e STEES _ KENTPO MOAITIEMOY
TPANIEZA THE EAAAAOZ EPEYNAE - KAl - TEKMIHPIQEHE

XPONIA-1928-2018 EYPQLYETHMA




TOMNOl
ANAOOPAL

And t Luddoyn ts Tpdneas ts EARGOos

FRAMES
OF REFERENCE

From the Bank of Greece Collection



TOMNOl
ANAOOPAL

And tn undoyn ts Tpdnedas ts EARGd0S

FRAMES
OF REFERENCE

From the Bank of Greece Collection

Xapig KaveAlomovlov
Charis Kanellopoulou

KENTPO MOAITIZMOY

TPAIEZA THE EAAAAOZ EPEYNAZL - KAl - TEKMHPIQZHE

EEEEEEEEEEE

Q \\\\\\ -2018



To Pifhio exdoBnke pe v evkaupia tng éxBeang Tomor avagopds - Ao T ZvAdoys ¢ Tpamelag Tne EAMMddog
oto Movaeio Mnevaxn g 08ov [Tepawwg (14 Maptiov éwg 20 Maiov 2018).

The book was published on the occasion of the exhibition Frames of reference — From the Bank of Greece Collection,

held at the Benaki Museum Pireos Annexe (March 14 to May 20, 2018).
ISBN: 978-960-7032-81-2 (print)
ISBN: 978-618-5536-42-8 (online)

https://doi.org/10.52903/ccrd.a1.2018

© 2018 - Tpamela g EAAaSog/ Bank of Greece

[lepiexopeva
Contents

07
09

11
11

15
15

23
23

51
51

109
109

209
209

219
236

251
255

260
262

264
266

[TpoAoyog
Foreword

EvxapioTieg
Acknowledgements

Ewoaywyn
Introduction

Me onpeio avagopdag Tnv apxatotnta
Antiquity as a frame of reference

[Ipooeyyifovtag Tov kadnueptvo kOopo
Approaching everyday life

To tomio wg onuaivwy 0dnyog otn veoeAAnvikn téxvn
The landscape as a significant guide to modern Greek art

ZNUELWOELG
Endnotes

Boypagukd kaAArexvay
Artists' biographies

Kataloyog kaAAitexvwv kat épywv
List of artists and works

Biphoypagia
Bibliography

Evpetnplo
Index



[pdnoyos

To 2018 n TpamneCa tng EAAadog ovpminpwvet 90 xpodvia Aertovpyiag. Oha autd T Xpovia, 1§ KEVTPIKT
Tpdmea TG XWPAG Kat avandomaoto Turiua tov Evpwovotipatog and to 2001 kot Hetd, enaypurnvel ota
Oépata mov aQopovV TNV £yXWPLA OLKOVOLUKT| TIPAYHATIKOTNTA Kat guvdpdel 0Tn Stapopwor) Tne. Aimha
oTn onpacia Tov poAov TG yia Ty otkovopia, ) Tpamela avayvwpiel kat T onpacia TNG ATOOTOANG

NG wg BepatopOlaka g otopiag. It avtod cLANEYeL, ano v évapén Tng Aettovpyiag TG, TekuipLa Kot
¢pya téxvng mov epmAovtiCouy Ta apyeia kat Tig oVANOYEG TG, StaguAdtTovTtag Ta ixvn kat apxiy TG
OLKOVOHKNG Ko TOMTIKNG eEEMENG TNG xWpag, aANd kat, aAANNéVSETa, TG KOWVWVIKTG KAl TOMTIOTIKIG
éxppaong g. Kat’ avtdv tov tpomo, ouviotd onpeio avapopdg kat SeEapevi| IOTOPIKNG UVUNG.

H enételog twv 90 etV pag £dwoe T agopur| va SLOVPYHOOVHE £va aKOpn ONELO avapopds,
péow tov Kévrpov Iortiopov, Epevvag kat Tekpnpiwong, to omoio givat vievBuvo, petalp dMwv, ya
T ZuAhoyn épywv téxvng tng Tpdmelag: wwa ékBeon épywv téxvng and T ZvAoyn pag, pe titho Tomor
ava@opdig, oto Movoeio Mmnevakn tng 0800 Iepatde. Ta mepimov 160 €pya téxvng g €kbeong avtrg
avtavakhovv Staxpoviké afieg kat loTopkovg CVHUPOALTHOVE, eVD TAPAAANAA PEPYOVY GTO TIPOTKNVIO
eVOLAPEPOVOEG TITVXEG KAl 0pOOTIUaL TNG KAAAITEXVIKHG, AN Kol TNG YEVIKOTEPTG EAANVIKNG LOTOPIAG.

