatikr napdpunan tou cuMéktn va avaouvBéael ta veavikd Xpdvia ou eixe nepdael e T0Ug GUVIDPOUC ToU Katd TV

unoxpewtkn 1 eBeAovikn auppetoxn 1oug oug atpatég tou I Pdix», kaBwg kat 0t «yia v kdpn tou n auMoyn aut lowg va
anoteAoUae €va abidpopo paption.

THE METOS COLLECTION

The photographs of the exhibition are part of a wider collection titled Balkan und Griechenland (Balkans and Greece)

that were mainly taken by German soldiers and officers and, to a lesser extent, by itinerant photographers during the

Nazi occupation of Greece. The initial collector served in Greece as a member of the Army Medical Service. In the

years after the war, having retired to a town in then West Germany, he began to collect photographs of his comrades,

which he added to his own souvenirs, an activity which he pursued until the end of his life. One year after his death,

the daughter of the German officer sold approximately three thousand photographs from the Greek region to the
collector Byron Metos, expressing, however, a wish for the family to remain anonymous.

Byron Metos considers that ‘the reason for creating this collection was not merely a collector's passion, but

maybe also his emotional impulse to evoke his younger years he had spent with his comrades during their

mandatory or voluntary participation in the army of the Third Reich”, while “for his daughter this collection
constituted an indifferent burden”.

Avapvnotiké AeUkwpa leppavoy atpatiwrn pe 112 pwroypagies.
0 atpauwng mBavotata unnpétnae oe Hovada odnycwv.

01 pwroypagieg aneikovidouv apxatoAoyikd pvnpeia,

OWELG TG NGANG, OTPATIWTIKEG AOXOM(EC,

otypéG xakdpwang ato koAupBntplo

KaBwg kat guypétuna pe nBonololg

010 Yupiopata g tawviag

«Fronttheater» atnv AkpdnoAn.

Photo Album

Souvenir album from a German soldier, with 112 photographs.
The soldier probably served to a transport unit.

The photographs depict archaeological monuments,

views of the city, military activities,

moments of relaxation at the swimming pool,

as well as snapshots with actors

during the filming of the movie

“Fronttheater” at the Acropolis.



LTpatwIeC PE YUVaIKES O KApIOVL.

Owroypageio Photo Touriste, ABiiva. Aoyokpiuévn.
Soldiers with women in a camion truck.

Photo Touriste Studio, Athens. Censored.

Mapé\aon oto Lovtaypa.
Qwroypageio A. [aQiddn, ABriva.
Parade in Syntagma Square.

A. Gaziadis Studio, Athens.

TeBwpakiopéva oxnyata, 060 Naveniotnpiou. AoUatpog ato Loviaypa, 1941.
Owroypageio Friedrich Frohne, Wesermiinde. Qwroypageio Photo-Bosse, Borgsum.
Tanks, Panepistimiou Street. Bootblack at Syntagma Square, 1941.

Friedrich Frohne Studio, Wesermiinde. Photo-Bosse Studio, Borgsum.
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THE ,
AAKINHXH ©OTOT PAGIAON QCCUPIERS

Kuplo xapaktnptotikd g cuMoyng Mitou avabelkvietal n tepoyevela: enayyeAUaTIKEG pwToypaieg pe awath alvBean A AAN OCCUPATION
KOl QWTIOHO, EKTUNWHEVES OE PWTOYPAPIKO XapTi NOAUTEAEING UVUNAPXOUV HE EPACITEXVIKEG AMWELG HE KAKN EaTiaon. L PHOTOGRAPHIC COUECTION

Ot noAanoi 6nptoupyoi Kal katoxot Twv eidvwy e§nyolv v notkiAopopgia, n onoia AMwote anokaAlneTal Kat atnv
niow 6yn v pwioypaiv. Lppayides and pwroypageia pavepwvouv Tov 1Mo EKTUNWONG TOUG, athv Katexduevn EMdG6a
aM\d kat o€ noAelg g Meppaviag kat g Auatpiag.

Extoc ano pepovwpéva delypata tng Ynnpealag Mponayavbag tou yepuavikol atpatoy, n EpAcITEXVIKA NApaywyn Unep-
1epel otn ouMoyn. EvtoUtolg, kdnoleg puwrtoypagieg Bpiokovial atnv «yKkpida {wvny e «npIbIWTIKGTTAGy: SnAadn napotl
TpaPnxtnkav and enayyeAuaties wtoypapous twv yeppavikwv Movadwy Mponaydvoag, diakivouviav AaBpaia petall
TWV OTPATIWTWY HE OIKOVOPIKO avidAaypa.

Oplopéva PETaYEVETTERT TUNWHATA KATABEIKVUOUV Kal T

HETANOAEPIKN BIAKIVNON TWV PWTOYPAPILOV. LTIG 0pYavw- P H OTO G RA P H C | R CU LAT' O N
oelG leppavadv Betepdvav nou cuatdBnkav pe atéxo v Heterogeneity presents itself as a core

OMOKATAOTaoN TG dNpG0IAG EIKOVAG TG BEPAXTON T~ cyaracteristic of the Metos collection: professional
noAepIKN yepuavikn Kovwvia, dnploupynBnkav diktua photographs with proper composition and lighting,
avtaMayng kat avatinwong pwroypapiwv nou naphxn- printed on quality photographic paper, coexist

00V Katd T ddpKela ToU MoAEHOU anod enayyeAUates  \yith amateur, out of focus shots.

KaL EpTONEXVEG PITOYPAQOUG XTPOKINPLOUKOTEPN MEP(= The myiple creators and holders of the pictures
Miwon unfipte o Kikhog tou nepiodikol Wildente (AYpIO~ g ain this variety, which is also revealed on the
nana), nou e§ebide 0 nakiog dnpoatoypdeog twv Mova- oy of the images. Stamps from photographic

dwv Mponaydvbag Glinther Heysing. studios tell of their printing location in occupied
Kefteo and auté to piopia, n oAUETAG Kal ouoTpaTkA ava-  OTEeCe, though also in German and Austrian cities.
{htnon pwIoypagIwv Tou apxikoh CUMEKT evidooetal  Apart from some isolated examples from 17

(0w oe peTanoNepIkeS NPaKTIKES Teppaviv Betepvy,  the German Army Propaganda troops, amateur
ot onoieg entBieovouv napd tv anovadioukonoinan nou  production dominates within the collection.
enéBalav ot ZUppaxot. However, some photographs lie in the “grey zone”
of “semi-privacy”: that is, although taken by
professional photographers from the German
Propaganda Companies, they were illicitly
circulated amongst the soldiers for a fee.

Some later prints also demonstrate the postwar
circulation of the photographs.

In the German veteran organizations, created

in order to restore the public image of the Wehrmacht
in postwar German society, exchange and

reprinting networks were created for photographs
that were taken during the war by both professional
and amateur photographers. The most distinctive case
was the magazine Die Wildente (Wild Duck), published
by a former journalist in the Propaganda Companies,
Giinther Heysing.

