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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 

Fig. 9
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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 

Fig. 10
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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.44 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”.45

“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-l’œil to find trompe l’ esprit. 
We didn’t want to fool the eye any longer: we wanted to fool the mind”.46

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.

Fig. 11
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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.

Fig. 12
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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. 

Fig. 13
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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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Панајотис А. ФЕРЕНТИНОС
ЗНАЦИ КРИЗЕ: ТРАГАЊЕ ЗА НОВИМ ФОРМУЛАМА ЗА РАЗУМЕВАЊЕ И ОЧУВАЊЕ 
ИМАГИНАРИЈУМА КРИЗЕ АТИНСКИХ ГРАДСКИХ ПЕЈЗАЖА

Резиме: У овом чланку расправљам о томе како нове технологије, попут 3Д скенирања, као про-
ширење и развој фотографске слике, могу функционисати као иновативан начин за исцртавање 
површина урбаног простора Атине током година економске кризе. Од 2008. године, од почетка 
грчке финансијске кризе, Атина је постепено добијала изразиту телесност. Ово телесно посто-
јање оличава визуализоване гласове и одјеке о томе како су појединци и групе реаговали и од-
говарали на наметнуту рецесију. Архитектонски облици града променили су се у „арматуре“, 
скелете на којима се сместило ово тело и његова „кожа протеста“. Стога је неопходно приступити 
начину на који су урбане површине Атине визуелно еволуирале током економске кризе и која се 
формула на њих, свесно или ненамерно, примењује. Могућа је појава низа хипотеза које треба 
да буду испитане. На пример, какве активности, отисци или поруке се на њих додају и изража-
вају, и како је свака од ових визуализованих радњи повезана са одређеним периодом кризе. 
На каквим је просторима (површинама) криза омогућила простор за интеракцију „актерима“, 
доводећи, на пример, чак читаве блокове напуштених-уништених-затворених продавница до 
визуелне апропријације. Како је екстензивна експанзија кризе, оптички евидентна и искусна, 
постепено формулисала атинско ткиво, „кожу“, чинећи од ње посебан пример за истраживање 
економске кризе? Испитивањем градског пејзажа можда ћемо моћи да видимо како Атина у кри-
зи развија сопствене слике и како се о овој кризи приповеда кроз тај имагинаријум. Ослањајући 
се на практично истраживање, започео сам са теренским снимањима у Атини од децембра 2018. 
до децембра 2019. године, а такође сам користио и раније документовани материјал из 2008. 
године. Ове узастопне фазе теренских радова и коришћење снимљеног материјала и архиве 
довеле су ме до испитивања и доказивања ширења феномена. У почетку сам се ослањао на фо-
тографије снимљене помоћу једноставног дигиталног фотоапарата, а касније сам користио и 
мобилну камеру. Међутим, постепено сам формулисао нову методологију документације, ко-
ристећи фотографије градских лутања и периодичне теренске радове за израду 3Д приказа, 3Д 
модела-фрагмената са прецизним детаљима, проширујући оквир на просторно документовање.
Кључне речи: Атина, економска криза, градски пејзаж, нове технологије, фотографија, 3Д 
скенирање


