Fig.9

That is an interesting result as the emphasis is put on the general fragment, as the
object is deprived of any identical component of its idiosyncrasy, apart from some
nuances of plasticity (Figure 8). However, by using the “navigation” tool, the back
of it unveils the reflected image of the project, as an emboss print, and the whole
fragment is covered by a velvet solid black with some light glances (Figure 9).

“Wireframe” is how the object is built from numerous mesh and wires while
zooming in. That is the skeleton and from different perspectives the multiple layers
of wires coincide showing an interesting drawing. This drawing relentlessly changes
whereas we change our point of view. The object always transforms into something
new (Figure 10).

Next stage: “build texture”, when the programme blends textures. We can now
see the result of one more option on the tool bar, “textured”. A more detailed image
is offered, closer to the reality and the initial photos we provided to the programme
(Figure 11).

In the end, this virtual fragment is not like an individual and solid piece of stone or
marble (similar to ancient fragments). The digital fragment alters its form and any new
status is a fruit of different positioning. The particularity of a digital fragment lies in
the fact that each element of the surrounding space - captured compulsorily during
the photographic process — also accompanies the subject of interest and appears to be
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Fig.10

three-dimensional (another secondary object, the floor, indications of trees around,
etc), even elements that are not directly connected to the dominant form.

THE EXPORTED DIGITAL FILE TYPES AND THEIR POTENTIAL

Two types of files may be exported from the 3D-modelling process providing new
iconographies that allow room for further interpretation.

The .jpeg exported files (Figure 12) offer the texture and colour of the surface
(skin). If they could be put on top of or next to each other, they would make the pro-
vided elements (initial pictures) as a blurry world — a cloudy cosmos due to the fuzzy
areas that link the more realistic fragmentary pieces. The fragments are unified but
still in one new combination: some elements are becoming a vague cloud and the
forms appear melted in a new syntax, as if the generator of their new composition
follows a new grammar structure for recomposing.

This collaged condition transforms the image into an illusion, and the viewer’s ex-
perience is rather illusory. In fact, it provides an experience closer to Cubism, which
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Fig. 11

rejects the rules of perspective. For example, Picasso’s engagement with collage
was a challenge towards the painting’s status quo until then, as perspective ruled
painting, and he intended to trigger the viewer by recognising and giving attention
to the strangeness of the world.** Picasso’s cognizance of this new condition was
later explained [to Francoise Gilot, as he mentioned that] as the “world was becom-

ing very strange and not exactly reassuring”.*®

“The purpose of the papier collé was to give the idea that different textures can
enter the composition to become the reality in the painting that competes with
the reality in nature. We tried to get to rid of trompe-I'ceil to find trompe I esprit.
We didn’t want to fool the eye any longer: we wanted to fool the mind”.4®

In the case of .jpeg exports, this digital papier collé-like composition, as a new
reality competes the reality of the urban landscape. This digital collage is like a
post-cubistic or neo-cubistic collage, where different angles and perspectives of
the same subject meet at the foreground level. In the illusory notion of the im-
age, any verbal trace (messages, writings, letters from the posters, etc.) seem to
dissolve and the linguistic element - often used in collages — becomes a preverbal
form, a new trace.

44 R. Cran, Collage in Twentieth-Century Art, Literature, and Culture: Joseph Cornell,
William Burroughs, Frank O’Hara, and Bob Dylan. London & New York: Routledge,
Taylor and Francis Group. 2016. 7.

45 F. Gilot and C. Lake, Life with Picasso [1st ed.]. New York: McGraw-Hill. 1964, 70.
46 Ibid.
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The tiff exported files (Figure 13) offer individual fragments, separated one from
the other. There is no connection or intersection amongst them, apart from a blank
space that flows in between. In contrast to the .jpeg images and the fluid idiosyn-
crasy of their unity, this white space in tiffs restrains the pieces and keeps them in
a stable place as if they were immovable. In this individuality, each fragment looks
unique, has its own size and layout, and the edges that delimits its endpoints are
also distinctive. It is essential to refer to the nature of the edges, as the way that
the programme defines them looks like a tearing-apart process, a way alike that of
collages and décollages made by hand. This feature makes each piece unique, just
as any torn piece (by hand) is dissimilar to any other.
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CONCLUSION

Through a temporal visual reading and recording of the Athenian urban surfaces,
we can proceed to an understanding of the socio-political and spatial-geographical
realities of Athens in the context of the specific period of economic crisis. In fact,
the overwritten surfaces of Athens during this period offer a rich variety of “traces”
that emerge from human interactions with everyday urban environment. In this
way, the public spaces accommodate and reflect the human echo, transforming
the urban sphere into a narrative of the current Greek socio-political context. For
empirical and practice-based research, the initial engagement included periodical
fieldwork in Athens, photographic documentation and archiving. Central to the
practice element is the utilisation of novel approaches to expand the field of pho-
tography, relying on 3D visualisation software used in documenting the cityscape.
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It shifts the photographic detail of the fieldwork (multiple overlapping images of a
location) into a new fragmented digital reality, and represents it in detail as well. In
the material sense, even a physically collected torn piece of Athens imagery would
not be able to redefine the scene of reality. Instead, 3D-modelling directs the details
to a scene-making and finally achieves it. The developed practice of wandering, col-
lecting data, and utilising 3D-modelling may contribute to potential knowledge as
a visual production and its methodology, and may be applied to other similar cases
of cityscape preservation.
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MaHajotnc A. PEPEHTHUHOC
3HALH KPH3E: TPATAHE 3A HOBUM ®OPMYJTAMA 3A PASYMEBAKE H OYYBAKE
HUMATHHAPHJYMA KPU3E ATHHCKHUX TPAACKHUX MEJ3AXA