From this scope, the initial collector’s long and
systematic search for photographs is perhaps to be
considered as part of the postwar practices of German
veterans, which survived despite the denazification

Telxog tou neplodikol Wildente (Aypionania). imposed by the Allies.
Issue of the magazine Die Wildente (Wild Duck).
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THE ,
0 EAETXOX THY EIKONAY QCCUPIERS

H evepyonoinon g nponaydvdag wg toxupdtatou peoou netBols twv padwv anotéheae Baotkn embdiwén tou EBviko- A AAN OCCUPATION
ooatahiotikoU kaBeatwrog. MO Aiveg eR6opade petd v dvodo tou Xithep atnv Kaykehapia to 1933, 16puBnke to Ynoup- O BB HOTOCRAPHIC COLLECTION

yelo Aapwuong tou Aaou kat Mponaydvbag (Reichsministerium fiir Volksaufkldrung und Propaganda). O Ynoupydg
M6Zep Mkéunehg kat 1o eniteAeio Tou avéntu€av éva oUotnpa nou éAeyxe TV evnpépwon, Ty eknaideuan, v epyaoia,
v NoAToTIKA napaywyn ad akdpa kat v idia v kaBnpepvi dwn twv leppavawv MoAtwv. L16xog unnpée va ePpuon-
00UV TNV AVWTEPOTNTA TG (UANG OTOV YepUavIkO Aad kat napdAAnAa va eniGTNCOUV TV MPOCoXn atov Kivbuvo g
@\eAelBepng Alang, g ZoPietikng Evwang kal twv EBpaicv.

Tuvelbntonolwvtag ano vap(g T onpacia g ekovag wg «epyaieiou yian diddoon twv IGEWY, TwV apxwV Kal wv doyudtwy
ou " Pdux, ot enikepaAng g Mponaydvbag entotpdteucav loxupoUs pnxaviopoUs eAéyxou: BEanioav auotnpoug kavoveg
yio g elkdveg nou Ba napdyovtav kat enéBaMav pétpa Aoyokplaiag yia 1 ndn dnpocteupéva UNKO.

Ibwaitepn pgaon 66Bnke kal ot pwtoypagia, n onola
Opwg dev avupetwniddtav oto mAaioto twv Kahwv Texvav.
To Tunpa Owrtoypagiag nou 16pUBnke ato Ynoupyeio Mpo- TH E CO NTR O |_ O F TH E | M AG E
nayavoag eixe wg KUPIOUG OTOXOUG TNV NAPOXNA MOAITIKAG
NANPoQOpIag Kal thv NpowBNan TG EPACITEXVIKNG PWT0-
ypaoiag wg kaBoplotikou péoou nponaydvdag. Zto mhaioto
auto, 10 1933 o lképnehg npoctpene kaBe Teppavo va
ayopdoel pa pwioypapn pnxavn.

Mobilizing propaganda as a powerful medium
for manipulating the masses was one of the
main aims of the Nazi regime’s Reich Ministry
of Public Enlightenment and Propaganda
(Reichsministerium fiir Volksaufkldrung und

«H pwroypagia eknAnpdver anpepa pia ‘vynAn’ Propaganda). Its minister Joseph Goebbels
anoatoAn, mv onoia kdBe lepuavos Ba npénet va and his staff developed a system which controlled
unnpetel ayopddoviac i@ pwIoypapIKn nxavi.» information, education, work, cultural production
M6Zep Mkéunehc  and even the everyday life of German citizens. 19
Their goal was to instill the idea of racial superiority

in the German people and, at the same time,
to draw attention to the dangers of the liberal West,
the Soviet Union and the Jews.

Realizing early on the importance of the image
as a “tool” for the dissemination of the ideas,
principles and dogmas of the Third Reich,

the leaders of the propaganda machine
implemented powerful control mechanisms:
they decreed strict rules for the images to be
produced and imposed censorship measures
on already published material.

Particular emphasis was placed on photography,
which was, however, not considered within

the frame of Fine Arts. The main goals of the
Photography Department, founded in the
Propaganda Ministry, were to provide political
information and promote amateur photography

as a definitive propaganda medium. In this context,
in 1933 Goebbels encouraged every German

to buy a photographic camera.

“Photography today is accomplishing a lofty mission
in which every German should collaborate
by buying a camera.”
Joseph Goebbels
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Oxnpata napehadvouv.
Vehicles on parade.
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«OAdKkAnpn poipa agpoakagwv JUBS ae nnan».
“An entire German aircraft unit of JU88s in flight”.

Enibei€n aepookagpav.
Aircraft demonstration.
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H OOTOMPAGIA TON EMIZHMAON MONAAQN NPONATANAAY

«0 dvépac wwv Movabwv lponaydvéac dev eivai e kapid Evvola évag aupBatikog pendptep aMd évag otpanicdtng. Ektée
and 1o matoAi kai m xeipoPoyBida koufalder kar dAa onAa padi Tou: ™ pwIoypagikn Tou unxavi, T Leica, 10 LoAUBL

THE ATHENS

OF THE GERMAN OCCUPATION

IN THE PHOTOGRAPHIC COLLECTION
OF BYRON METOS

Kal 1o anuelwpardplo. Exel eknaibeutel avdueoa e otpatiotes Kat Biwvel 1@ auvaloBhpard toug.»

M6Ze Mképnehg

H onpaaia nou édive 1o I Pdix atn 61ddoon twv apxwv tou eniBePatwvetal kat and t dnpioupyia Movadwy Mponaydv-
bag (Propaganda Kompanien - PK) atig évonAeg duvapelg. Autég oteAexcBnkav e avianokpIteg, putoypapoug, KIvnuato-
YPaIOTEG, padlooxoAiaoTES, {wypdpous Kal oKITGOYPAPOUG NOU NPWTIOTWG KATEYPAPaV TNV MOPELD TOU YEPHAVIKOU oTpatou.
Apketég Movadeg Mponayavbag kaAuwav  yeppavikn elofoAn atnv ENGda, 6pwg tov lolvio tou 1941 ot neploadtepeg

anoxwpnaav yia va KaAuyouv v eniBean otn LoPletikn
‘Evwon. Mévo n PK 690 napépetve oty EAdGa péxpt 10
€Aog tou noAépou. Ot appodidtntég g extelvoviav oto
peyahutepo pépog tng Notiag BaAkavikig xepoovnaou.

Extdc and ta noAepikd yeyovota nou npopavwg evilépepav
10 Ynoupyeio Mponaydvoag, ot leppavol pwroypdpot ent-
dlwkav va anaBavatidouv v kaBnpepvotnTa Twv oTpa-
TWTEV. ANWTEPOC 0KONAG TOUG N ONWOGIEUGN TWV OTIYIG-
wnwv o€ kdnolo and ta nponayavdlotkd yeppavika
évtuna, onwg 1o Signal, o Adler n 1o Die Wehrmacht.
Ayvowvtag eviehwg Getvd tou vioniou nAnBuopioy, dnwg
n e€oviwtkn neiva i o diwypdg twv EBpaicwv, ot Movadeg
Mponaydvoag nepidptoav tn Bepatooyia Toug o€ apxalo-
AoyikoUg xwpoug, uvnueia kat a§loBéara, Kivnpatoypd-
(oug Kat kageveia. Inavidtepa pwroypapilav EAnveg,
Kupiwg avBpwnoug tg unaiBpou kat naibid. AnAoikég
AeCavieg ouvdbeuav TG ONPOCIEUPEVES PWTOYPAQIES,
eotddoviag oto Kat' enipaon €lpnviko KAipa avdpeoa
0TI BUVALEIG KATOXNG KAl TOUG VIONIOUG.

«ABrva. Meyan Mapéhaon 3ng Maiou 1941».
“Athens. Great Parade of May 3rd 1941".

PHOTOGRAPHY
OF THE OFFICIAL
PROPAGANDA COMPANIES

“The PK man is in no way a conventional reporter,
but a soldier. Beside the pistol and the hand-grenade
he carries other weapons with him: the film camera,
the Leica, the pencil and the notepad. He was trained
among the troops and feels their feelings.”