ITpoPaAlovTag wg onpeia avapopig kKbpLeg OefaTikéG TOL anacXOANoay Katd katpovg Kat 0To duvekeég
Tovg EAAnveg kalitéxveg — TV apxatotnta, Tov kabnuepvo KOouo, To Tomio — avadetkvoeTat v TEAeL Kal
1 idta ) ZvAoyr| w¢ €vag TOTOG avaopag eV OV aQopovV TNV TOATIOUIKT TawToTNTa TG EANGdag, oxt
HOVO O OX£OT) [LE TV EMOXT| TNG EUPAVIOTG TOVG, AAAA Kat pe SLaypOVIKT| LoXV.

H emhoyr| ¢ dnpovpyiag piag ZvAhoyng pe épya téxvng amokAetotikd EAvwv kaAitexvav
HoapTupei To evdlapépoy, Tnv miotn kat T Séopevon g Tpanelag oty mpootacia kat T evioxvon Tng
KaAATeXvikng Snpovpyiag, aAld kat Tov aToxo TG va ovpBdAlet otn Stagolagn kat v mpowdnon g
EYXWPLAG EKAOTIKNG LOTOPIOG KAl TOMTIOTIKNG KA POVOULAG.

[dvvng Zrovpvapag
Aoknr|g
Tpamneog g EAMGSog



Foreword

2018 marks the completion of 90 years since the Bank of Greece began operations. Throughout these years,
as the central bank of the country and, from 2001 onwards, as an integral part of the Eurosystem, the Bank
has remained vigilant in matters relating to the domestic economic reality and has played a part in shaping
this reality. Alongside its important role in the economy, the Bank attaches great significance to its mission
as a custodian of history. This is why, from the outset, it has collected and preserved historical testimonia
and works of art, thereby helping to chart, firstly, the trail of Greece’s economic and political developments
and, by implication, their social and cultural reflections. In this way, the Bank serves as a point of reference
and a repository of historical memory.

Our 90th anniversary is an occasion to create an additional point of reference, through the Centre
for Culture, Research and Documentation, which is responsible, among other things, for the Bank’s Art
Collection: an exhibition of artworks from our Collection, entitled Frames of reference, at the Benaki
Museum (Pireos St. Annexe). The approximately 160 works of art on display echo timeless values and
historical symbolisms, while highlighting interesting aspects and milestones of Greece’s art and overall
history.

This focus on three main themes as points of reference, which have at times, yet consistently,
preoccupied Greek artists — antiquity, everyday life, the landscape — ultimately turns the spotlight to the
Collection itself as a frame of reference for ideas concerning Greece's cultural identity, in terms not only of
their contemporary context but also of their lasting relevance.

The decision to create a Collection of works exclusively by Greek artists attests to the Bank's interest in,
and commitment to, protecting and fostering artistic creation, but also to its objective to contribute to the
preservation and promotion of Greece's artistic history and cultural heritage.

Yannis Stournaras
Governor
Bank of Greece
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H enételog twv 90 etwv and tn Aettovpyia g Tpamnelag tng EAAaSog
10 2018 vENpEe N agop) CLYAVTNOTG LoV e Tr povadikr ZvAhoyr
™G épywv Téxvns EAMjvv kaAiteyvawv tov 190v kat Tov 2000
alwva. AToTéNeOHA AUTHG TNG OLVAVTNONG anoTteovy 1) ékBeon Tomor
avapopds oto Movoeio Mrevakn tnv avoién tov 2018, kabwg kat o
opotitho PipAio mov T cuvodeve.

Oepuég evxaplotieg opeilw otn Atoiknon g Tpamelag e EANadog
yla Ty T va pov epmiotevBel Ty empédeta g ékbeong avtig kat T
ovyypaer tov Piphiov.

21t detr) mopeia mpoeToaciog Tovg, eixa TNV gvkatpia va
ovvepyaotw pe to Kévrpo Iohtiopov, Epevvag kat Tekunpicwong tng
Tpanelog — vievBuvo, petagd MWy, yra tn ZvAloyn g épywv TéXVNG -
Tov omoiov ot avBpwmot vTpEav oNUAVTIKOL CLVTENEOTEG Kat apwyoi
otnv vhomnoinon kabe epyaciag.