Pesnme: Y oBoM unaHKy pacnpas/bam 0 TOMe Kako HOBe TexHosoruje, nonyT 3/] ckeHupatba, Kao Npo-
LMpetbe K pa3Boj poTorpadcke cnuke, Mory GYHKLMOHHCATH Kao HHOBAaTHBAH HaYMH 3a UCLIpTaBambe
noBpLUKHa ypbdaHor npoctopa ATHHe TOKOM rofiMHa ekoHoMcke Kpuse. O, 2008. roguHe, of, noyeTka
rpuke hHHaHcHjcke Kpuse, ATHHa je nocTeneHo fodujana U3pasuTy TenecHocT. OBO TeNnecHoO NocTo-
jarbe onryaBa BU3yan13oBaHe f1acoBe M ofjeke 0 TOMe Kako Cy MojefHHLH K rpyne pearoBanu U of-
roBapasii Ha HaMeTHyTy peLiecHjy. ApXHTEKTOHCKH 0BIMLM rpajia MPOMEHUNH Cy ce Y ,apmaType®,
CKerneTe Ha KojHMa Ce CMECTHSI0 OBO TeJO M heroBsa ,koxa rnpotecta“. CTora je HeonXo4HO NPUCTYMHTH
HaYKHyY Ha KojH cy ypdaHe nospLUKHe ATHHe BH3yeNIHO eBOslyHparie TOKOM EKOHOMCKeE KpH3e H Koja ce
topmyna Ha HHX, CBECHO MM HeHaMepHo, Mp1Mehyje. Moryha je nojaBa HW3a x1noTesa koje Tpeda
na dyny vcnutare. Ha nprmep, kakBe akTMBHOCTH, OTUCLIM MM MOPYKe Ce Ha KX [oAajy U U3paxa-
Bajy, M KaKo je cBaka Of OBHMX BM3yasiM30BaHWX pafrH rnosesaHa ca ogpeheHHM neprofom KpHse.
Ha kakBuMm je npocToprma (noBpLurHama) Kpusa omoryhuna npoctop 3a UHTEpaKLHjy ,akTepuma“,
nosofehu, Ha NpUMep, Yak Y1TaBe ONIOKOBE HaMyLLUTEHUX-YHHULLTEHUX-3aTBOPEHHX NPOAABHHLIA 1O
BH3yenHe anponpHujauuje. Kako je ekcTeH3WBHa ekcnaH3Mja Kpr3e, ONTHUYKK eBHOEHTHa M MCKYCHa,
nocreneHo Gopmysnrcana aTHHCKO TKHBO, ,,KOXY“, YnHehH o e nocedaH NprUMep 3a UCTpaXHBatbe
eKOHOMCKe KpH13e? McnuTrBarbeM rpafckor nejsaxa moxaa hemo mohu fa BUOMMO Kako ATHHA Y KpH-
31 pa3BHja COMCTBEHE CIIMKE U KaKo Ce 0 OBOj KPHU3HM MpHMOoBEeAa Kpo3 Taj UMarkHapujym. Ocnatbajyhu
Ce Ha NPaKTHYHO UCTPaXKMBakE, 3aMoYe0 caM Cca TEPEHCKMM CHUMakKMa y ATHHK of felemdpa 2018.
no felemdpa 2019. roauHe, a Takoh)e caM KOPUCTHO W paHHje AOKYMEHTOBAHHW MaTepHjan 13 2008.
roaute. OBe y3acTorHe dase TepeHCKHX pafoBa M KopHLuhete CHUMIbEHOr MaTepHjana U apxvee
LoBefle Cy Me [10 UCMHTHBaMa M JOKa3HBatba LMpera peHoMeHa. Y MoyeTKy cam Ce 0Carbao Ha do-
Torpaduje cHUMbeHe nomohy jefHOCTaBHOT AWrMTanHor otoanapara, a KacH1je cam KOpPHUCTHO H
MOOHIHY Kamepy. MehyThMm, nocteneHo cam GopmynHcao HOBY MeTOAOMNOTH]jy AOKYMEHTaLHje, KO-
puctehm doTorpaduje rpanckrx nyTara M NepUoaHUHe TeEpeHCKe pafoBe 3a u3pady 3/, npukasa, 3/
Mofiena-dparmeHara ca npeLr3HUM feTarbiMa, MpoLLKpyjyhv OKBHP Ha MPOCTOPHO AOKYMEHTOBAkE.
KmyuHe peun: ATHHa, eKOHOMCKa KpH3a, rpafckH Mej3ax, HoBe TexHonoruje, dotorpaduja, 3/
CKeHHWpame
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