Joseph Goebbels

The importance placed by the Third Reich on the diffusion
of their principles is confirmed by the creation of the 2
Propaganda Companies (Propaganda Kompanien - PK)
within the armed forces. These were staffed by reporters,
photographers, cinematographers, broadcasters, painters
and cartoonists who primarily recorded the march

of the German Army. Many Propaganda Companies
covered the German invasion of Greece, however

in June 1941 most of them departed to cover the attack
on the Soviet Union. Only PK 690 remained in Greece
until the end of war. Their responsibility extended to the
majority of the southern Balkan Peninsula.

Besides war events which were obviously of interest

to the Propaganda Ministry, German photographers
sought to depict the everyday life of soldiers.

Their ulterior goal was to publish these snapshots

in one of the German printed propaganda outlets,

such as Signal, Adler and Die Wehrmacht.

Completely ignoring the woes of the local population,
such as deadly famine or the persecution of the Jews,
the Propaganda Companies restricted their themes

to archaeological sites, monuments and sights,

cinemas and cafés. More rarely, they photographed Greeks,
mostly country people and children. Simplistic captions
accompanied the published photographs, focusing on the
ostensibly peaceful atmosphere between the occupation
forces and the locals.
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Ltpauwreg pe nAavodlo pwroypago ato Bnaeio (Nadg Hpaiotou).
Soldiers with itinerant photographer in Theseion (Temple of Hephaestus).

Opadikn puwroypagia oTPATIWTWY.
Group photograph of soldiers.

Itpauwreg otov Nad tou OAupniou Aidg.
Soldiers at the Temple of Olympian Zeus.
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H OOTOMPADGIA 2 THN KATOXIKH EAAAAA él-gZCIIEUPIER'S

Mapd Toug NepLoplopoUG Kal Tig anayopeUoelg n puioypagikn dpactnpidtnta eEakohouBnae Kat ota xpdvia g yeppavi- A AAN OCCUPATION
kng katoxng. OLenayyeApatieg pwtoypdgol nou auvéxiaav va epyddovial atnv katoxikn EMdGda e§aopahidav pe buakolia OF By R s PHIC COUECTION

Xapud ektinwong Kat Xnpikd, nou ntav oe éMewyn. Mia nnyn npopunBelwv anotéeaav ot (ot ot feppavoi oTPATIWTE, Ot
ono{ot epnopelovtav UNIKA yeppavIKwy ETalpelwv, Kupiwg g Agfa. Le 0An t bidpkela g Katoxng, nhavadiol pwtoypapot
€otnvav oyKWOEIS Unxaveg pe tpinoda pnpoatd o uvnyeia kat afloBéata kal pwtoypd@idav evatoroug. Tig aVaUVNOTIKES
QUTEG PWTOYPAPIE, OUXVA TUNWHEVES JE TN op@n TaxudpopikoU deAtapiou, ol oTpatiwreg TG Taxubpopouaav ata onitid Toug,

H epaattexvikn puwroypagia ntav ibiaitepa dnpo@Ang otov
Yepuaviko atpatd. MoAhoi aiwpatikol, ala akdun Kal
anAoi oTpaTiTeS HIEBETAV PWTOYPAPIKES PNXAVES Kal
H&Ahwta oplopévol ané autolc akplBd HoviéAa g Leica
kaitng Contax. Opadika n atopika avapvnotika noptpeta,
XIOUMOPLOTIKEG OKNVEG, GAAG Kal anoWeLg tng NOANG Kal
TwV Pvnyeiwv ivat npwriotwg ta Bépata nou enéeyav
Va anotunwaoouv.

la Adyoug eAéyxou, 161a eGouatobotnpéva putoypageia
avaAduBavav v eupavion Kat eKTUNWOn TwV EPACITE-
XVIKWV QWToYpapLov Twv leppavav otpatiwtwv. OtAoyo-
KDIEVES EIKOVEG épepav aUPBoAa, cuxvd apBuntikd, oty
niow oyn twv pwroypagiwv. Mapdu dev unnpxav cagels
obnyieg yia to nota Béuata anayopevoviav, Ba npénet va
unoBéooupe 6Tl N Baclkn PEPIUVa TwV apXwv unnpge
n andkpuyn oTpatiwtikng NAnpogopiag and tov exBpd.

i . P il

«[uvaikeg atnv Akponony.
“Women on the Acropolis”.

PHOTOGRAPHY
IN OCCUPIED GREECE

Despite the restrictions and bans, photographic activity
persisted throughout the years of German occupation.
Professional photographers who continued working

in occupied Greece had difficulty procuring printing paper
and chemicals which were constantly in shortage.

One source of supply was the German soldiers themselves,
who traded materials from German companies,

especially Agfa. Throughout the Occupation, itinerant
photographers would set up their bulky cameras

on a tripod in front of monuments and sights,
photographing men in uniform.

These souvenir pictures, often printed in the form of

post cards, were posted back home by the soldiers. 23

Amateur photography was particularly popular
within the German army.

Many officers, but also even simple soldiers,
were in possession of photographic cameras and,
in fact, some of them owned

expensive Leica or Contax models.

Group or individual commemorative portraits,
jocose scenes, and also views of the city

or monuments were the primary themes

that they chose to depict.

For reasons of control, specially authorized
photographic studios undertook the development
and printing of the amateur photographs

by the German soldiers.

The censored images bore symbols, often numerical,
on the back of the photographs.

Although there were no specific instructions

on which themes were forbidden, we are to assume
that the main concern of the authorities

was to hide military information from the enemy.
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«0 ayKuhwtdg otaupég ndvw and v AkponoAn».
“The swastika over the Acropolis”.

«Eioodog otnv ABhva otig 28.4.41». H Napéhaon tng 3ng Maiiou 1941.
MAateia Opovoiag, ato BaBog Eekiva n 066¢ Ltadiou. Awakpiveral to Eevodoxeio «MeydAn Bpetaviar.
“Entering Athens on 28.4.1941". The Parade of May 3rd 1941.

Omonia Square, the beginning of Stadiou Street is in the background. The ‘Grande Bretagne' hotel can be observed.
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H AGHNA KATEXOMENH

116 27 Anpihiou 1941 o1 yeppavikeg duvapelg loéBakav oty ABrva. H enionpn napddoon tng nAng npaypatonotnBnke
o€ Kageveio ot oupBoAn twv odwv Knoloiag kat AAe€avopag. O atpatdg SIEoXIOE TOUG KEVIPIKOUG BpApoUg g NoANg
Kal Uywae n afdotika otny AkpdnoAn.

THE
OCCUPIER'S
GAZE

THE ATHENS

OF THE GERMAN OCCUPATION

IN THE PHOTOGRAPHIC COLLECTION
OF BYRON METOS

H e1oBoAn, nou anotunwvetal oe NOMESG pwToypagieg tng suMoyng, npooapuodetal atov Kablepwpévo tpono aneiko-
viong ndAewv uné vadlotkn KatdAnyn: dlagopetikég eicodol g noAng, dppata PAxng oto KEvipo tng ABhvag Kat
avtaeponopikd eykateatnpéva atv AkponoAn. Ot epacttéxveg pwtoypaol, akoAouBwvtag odnyieg QuIoypapIKwy
nepLodIKwy, ENEAEYAV e MPOTOXN OTtyHIOTUNG GMOU ANEIKOVIOVTaV GUYKEVIPWEVOL KATOIKOL TNG NOANG, WOTE Va TOVIOTEL
n dlatpnon g kavovikattag. H ibia Aoyikn xapaknpidet kal ta oknvoBetnpéva KIvnuatoypapikd mAdva Twv enkaipwy
G ENOXNG, Griou evBouaiwdelg ABnvaiol unodExoval Toug
otpatwteg pe Aouhatdia. H noAupwtoypagpnuévn onpaia
tou [ Pdix otnv AkponoAn anpatobotel tnv eniBoAn g
vadioTikng napouaiag oty eMnviki npwtetouoa.