Evxapiotd Oepud tov Atevbovti tov Kévrpov Havayiwtn Iavaydkn
yta Ty oAU TN oVUPOAT TOL 0T YEVIKOTEPT 0pYAvWwoT TG €kBeong
Ko Twv TapaAAnAwyv §pdoewvy tg. AkohovBwG, TOV TPOioTAfEVO TOV
Tunpatog Movoeiov kat ZuAloywv Mdavo Kopdakn kat tov avamknpwth
Tov Niko AOLY£KO yla TV 0VOLACTIKH LTTOOTHPIEN Kot GLHPOAT| TOVG
OTOV GLVTOVIOO, TOV OXedLaod Kat Ty VAomoinon tng ékbeong kat Tov
ovvodevTikol PipAiov.

[ToAvtiun vrnpée n vrootpi&n g Ewprivng Hakwovpa oe ntrpata
Tekunpiwong, ald kat yevikotepng Stayeiptong tng ZvAoyng emiong
™G Afuntpag Nikohov o1 pehéTn Kat TpoeTOLacia VAKOD TG
éxBeong kat Tov BiPhiov kau g Avaotaoiag [eopatloylov doov agopd
TIg MAnpo@opies yla ta tpanefoypappdtia. Evxapiotieg anevfiovw
akopa ot Mapia Kwotomovlov kat T Avdia TTavhomovAov yia tnv
TIPOCEKTIKI) GUVTHPNON TV £pywV TPty TNV €kOeoT| TovG.

Ta Tov apxitekToViKO oXedlaouo TG ékBeong evyaplotd Wiaitepa
™ Natahia Mnovpa. Eniong, tov Kwvotavtivo Ianaypiotov

The 90th anniversary of the Bank of Greece was the reason for my
acquaintance with the Bank’s exquisite Art Collection, pertaining works
by Greek artists from the 19th and the 20th century. A result of this
acquaintance is the exhibition Frames of Reference, held at the Benaki
Museum in the spring of 2018, and the accompanying book with the
same title.

I would like to express my gratitude to the Governor and the
Administration of the Bank of Greece for endowing me with their trust
as regards the curation of the exhibition and the authoring of the book.

During the two years of preparation, I had the opportunity to
cooperate with the Centre for Culture, Research and Documentation
of the Bank, which is responsible among other things for the
abovementioned Art Collection and whose people were of immense help
in the materialisation of each and every step.

I would like to cordially thank the Director of the Centre, Panagiotis
Panagakis, for his essential contribution to the organisation of the
exhibition and of the events taking place at the fringe; the head of the
Museum and Collections Section Manos Kordakis and his deputy
Nikos Dougekos, for their invaluable support and contribution in the
coordination, design and materialisation of the exhibition and this book.

The support of Irene Palioura in matters of documentation and
management of the Collection was substantial; same as the support of
Dimitra Nikolou in the research and preparation of material for the
exhibition and its publication; and of Anastasia Pesmatzoglou in respect
to information on the banknotes. I sincerely thank Maria Kostopoulou
and Lydia Pavlopoulou for the masterly conservation of the works before
the exhibition.

For the architectural design of the exhibition, I would like to thank
Natalia Boura; also, Konstantinos Papachristou for his support on issues
of organisation of the exhibition at the Benaki Museum;




yta v vrootrpi€r Tov oe Bépata opyavwong tng ékdeong oto
Movaeio Mnevaxn. Tig Mapia-Xpiotiva TtavvovAdatov kat Xapovla
Xat{nvikoAdov yia o ekmatdevtikd Tpoypapipa TG €kBeong kat To
ouvodevuTiko £vTuTo, To omoio Ba alomomBei evpvtepa ot ZvAdoyn
¢ Tpamelag.