ATHENS OCCUPIED
On the 27th of April 1941 the German forces
invaded Athens.

The official surrender of the city took place in a cafe,
at the junction of Kifisias and Alexandras avenues.

Y€ avahoyia pe v katdAnyn AMwv ndAewv-oupBoiwy
onwg 1o Mapiat, n vadlotikn ENKPATNON ENKUPWVETAL {IE
mv anaBavduon g «MeydAng Mapéhaong g Nikng»
oug 3 Maiou 1941 pnpoatd ané tov Lipatdpxn Alot. 2TG

OekAbEG epacITEXVIKEG Kal enayyeAUaTtkEG ANPEIG TNG
NAPEAAONG TwWV YEPUAVIKWY CWUATWY Kal Twv ltahwy
OUPKAXWV TOUG, KUpiapxo €ival To UAVUHG OTPATILTIKAG

The army crossed the city's central streets
and raised the swastika on the Acropolis.

The invasion, depicted in many of the collection’s

UNEPOXNG, TO 0Moio 0l PWTOYPAPOI Eixav eKNalbeUTel va
avadelkviouv péaa ané nAnBwpa nponayavoloTtKwy
MPAKTIKWV.

phatographs, is adapted to the conventional way

of portraying cities under Nazi occupation: various
entrances to the city, tanks at the heart of Athens
and anti-aircraft batteries installed on the Acropolis.
Amateur photographers, following the instructions

of photography magazines, carefully chose
snapshots depicting groups of citizens, in order to
highlight the preservation of normality.

The same logic also characterizes the staged footage
of newsreels of the time, where enthusiastic Athenians
welcome the soldiers with flowers.

The much-photographed flag of the Third Reich

on the Acropolis signals the enforcement of the Nazi
presence in the Greek capital.

23

In analogy with the occupation of other city-symbols
such as Paris, Nazi dominance was sealed by
performing a “Great Victory Parade” on May 3rd 1941,
before Field Marshal List. In the dozens of amateur

and professional shats of the march of the German
troops and their ltalian allies, the concept of military
supremacy is prevalent, something which photographers
had been trained to bring forth through a plethora

of propagandistic practices.

Itnv AkponoAn, 1941.
At the Acropolis, 1941.



26 «0 Nadg tou Aidg atnv ABnva pe Béan aviaeponopikol nupofoAous. Eniokeyn atov Nad tou Hpaiotou.
“The Temple of Zeus in Athens with anti-aircraft gun emplacement”. Visit to the Temple of Hephaestus.

r_

Nadg tou Ohupniou Aidg «ABnva. leppaviké avtiagponopikd nupopoho (3,7 Flak]
Huubiwukn pwroypagia tou Ernst Grunwald. npootatevet tov Nad tou Atdgy.
Temple of Olympian Zeus “Athens. German anti-aircraft gun [3.7 Flak]

Semi-private photograph by Ernst Grunwald. protects the Temple of Zeus”.
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THE
Ol APXAIOTHTEX X THN YIHPEXIA TH2 TTPOTATANAAX QFGUPIERS
And v npwn pépa g KataAnyng tng ABrvag ol leppavoi pwtoypagnBnkav atnv AkpdnoAn, pvnpeio-ouuBolo yia tn
aUvOEaN TG YEPHAVIKNG PUAETIKNG UNEPOXNG HE T0 apxaio kAaalko 1bewdeg. Eva 1deohdynpa nou Kuplapxei otn vadlotkn
nponaydvoa kat eikovonoleital pe noManAoug tpdnoug. Avdpead toug Eexwpidouv ot tavieg g Aévt Pipevata, nou
anaBavduoe toug OAupniaxkoUg Aywveg tou 1936 ato BepoAivo.

THE ATHENS

OF THE GERMAN OCCUPATION

IN THE PHOTOGRAPHIC COLLECTION
OF BYRON METOS

Tnv nepiodo tng Katoxng ot feppavol otpatiwteg avigetwnifouy ta uvnyeia pe didBean oiketonoinang: ta aneikovidouv
OX1 WG NoAIoTKN KAnpovopd twv EMAvwy, aAd wg oUpBoAa g 60vapng kat unepoxng toug. H auvinapén twv apxalot-

Twv pe oUyxpova 6rmAa Kal oxXNpata Katabelkvyel Ty
npoBeon Twv wToypdPwy va eviagouv Ty antmmn
YEPHAVIKN GTPaTIWTKA Pnxavi atnv €vbogn totopia tng
avBpwndtntag.

E€¢xovteg aflwpatkol aAa kal OAGKANPES OTPATIWTIKES
Hovadeg ewkovidovtal va Eevayouvial and leppavoug
apxatoAdyoug nou dpaatpionootviav oty ABAva péow
Tou lepuavikou ApxalohoyioU lvatitoUtou. Yty unnpe-
ola ™¢ nponayavdag Bnke Kal n Ynnpeaia Mpootaaiag
‘Epywv Téxvng tou leppavikol LtpatoU (Kunstschutz). Na
v kaBobnynan kat evnpEpwon twv lepuavwy oTpatiwtwy,
ekd0BnKav Kat dlavepnBnkav atoug leppavolg oTpaTITES
oxebOV 100 EKATOPUUPLO aVT{TUNA TwV aNoKAACUPEVWY
Merkblatter (puAadicv-o6nycov), driou extog and Aero-
HePE(C apxaloAoyIkEG MANpoopieg unnpxav kat Unode(Eeig
yla v 0pBh cupNEPLPOPA TWV OTPATIWTWV ANEVAVTL 0Ta

ANTIQUITIES

IN THE SERVICE OF PROPAGANDA

From the first day of the occupation of Athens,

Germans were photographed at the Acropolis,

a monument-symbol for linking German

racial supremacy with the ancient classical ideal.

This ideological premise was prevalent

in Nazi propaganda and was pictured in multiple ways.
Standing out among them are Leni Riefenstahl's movies,
who captured the Olympic Games of 1936 in Berlin.

During the Occupation,
the German soldiers treated the monuments
with an air of appropriation:

pvnpa. they depicted them not as Greek cultural heritage, 27
but as symbols of their own power and superiority.

The coexistence of antiquities

with madern guns and vehicles

demonstrates the photographers’ intention

to place the invincible German military machine

within humanity's glorious history.

Eminent officers and also entire army units

are depicted receiving a tour by German archaeologists
who were working in Athens

with the German Archaeological Institute.

The Art Protection Unit of the German Army (Kunstschutz)
was also put in the service of propaganda.

For the guidance and information of German soldiers,
almost half a million copies of the Merkblatter

(travel pamphlets-guides) were published and distributed
to German soldiers which, apart from detailed
archaeological information, also contained instructions
regarding proper behaviour towards the monuments.

«Autd eival évag xaipetiopdg and tov Kaphe oou,
nou gival 1000 NephPavog yia aévax. Qwiokdpra.
“This is a greeting from your Karle

who is so proud of you". Photo card
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H OOTOMPADIA (02 MHXANIXMOZL «AIADYTHY» Tgl-:?FZCI:EUPIER'S

H epaattexvikn pwtoypapia anotéAeae éva and 1 npwtapxikd nedia nou ot EBvikoooolahioteg enixeipnaav va eéyEouv A AAN OCCUPATION
péow T mponayavbag. Me v evBAppuven Kat olkovopiki unootipién Tou kaBeotwtog, napadidoviav pabhyata pwto- O i SIOTOCRAPRIC COLLECTION

ypagiag oto nAaiolo 5pactnEIOTTWY PWTOYPAPIKWY CUAMBYWY Kal ekbidovtav neplodikd yia pacitéxves puIoypapoug.