[a v vAomoinon g ékdoong Tomor avapopds, evyaptotw Beppia tn
Xptotiva Awvapddkn kat Ty Avttyovn Baothomovlov mov empeiOnkav
Ta keipevd g, kabag kat tovg Awatepivn [Ipokomdkn, Julia Greenberg,
IovAia Zaytd, Baoihn Mrelekovkia kat Zo@ia Maptatov yia tnv ayyAkn
HeTd@paot Tovs. Ty kpitikn avdyvoon Twv ketpévaov Tov PiAiov
avédaPe o Anurtpng [avhomovhog, avamAnpwtnig kabnyntng Iotopiag
¢ Téxvng oto Havemoto ABVaV, TOV 0TOI0 EVYAPLOTW Yot TIG
ToAUTIEG TTapatnprioets Tov. Tia t oehidomoinon tov PipAiov evyaplotw
tov Niko Aovyéko kat tnv Een [Havayiwtidn, evw yia o aptio ekdoTiko
anotéeopa o Tpoownikd Tov IETA kat idaitepa tov Anurten Zyda
Kot Tov Ztépavo TikéAn.

Téhog, o 10eda va ek@pdow TiG evxaptoTieg pov mpog to Iotopikd
Apyxeio kat T BiphoOnkn ¢ Tpamelag tng EAadog yia tnv mapoxn
TeEKUNPlwY Kat eyYpapwv OXeTIKA pe Ty totopia g Tpdmelag kat Tng
ZvAoyng .

Xapig KaveAomovAov

Ap. Iotopiag g Téxvng
Empehtpia tng'ExBeong
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Maria-Christina Yannoulatou and Charoula Hadjinikolaou from the
Benaki Museum as well, for the educational programme of the exhibition
and the accompanying book, which will find further uses in the Bank’s
Collection.

For the materialisation of the book Frames of Reference, I sincerely
thank Christina Linardaki and Antigoni Vassilopoulou who edited and
proof-read the texts, as well as Aikaterini Procopaki, Julia Greenberg,
Julia Sagia, Vassilis Belecoukias and Sofia Mariatou for the English
translation. The book was reviewed by Dimitris Pavlopoulos, associate
professor of Art History at the University of Athens, whom I sincerely
thank for his valuable remarks. For the layout of the book, I would like to
thank Nikos Dougekos and Efi Panagiotidi, and for the excellent printing
result, the staff of the Banknote Printing Works of the Bank of Greece in
general, and Dimitris Sigalas and Stefanos Tikellis in particular.

Finally, I would like to express my gratitude to the Historical Archive
and the Library of the Bank of Greece for the documents they provided
as far as the history of the Bank and its Collection were concerned.

Charis Kanellopoulou
Doctor of Art History
Curator of the Exhibition



Eloaywyh
Introduction

Tpdaneda tns EANGdos: évas tonos avapopds
yia tnv eNlnviKA olKovopia Kal Kolvwvia
«... Hro m\éov yeyovés... H Tpamela TG EAL&dog eBeperiwveTo
pe kadotg otwvovs. Me kaddg eAmidag». Me T gpdon avtn
KkAeiver aotodoga o HAiag Bevé(ng to kepdhato tng mpoioTtopiag tng
Tpanelag oto Xpovikév ¢ Tpamélns tns EAA&S0G, avagepopevog
oty ohokApwon twv Stadikactdv g idpvong e H évapén g
Aettovpyiag TG éhaPe xwpa to 1928, Enmerta and tny voypagn,
peta&y g EANadag kat g Kowotntag twv EBvav tov Zentéuppro
Tov 1927, Tov [TpwtokoMov tng levevng, piag SteBvovg mpa&ng mov
SLlapopPwve TOVG OPOLE AVTNG TNG EYXWPLAG TPATECIKNG HeTappLBuong,
avayvwpilovtag Ty amdAuTn avaykn «va ITapyn, £V HEoW TNG
TOAVGLVOETOL OIKOVOIKTG (WG TWV GLYXPOVWV KOLVWVIWDY, OPYAVIOHOG
LOXLPOG AANA Kot €& VTTOXPEDTEWG VOULKIG aVISIOTEANG, OOTIG VaL A0KT
TNV KAVOVIOTIKIV TOV AeITovpYyiav mpog dtatrpnoty katd 1o Suvatdv Tng
EKAOTOTE AMELNOVUEVNG OLKOVOLUKI|G LOOPPOTIIAGH.