H yeppavikn nponayavda enibiwke va e\éyEet akdpn kal v napaywyn 1oUpLoTKwY puioypaplev. Kiplo poio oe autd
dlabpapduce n opydvwon Kraft durch Freude (Advapn péoa and t xapd), pia ytyavuiaia dopn nou anotéAeoe 1o nAaiolo
yia 6Aeg TG ekdnAwaelg avayuxng twv EBvikogoatahiotv. Etal, ato nAaioto twv tagibiwy nou dlopyavwvovtav, yvwartol

Qwrtoypdpot, ald kai dnpoatoypdgot nou e€elbikeloviav
OTNV EDACITEXVIKN PWTOYPaPIa oUVOBEUAY TOUG EKOPOLELS,
MPOKEIEVOU Va TOUG NapEXouv 00ny(eg OXETKA e Ta
Béuara, ug ywvieg AMyng Kat ta kadpapiopata nou Ba
NEENEL va NPOTIHOUV.

110x0¢ OAwv autwv twv dpdoewv Atav n dnploupyia
Betkwv avapvhogwv. Eikdvwy dnhadn nou Ba diéowlav
otV alwvidtnta v utuxia tou va el Kaveig oto véo
LoXup0 Kpdtog twv EBvikocoaiahiotwy. Eouiddoviag oe
auTéG TG Betkég elkaveg, ot leppavol pdBavav va ano-
otpEPOUY 10 BAEPKa and TG ppikaAedtnteg tou I Pax.

'._% Bl v e Aepolis

AN

Aelkwpa

Avapvnotikd edkwya leppavou atpaticdtn pe 112 puwroypagieg.
0 otpauwng mBavotata unnpétnae o Hovada odnycwv.

01 pwroypagieg aneikovidouv apxatoAoyikd pvnpeia,

OWELG TG NGANG, OTPATIWTIKEG AOXOM(EC,

otlyp€G xaAdpwang ato KoAuppntiplo

kaBuwg Kat ouypidtuna pe nBonotog

ota Yupiopata g tawviag

«Fronttheater» atnv AkponoAn.

Photo Album

Souvenir album from a German soldier, with 112 photographs.
The soldier probably served to a transport unit.

The photographs depict archaeological monuments,

views of the city, military activities,

moments of relaxation at the swimming pool,

as well as snapshots with actors

during the filming of the movie

“Fronttheater” at the Acropolis.

PHOTOGRAPHY
AS AN "ESCAPE" MECHANISM

Amateur photography constituted one of the
primary fields within which the Nazis attempted
to exert control through propaganda.

With the encouragement and financial support
of the regime, photography classes

were given, in the context of the activities

of photographic clubs, and journals for amateur
photographers were published.

The German propaganda machine sought to

even control the production of touristic photographs.
The main part in this was played by Kraft durch Freude
(Strength through Joy), a huge organization

which provided the framework for all the
entertainment events of the National Socialists.
Hence, in the context of organized trips,

renowned photographers, as well as journalists
specialized in amateur phatography,

accompanied the holiday makers, in order to
provide instructions regarding the themes,

camera angles and framing

they should aim for.

29

The objective of all these activities

was the creation of positive memories.
That is, images which would immortalize
the joy of living in the new powerful state
of the National Socialists.

Focusing on these positive images,
Germans learned to look away

from the Third Reich’s atrocities.
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Premineate des devtschen Films in
ciner Veronsialiung in Athen

Doe sich pur Zoll i Atbes zum Evwecks
wvon Aufnabmen au dem Film Frooithea-
ies* pulfhofendes prominenten deutschan
Filmdarsieller der Terra - Flimkunst = 008
EML veranvialiés Unlerhaliungialbeads e
die deutache Wehrmacht am 10, 11, 13,
13, 14, und 13, Mal Dic Veranstaltungen
Bagirmen Um 1830, Der el wird noch
besmnders bekanntgepeben
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A Diemaskus™ mit Wrig.  Hormey H

a8 [ FAm _Froatiheier  Fegle (Ohre
pielte i m Achivnd, Feind BSrt mitls,
Johasnsfeuer und Die 3 Codese™ mit
HRend Deltgen her.




«FRONTTHEATER»

«Fronttheater» (1942), oknvoBeoia AM. Rabenalt, e toug Heli Finkenzeller, René Deltgen, Hedi Hopfner, Margot Hopfner,

Bruni Lobel k.a. Mapaywyn: Terra-Films.
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Mponayavdiotikn atoBnpatiki taivia nou napouctadel th dpdan twv neplodeudviwy Bidowv ota didgopa noAepikd pétwna

HE 0Kond TV EPYUXWON TwV [EPHAVIV OTPATILTWV.

[Upiopata gyvav kat atnv ABrva tov Mdio tou 1941, pe
nAava otnv AkponoAn, 1o Hpwoelo kat GAa onpela tng
nOANG, eve napdMnAa opyavwBnkav Puxaywylkeg ekon-
AWOELC Y10 TOUG OTPATITEG.

H tawvia npofAnBnke amv ABnva pe tov titho «Mag xwpidet
0 NOAep0G.

AviKkel 01OV KATGAOYO TWV ANAYOPEUPEVV TAIVILY, NOU
otnv enoxn toug npowdnaav v 1beoAoyia twv eBviko-
000laAOT@V Kal Twv onoiwv n npoPoAn yivetat und
npoUnoBEaelg Kat Katénv edIKAG adelac.

‘FRONTTHEATER’

“Fronttheater” (1942), direction A.M. Rabenalt,

with Heli Finkenzeller, René Deltgen,

Hedi Hopfner, Margot Hopfner, Bruni Label and others.
Production: Terra-Films.

Propagandistic romantic film depicting the activities
of the itinerant theatre companies

on the various fronts of the war, with the goal

of encouraging German soldiers.

Filming also took place in Athens in May 1941,
with includes the Acropolis, the Odeon

of Herodes Atticus and other locations in the city,
while entertainment events for the soldiers

were organized at the same time.

The mavie was shown in Athens under the title 31
“The war separates us'.

Itis on the list of banned films, which promoted
war ideology in their time and its screening

can only take place under specific conditions
and after special permission.
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To Ynoupyeio Nautikwv atnv nAateia KhauBpwvog, enttaypévo yia t atéyaon
avtiotoxwv yeppavikwv unnpeotwv. Owioypageio Schneider, Nordseebad
Spiekeroog.

The Naval Ministry on Klafthmonos Square, requisitioned for housing the respec-
tive German command centre. Schneider Studio, Nordseebad Spiekeroog.
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MAateia Luvidypatog, niow 1o §evodoxeio «MeyaAn Bpetaviax,
€bpa tng Ltpatiwuikng Atoiknang ABnvev.

Awakpiveral 10 V, 6nhadn Victory [Nikn]. — —
Syntagma Square, the ‘Grande Bretagne’ hotel To ktfipio 0T Ywvid twv 0BV Apepiki kat Maveniotnyiiou,

is in the background, headquarters of the Military Command of Athens. nou katd T Katoxn LEYace b1dpopec yeppavikés unnpeoieg

V (for Victory) can be made out. (Stadtkommandantur kat GMeg).

The building on the corner of Amerikis and Panepistimiou streets,
which during the Occupation housed many German command centres
(Stadtkommandantur and others).

W-—-—r‘ —--—-r-f—-l-l-.n‘-l--l-.__

Ltpauwukn pnavia otnv nAateia Zuvidyparog.
Military band at Syntagma Square.



H «MAT'IKH EIKONA» THX ABHNAY. THX KATOXHX

116 pwtoypaieg g suMoyng eivat Sidxutn n tdon va anotunwBel n dlatpnon g Kavovikottag Kat thg KaBnpepivo-
ag g néAng. Mia npoagyylan nou dieukoAdvBnke and 1o yeyovag 61, o avtiBeon pe tov Metpaid, n ABhva dev BopBapdi-
OTNKE, € aNOTEAEDA T LOTOPIKG KEVIPO va Napapeivel aveénapo and KataoTpo@eg. MapdAa autd ta YepHavIKA OTpaTwTKA
oUpPBoAa, dnwg n afdotika, ot entypapég ota enttaypéva Kunpla kaBwg kat o otpatiwtikdg eEONAIOHOG, ONwG Ta TAVKG,
10 QVTIAEPOMOPIKA Kal Ta Kavavia avanopeukta npodibouv v Katoxn.

H Stadtkommandantur, ywvia Maveniotpiou kat Auept-
kng, n Ortskommandantur, otnv nAateia Kopan, ta §evo-
doxeia MeyaAn Bpetavia kal King George, ntav PepIKa
and ta enttaypéva KpLa nou xpnaolponoinBnkav yia tig
UNNPEOLAKES AVAYKES TV KATAKINTWY, Evw Ta Eevoboxeia
Biktwpra, ot ywvia Maveniotnpiou pe Matnaiwy, AeApol
kal Epedog, atnv 066 Ayiou Kwvatavtivou, enitdxBnkav
WG KataAUpata, Kupiwg yia 1oug aflwyuatikoug.

0606 Kopan, 1944.

Ita 6e€1d 1o ktipio g Tonikng Ltpatiwtikng Aloiknang
(Ortskommandantur).

Korai Street, 1944.

On the right the building of the Local Military Command
(Ortskommandantur).

THE "MAGICAL IMAGE
OF ATHENS
DURING THE OCCUPATION

Among the collection’s photographs, the tendency
to depict the preservation of normality and

the city's everyday life permeates the images.

An approach which was facilitated by the fact that,
as opposed to Piraeus, Athens was not bombed,
hence the historical city remained intact and without
destruction. Nevertheless, the German military symbols,
such as the swastika, the signs on the requisitioned
buildings as well as the military equipment,

such as tanks, anti-aircraft batteries and cannons,
inevitably give away the Occupation.

Stadtkommandantur, on the corner of Panepistimiou
and Amerikis streets, Ortskommandantur,

on Korai Square, and the Grande Bretagne and

King George hotels were some of the commandeered
buildings used for the administrative needs

of the conquerors, while the Victoria,

on the corner of Panepistimiou and Patission streets,
and the Delphi and Efesos hotels,

on Agiou Konstantinou street, were requisitioned

as quarters, mostly for officers.

Ltpatonedeupévol kovta otov LtaBuo Aapiong. Miow
Blakpivetal 1o katebagiapévo onpepa Kanvepyoatdato
KapaBaaihn, €ni tng 060U DihadeApeiag.

Camped near Larissa Railway Station. In the back-
ground the, now demolished, Karavasilis Tobacco
Factory, on Filadelfias Street can be discerned.
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Apadkelo, Yuxixo.
Arsakeio, Psychiko.

«To Kivnté pou oniti, ABhva 16.6».

«TIPNTIKOG XIPEUTHAGH.
LTpatwiikG poptnyo pe 1o abpBolo g 164ng pepapxiag. Tagn leppav@V oTpaTtwTCV 0T0 OTPATIWTIKG vekpotageio, Alyouatog 1943.
“My mobile home, Athens 16.6". “Honorary salute”.
Military truck with the symbol of the 164th division.

Burial of German soldiers at the military cemetery, August 1943.
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THE ,
H Z(0H TON XTPATIOTON QCCUPIERS

g : : : 4 ] . . )- THE ATHENS
AEIOI’IOI(LJVTOC TC EPACITEXVIKEC PWTOYPAPIKEC NXAVEC TOUC OL OTPATIWTEC anotunwaav attyulotuna ano ug 6paotnp|0 OF THE GERMAN OCCUPATION
¢ ¢ 5 mhai i : : : : IN THE PHOTOGRAPHIC COLIECTION
TNTEC TOUC peaa OE OTPATIWTIKO nAaioto. Ot QWTOYPaQLeG TOUC Hag JETAQEPOUV HLa npeUN npaypatkotnta, Pe epgacn OF BYRON METOS

010 uynAd @povnua mou Ba énpene dlapkwg va emdekviouv. AnaBavdudav UG yloptéG MoU OPYavWVOVIav GT0
MavaBnvaikd Ztddio kat v nepiBahyn toug oto teheu-

taiag exvoAoyiag, tote, LiopavoyAelo Noookopeio aAAG

Kal 0T Enttaypévo Ktnpto tou Apaakeiou, ato Wuxike. O '|'|_| E |_| FE O F SO LD | ERS

NOAEpoG €ival napwv ot YeUAt 0faopo Tagn TV ou-

mpquwt(j)v T0UC, aAGKal OTIC)\OYOKplUéVEC (pwtoypqq)[gc Making use of their amateur photographic cameras,
¢ npoondBelag katdoBeong pAeydpevou yeppavikou  the soldiers captured snapshots

(poptyoy, drou eniBeBaiwvdtav n unepoxn katn yewais-  of their military-related activities.

Td Toug, Their photographs emit a serene reality,

highlighting the high morale which they would have
to constantly demonstrate.

They captured the celebrations organized

at the Panathenaic Stadium and their hospitalization
at the, cutting-edge for the time,

Sismanogleion Hospital,

and also at the commandeered building

of the Arsakeion School, in Psychiko.

The war is present in the respectful burials

of their comrades, but also in the censored photographs
of the struggle to extinguish a burning German truck,
where their superiority and bravery were ascertained.
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«Aywveg tng Béppaxt ato Ltddio twv ABnvavs.
“Wehrmacht tournament at the Stadium of Athens”.

KatdoPeon pwudg og otpatiwtikd oxnpa.
H oppayiba pe apiBud dnAwvel Aoyokpiaia.
Extinguishing a fire on a military vehicle.
The numbered stamp indicates censorship.



«Mvnpeio OAupniakwv Aywvwv
otnv ABnvay.

“Monument to the Olympic Games
in Athens".

Aukapnttog.
leppavoi otpatiwrteg dinka otn yeppaviki onpaia.

Lycabettus.
German soldiers next to the German flag.
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OAupniaké KoAupBntipto Zanneiou, ABrva.
Zappeion Olympic Swimming Pool, Athens.
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AYNAMH MEZA AMO TH XAPA (KRAFT DURCH FREUDE)

Baon unnp€e n nenoiBnon twv oteAexwy tou Ynoupyeiou Mponaydvéag o1 n Ikavonoinan Twv YUXaywyIKWY avayKwy
WV 0TPATIWTWVY UNopoUsE Va EVIOXUTEL TO HAXNTIKG Nveupa toug. Enonpwg yvwatd wg Truppenbetreuung (Mépiuva
ylo 1a otpatelpata), 10 Npdypappa Yuxaywyiag g opydvwang Kraft durch Freude ywa tov otpatd, endiwke eniong
va KaAMEpYNaEL TV NoALETIKA unepoxn nou dppode o ia Kupiapxn GUAR, debopévou 6t n lepuavia eixe eNonpwg

THE
OCCUPIER'S
GALZE

THE ATHENS

OF THE GERMAN OCCUPATION

IN THE PHOTOGRAPHIC COLLECTION
OF BYRON METOS

dpopoAoynael v katdktnan g nyepoviag g Nneipou.