H wropia ¢ Tpanelag tng EAGS0g, Ta emtebypata g, aAld
Kat oL kpioelg ov Staxelpiotnke wg Oeopog kat éxovy xapaxOei wg
onuavtikoi otabuoi otny e&EAEn TG otkovouKT|G LoTOpiag Kat Tov
tpane(ikod ovotriuarog s EAadag, amodetkvoovy tov podo g wg
adLapPLoPTNTOL «TOTOV AVAPOPAGH YL TNV EANANVIKT] OLKOVOLia Kat
— KAt eMEKTAOT — Yia TNV EAANVIKT Kotvwvia. Me Ty mopeia g va
ovvtacoetat adlaAewnta oe TapdAAnlo Prpatiopo pe ta dtedvr kat Ta
eyxwpta yeyovota, n Tpamela g EAGS0g éxet Buwoel v avantudiaxn
Stadpopr} TG eBVIKNG otkovopiag, OTWE Kat OAeG TG KAUTES TNG, Kat £Xel
OVUHETAOYEL EVEPYE OF AVTEG pe 0TAOEPES apXEG HETO ATIO SLAPOPETIKEG
VA EMOXT) TOAITIKEG.?

AN aKOpLo KL OTAV OKEPTETAL KATTOLOG VA TIEPATEL ATIO TOV PO TNG
Iotopiag otn pon g aotikng kabnuepvotntag, n Tpamela tng EAAGSog

The Bank of Greece: a frame of reference

for Greek economy and society

“.. It was now a fact ... The Bank of Greece was being established
under bright auspices; full of promise”.! 1t is on this optimistic note
that Ilias Venezis concluded the chapter of his Chronicle of the Bank of
Greece describing the events and processes leading up to the creation
of the Bank. The Bank began operations in 1928, after its establishment
had been envisaged by the Geneva Protocol of 15 September 1927, an
international agreement between Greece and the League of Nations
laying down the terms of this domestic banking reform, in recognition
of the urgent need for “the existence, amid the complex economic life
of contemporary societies, of an organisation, not only powerful, but
also legally bound to serve the public interest, to exercise a regulatory
function with a view to upholding economic stability insofar as possible
from potential threats”?

The history of the Bank of Greece, its achievements, as well as the
crises which it has managed as part of its mandate and which represent
important milestones in Greece’s economic and banking history, attest
to the BanK’s role as an undisputable “frame of reference” for Greece’s
economy and - by extension - society. Always in step with international
and domestic developments, the Bank of Greece has witnessed the
development path of the national economy, as well as all its turning
points, and played an active part in this process, adhering to unwavering
principles through difterent policies over time.?

Even when zooming out of the larger picture of history to refocus
on everyday city life, the Bank of Greece again emerges as a “frame of
reference” with its iconic presence in the built urban environment and
the sense of security, dynamism and prestige outwardly projected by its
successive premises.
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UTTOpEL KAl EYYPAPETAL KAt TTAAL WG «TOTIOG AVAPOPAGH- AVTHY TN QOpa
Le TOV TpOTIO TToV Oepehwvet Tn onpavTikn 0€on TG oToV ToAe0dOpIKO
LOTO, HECQ ATTO TNV TIPOOSEVTIKT} OTEYAOT) TG OF APXITEKTOVILLATA IOV
emdekvoouy, pe e§wotpegr Stabeon, awobnpata acadeiag, Suvaukrg
Kl KUPOUG.

Emotpépovtag otnv apxn Tov vijuatog, miow oto 1928 kat otnv
eAANVIKn Tpwtedovaa, 1 Bepeliwon kau i otadiaxn eEEAEn Twv epyactov
Kat Twv voxpewoewy TG Tpamelag — ot onoieg avtavakAovy Ty
Wuaitepn B¢on g we Beopukng kepalidag Tov Tpanelikod cuoTHpATOg
- odnynoav cvvropa otn Stanictwon Tng avaykng vrapéng evog
«OLKIHATOG» YlOL TN OTEYACT] TNG — £MELTA OO TNV EYKATACTACT] TNG ylat
ovvTopo dtaotnpa oe kTpto TG odov Iavemotnuiov 28.* H wotopia
tov Kevtpikot Kataotiparog g Tpdmelag tng EANGdog, emiPAntikod
Tonoonuov g Adnvag petafd twv odwv Zradiov, Edovdpdov Aw,
[avemotnuiov kat Ourpov, Eekivd pe Ty Tpoknpun apxITeEKTOVIKOD
Staywviopov yia v vhomoinor| tov to 1929- oe avtdv opileton e§apxrg
OTL 0 0XedLAOHOG EmpeTe Va eival «KAAOIKOG EAANVIKOG»,” £TOL WOTE Val
avadelkvOETAL O PVIHELAKOG XAPAKTHPAG TOv £pyov. O xapakTipag
avtdg TpnHOnke pe ovvémela and Tovg apxitéktoveg N. ZovumovAidn,