01 napaatdoelg g EBvikng Aupikng Zxnvig, oto Béatpo
OAUunia aAAG kat otn Bepivn oknvn tou EBvikoU Bedtpou,
omv nAateia KhauBuwvog, ot ouvaulieg g Kpatikng
Opxnatpag ato Hpwdelo, ol Kivnpatoypdgot 6nou nai-
ovtav Tawvieg TG yeppavikng nponaydvdag kai ot Eévola-
0teG atlypEG ato KoAupBntiplo eivat oplopéva pévo and
10 TEKUNPLO TG KATEUVACTIKAG QUTAG MOATIKAG MPAKTIKAG,
MapaMnAa, AettoupyoUv wg paptupieg tng kaAng blaBiw-
0NG TWV OTPATIWTWY NoU napépelvav oty ABrva, o€ avri-
Beon pe  okAnph NPAyHATIKOTNTA TWV METWNWV TNG
ZoPleukng Evwang n g Bopelag Appikng.

«Luvaulia oto Hpwdelo».
Qwroypageio Photo Touriste, ABriva.
“Concert at the Herodeion”.

Photo Touriste Studio, Athens.

STRENGTH THROUGH JOY
(KRAFT DURCH FREUDE)

The staff of the Propaganda Ministry were convinced
that satisfying the soldiers’ need for entertainment
could reinforce their combat spirit.

Officially known as Truppenbetreuung (troop welfare),
the entertainment programme for the army

from the Kraft durch Freude organization

also sought to foster the cultural supremacy

that would befit a master race,

given that Germany was officially set

to overtake hegemony of the continent.

The performances of the Greek National Opera,

at the Olympia Theatre, and also at the open-air
summer stage of the National Theatre of Greece,

on Klafthmonos Square, the concerts of the

State Orchestra in the Odeon of Herodes Atticus,

the cinema theatres where German propaganda films
were shown and carefree moments at a swimming pool
are only some of the evidence of this

appeasing political practice.

At the same time, it is evidence

of the high standard of living of the soldiers

who remained in Athens,

as opposed to the cruel reality

of the Eastern and North African fronts.
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38 Mavematipto ABnvev, 0606 Mavematnpiou.
University of Athens, Panepistimiou Street.

0606¢ Navematnpiou, diakpivovtat ta ktnpta tng Akadnpiag ABnvav, Tou Naveniatnpiou ABnvav kat g EBvikng BiBAoBnkng.
Panepistimiou Street, the buildings of the Academy, the University and the National Library can be made out.
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(MPOTHAQMENOI» EPAZITEXNES Tg'j\c?zchpuER's

To evbiapépov twv Meppavav otpatiwtwv pwioypdeuwv npocéAkuav noMd onpeia Tou (aTopikoU kévipou g ABrvag, A AAN OCCUPATION
10 0Moia GUXVA anoTUNVOVIAY e MPOOEKTIKG 0PYAVWHEVEG GUVBETEIG Kat PEAETNPEVD PwTIPO. Tekpnpla g dtunng L PHOTOGRAPHIC COUECTION

PWTOYPAPIKAG EKNAIbEUONG TV «MPOCNAWHEVV» EPACITEXVWY, Ol OUXVA «KAAMTEXVI(OUOEG» QUTEG aMEIKOVOELG
€vIaooovial ato nAaiolo g ykepneAkng nponaydvoag nou napdtpuve toug lepuavolg oTpatiwTes va Napousiadouy Pe
OLopQEG elkAVES TV euxaptatn {wn tou vadioTikoU kaBeotwrog,

MoAupwtoypa@nuéva onyeia Atav n mAateia Xuvidypatog, pe Toug eudwveg ato Mvnpeio tou Ayvwatou Xtpatwtn. To
KNpLo g BouAng onpelwvetal otny niow oyn twv PwToypaplwy we «FactAiké avaktopo», e Mpoeavawg okoniun
anoatwnnan g NOALTIKAG TOU AEIToupyiag. ZUXVES eival

0l NAVOPAKIKES OWELG TG NOANG and v AkpdnoAn f tov

AukaBntd, n «aBnvaikn tpidoyia», dnAadh n Akadnyia, EN G AG ED AM ATEU R S

10 Maveniatipio kat n EBvikn BiBhoBrkn, 1o Metoxiko

Tapeio Ttpatou, Kevipikoi Spépol, onwgn Maveniotnuiou,  The interest of the German soldier-photographers

n Itadiou kat n Motoiewv, A katn MAdka, o Qetxig¢  Was drawn by many sites at the historical centre

T¢api Kat to T¢api Tqio6apaxn. of Athens, which were often shot with carefully
arranged compositions and studied lighting.

«hBiva. Kevipiki 060 pe Ba npog v AkporioAny. Evidence of the unofficial photographic training

b e 6 e of the engaged amateurs and the often “artistic-like"

“Athens. Central street with view of the Acropolis”.
View of Patision Street.

depictions can be considered within the frame

of Goebbels propaganda machine,

inviting German soldiers to present the pleasant life
of the Nazi regime through beautiful images.

Among the most photographed places were
Syntagma Square, with the Evzones 39
at the Tomb of the Unknown Soldier.

The Parliament building is noted on the back

of the photographs as the “royal palace”,

obviously intentionally concealing its political function.
Quite frequent are the panoramic views of the city
from the Acropolis or Mount Lycabettus,

the “Athenian trilogy”, i.e. the Academy,

the University and the National Library,

the Army Pension Fund building, main streets

such as Panepistimiou, Stadiou and Patission,

and also Plaka, Fethiye Mosque

and Tzisdarakis Mosque.
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Mab1a pwroypagidovtal ynpootd and yeppavik 6xnua.
Children have their picture taken in front of a German vehicle.

«Tpeig tepeig. Auotuxwg dev PNopeaa va puIoypagiow tnv dyn Toug.

Awakpiveral n eioodog tou Meydpou LtaBatou, otn oupBoAn Aewg. Baa. Lopiag

Kat 060U Hpoddtou.

“Three priests. Unfortunately | couldn't photograph the front of them”.
«ABnva, Maptiog 1942». The entrance to Stathatos Mansion can be made out, on the corner of Vas. Sofias avenue
“Athens, March 1942". and Irodotou Street.
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ME

TO BAEMMA
TOY
KATAKTHTH

H AOHNA THY KATOXHZ
ZTH ®QTOTPAGIKH LYAAOTH
TOY BYPQONA MHTOY

TO BAEMMA £TOYX ANBPQMOYE THE MOAHE é‘?&upmr{s

la toug eppavols oTpaTiwTe unnpxav dlatayég nou anaydpeuav Ty anotunwan Twv PPIKAAEOTATWY Mou ot {dlot A N AN OCCUPATION

biénpattav. Etol ot £paoitéxveS OTPATIWTEG PWIOYPAPOL CTPEPOVIAL O BEUATA 0APWG EUXAPLOTA Kal «akivduvax Kat O i SIOTOCRAPRIC COLLECTION

He 1o BAéupa ToU «nepInynTi» Nou anotunwvel ta «aglonepiepya» tng ABnvag. AnaBavatidouv pikpd naidid, ouvnBwg

xapoyehaotd n éotw apépipva. Ot epaattéxves pwtoypdpol eviunwatddoviat and 1 nAnBog twv opBodowy tEptwy,

T0UG UnaiBploug PIKPONWANTES, TV Kivnaon g ayopdg atnv 086 ABnvAg, Tig Tatyyaveg, ta poptwyéva yaidoupdxia. And

Hia kaBnpepivatnta eviehwg dyvwatn atoug (dloug nou

Toug bivel v aioBnon tou «e€wtiapoU», Tou dlapopet-

KoU, ToU ypa@ikou. Ot anotunwaelg tg kaBnpepvotntag AN EYE FO R '|'|_| E C|'|'Y’S PEO PLE

otoxelouv oty aneikdvion piag Npepng wng, Nou o€

tinota Sev BupliZel Tov noepio. Ta onpddia tou moépou  German soldiers were under orders forbidding them

6UwG kpUBovtal cuxvd og Aemopépeleg nou Slapelyouy  from capturing the atrocities they themselves committed.

TNV NPOCOXA TOUG: 010 (POVIO Puwtoypagiag evég kapou  Thus, the amateur soldier-photographers

6riou 8eandZet n entypagn «KATAOYTION», otouge€aBAi-  turned to themes clearly pleasant and “harmless”,

WHEVOUG YEPOVTEC NOU KAVOUY 0UPG Y1a TO GUOGHTIO. and with the traveller’s eye,

captured the “curiosities” of Athens.

They depict little children, usually smiling

or at least carefree.

Amateur photographers were impressed

by the multitude of Orthodox priests,

the street traders, the commaotion in the market

on Athinas Street, the gypsy women, the loaded donkeys.

Impressed by an everyday life

completely unknown to themselves, which gave them

the sense of something exatic, special, and picturesque. 41

The images of the everyday aim to depict

a serene way of life, which bore no resemblance to war.

However, the signs of war often hide in the details,

evading their attention: in the background of a photograph
. of a cart, where a sign indicating

Maid otov dpapo. “KATAOYTION” (REFUGE) towers;

Bl enisaiiet in the wretched old people lining up for food rations.

Le dpopo g ABrvag. «ABnva 1942». MBavwg ouaaitio.
On a street in Athens. “Athens 1942". Probably a soup kitchen.




«H enitagn kataAupdtwy dev kavel kavévav xapoUpevo Kal KUpiwg Toug IBIOKTATES ToUG, Nou npénel va deixvouv unotayn, ald pnopoUv va napapeivouy.
0 Avwrepog YnetBuvog Katahupdrwv Aoxayog levikol Lopatog avahapBdver npoownikd va pag eGaopalioet éva KaAd KatdAupa».

“The requisition of quarters makes no one happy and particularly their owners, who must show obedience, though they can stay.

The Higher Quarter Master, Captain of the General Staff personally undertakes to ensure us a good billeting”.
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«1941, ABnvaikd tpap oe Kukhopopiax. Qwroypageio Niggemeyer, Bochum.
“1941, Athenian tram in traffic”. Niggemeyer Studio, Bochum.

«'Extra-Putz!’. ABAva, 25.6.41». «[M0166 BéAe1 va éxel auvalhayEg pe péva;»
Me auth t ppdan ot AoUatpot npoagyyiav toug eppavols oTpatice. (ékppaan nou unobriAdwve avuanuimiayc). 1944,
“Extra-Putz!". Athens, 25.6.41". “Who wants to trade with me?” (expression indicating antisemitism). 1944.

With this phrase the bootblacks approached the German soldiers.



PAT2IXTIKOI ATTOHXO

01 EBvikoooalahiotég npéafeuav Ty lepdpxnan Twv QUAWY pe BAon KANPOVOUIKA XapaknpIoTIKA, nou kaBapidav v
e€wteplkn eppdvion, aMa Kat v yuxoalvBeon, v euguia kat v kaAaioBnaia. Avwtepeg Bewpouvtav ot akavoiva-
BIKEG N Gpleg PUAEC Tng Bdpetag Eupwnng, evw ca®wg nio Katw tonoBetolviav ol eKNPOowol TG HECOYEIKNAG PUANG,
petagl twv onoiwv kat ot EAnveg. H vadiotkn 16eoAoyia yia t uAn nou ouvowiotnke otn BEonion Twv PaToLOTIKWY
vopwv tng NupepBépyng to 1935 €é8eae wg npwtioto «exBpd» toug EBpaiouc.

1t ouMoyn MAtou avixvedovtal P6vo andnxol g patoloTikAg autng WeoAoyiag. Ta aviionpiukd oxoAla oug niow Oyelg
WV pwioypaglwv oxedov anoualddouv, niBavotata Adyw NG PETANOAEUIKAG «AOYoKPLO{aG» TG KOPNG TOU GUAAEKTN.
E€aipeon anoteAel o oxohiaopog pwroypagiag evog paupayopitn: «Molog BEAEl va éxel ouvallayeg e péva;», nou

napanépnel oto otepedtuno tou ERpaiou epunépou.

Luxvd ol pwtoypdpol xpnatponololy IbiwpatiopoUg ota
ox0Aid Toug. Ot IBL0KTATEG TwV eNtTaypEVv anitwv xAeud-
ovtal and Toug oTPaTILTES, £VW Ta KApa e ta unollyla
dlakwpwdouvTal wg ol «EANVIKES EKOOXEG TG Aipoudi-
vag. O ouvwOTIoOG OTa TPAY, T PTWXIKG ONiTid, Ol 0UPES
TWV YUVAIKWY NOU 0UVWOTICOVTal Yia Va YEIO0UY TEVEKE-
beg pe vepd ekhapBavovial wg evoel€elg TG NOAIapIKAG
KaTWTEPGTNTAG TwV VIONIWY. AkOUn Kal 10 kKaBnpeptvo
Béapa twv nhavddicwv Aelotpwy aviipetwniletal e cUyKa-

taBatkn elpwveia: n epdon “Extra-Prima-Stuka-Putz!”

(6n\. e€alpenikng notdtntag actpaniaio Aouotpdpiopa)
unevBupiCet tov Tpono e Tov oroio dlahaholoav Tig unn-
peaieg Toug ot HiKpol BlonaAalotég oToug EKNPOCWNOUG
NG AVWTEPNS PUANG.

Meppévoviag va yepioouv vepo, 1942.
Waiting to get water, 1942.

RACIST ECHOES

The Nazis professed the ranking of races based on
hereditary traits, which determined appearance,

and also mentality, temperament,

intelligence and aesthetics.

Superior races were considered to be the Scandinavian
or Aryan races of northern Europe, while the
representatives of the Mediterranean race

were placed far below, where the Greeks also belonged.
The National Socialist ideology on race was distilled

in the enactment of the racist Nuremberg Laws

in 1935, which set the Jews as the primary “enemy”.

In the Metos collection, only echoes of this racist ideology
can be traced. Anti-Semitic comments on the back of
photographs are almost absent, probably due to the
postwar “censorship” by the collector's daughter.

One exception is the comment on a black-marketeer's
photograph: “Who wants to trade with me?” which evokes
the stereotype of the Jewish merchant.

Photographers often use expressions in their comments.
The owners of commandeered houses were mocked
by the soldiers, while animal-drawn carts are parodied
as the “Greek limousines”. The overcrowded trams,

the shabby houses, the women in line waiting

to fill their tin cans with water, are all taken as evidence
of the cultural inferiority of the locals.

Even the daily sight of the street bootblacks

is viewed with condescending irony: the phrase
‘Extra-Prima-Stuka-Putz!”

(premium quality speedy polishing)

is a reminder of the way the young breadwinners
hawked their services

to the representatives of the master race.
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H AOHNA THY KATOXHZ
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THE
OCCUPIER'S
GAZE

THE ATHENS

OF THE GERMAN OCCUPATION

IN THE PHOTOGRAPHIC COLLECTION

OF BYRON METOS
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«Avapvnan and ABnva. MAateia Opovoiag.
Ano €dw diakadidovar ot dpdpot
and tov Li6npodpopikd LtaBpd npog tv noAn.
Eniong edw atapard kat o undyetog a1dnpadpopog.
Maiog 1942».

“Memory from Athens. Omonia Square.
The streets pass from here
to the Train Station and the city.
The underground railway also stops here.
May 1942".
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