K. TTamadakn kat tny opada ouvepyatdv Toug, yia Ty eKTEAEOT] EVOG
Heyapov oTo omoio Stakpivovtat oxedlaotikd 1 kKAaotkr pvBpoloyia,

TO AMEPLTTO VYOG Kat 1) appolovoa amhdtnta. Onwg de XapakTnploTKa
onpewwvet oty Exbeort Tov o tote Atowntiig g Tpdmelag e EAGdog
EppavounA Toovdepag, e Tov eykaviaopd Tov KTiopatog to 1938, 1o
Héyapo «éhaPe Béowy eig To Aapmpotepov ovykpoTNpa SNHociwy KTipiwv
¢ mpwtevovong. Tovto de vinp&e eig akoun Aoyog va mpoomadnowpey
OTIWG TO VEO KTiPLOV ep@aviadi| amhovv Kat fpepov Kat pn tapadn moowg
TOV pLOUOV Kal TN GUOLOY VWUV TOV AAUTPOV LOTOPIKOV IOPVHATWY e
TaL OTIOL0L UTVXTOE VO YEITOVEDT.

210 KeVTPIKO «oiknpon g Tpamelag, mpog mpootasia Tov omoiov
o Awowkntig Eppavovn Toovdepdg tonobétnoe ota Oepéid tov
eAANVIKA VAR TIKA VopiopaTa «wG KaAOV GLUBONOHOV Kat OLwvOV»®
Kkat avéBeoe atov {wypdgo Ayrvopa Acteptddn va ghotexvioet
ovvBeon oe YyneLdwTod oL eVToLXioTNKE TAVW antd TNV €icodo Tov
Onoavpoguiakiov,’ 1 kalitexvikn EkQpaot Pprike avaloyn ONUAVTIKY
0¢omn. Mia exAentvopévn atodntikn avravakidrat ovTwg 1} AAAwg
0TOVG E0WTEPLKOVG XWpovg Tov Kevtpikod Kataothparog, dmov §60nke
Wdlaitepn TPOOOYN OTNY E0WTEPIKT SLAKOGUNOT Kat TNV eMimAwon.

Ty i6ta aioBnon paptupodv ot peyales ynedwtég cuvbéoels oto
ddamedo g kevtpikng aibovoag Fevikwv Zuvalkaywy — ot omoieg
Kataokevaotnkav 1o 1936 and to epyaotnpto Gianese Venezia — kat
Svo ovvBéoeig Butpod atny opogn ¢ idtag aibovoag, Snuovpyia Tov
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Turning back to 1928 and to Greece’s capital, the establishment of
the Bank and the gradual evolution of its activities and tasks - reflecting
its unique position at the head of the domestic banking system —
soon underscored the need for permanent premises - after the Bank’s
temporary housing at 28, Panepistimiou Street.* The history of the Head
Office of the Bank of Greece, an imposing landmark in the heart of the
city bordered by Stadiou, Edouardou Lo, Panepistimiou and Omirou
Streets, begins in 1929 with the launch of an architectural competition
for the construction of the Bank's own premises. According to the
specifications for the project, the design had to be in “classical Greek”
style,” so as to highlight the monumental character of the building. This
character was fully ensured by architects N. Zoumboulidis, K. Papadakis
and associates,® who designed a building marked by classical references
and a simple austere style. As Emmanuel Tsouderos, Governor at the
time of the Bank of Greece, noted in his Annual Report, the building,
inaugurated in 1938, “found its place in the most majestic complex of
public buildings in the Greek capital. This, for us, was yet another reason
to ensure that the new building would be a discreet addition and would
not in the slightest perturb the style and image of the superb historical
institutions which it has the good fortune of neighbouring”’

Artistic expression was to find a similarly important place at the
Bank’s Head Office, as Governor Emmanuel Tsouderos placed ancient
Greek coins in its foundations “for their favourable symbolism and
auguring™ and commissioned artist Agenor Asteriadis to design a
mosaic composition which was embedded above the entrance to
the vault.” The interior of the Head Office also exudes distinguished
refinement, with its elegant decorations and furnishings.

The same air is conveyed in the Transaction Hall by the large floor
mosaics — executed in 1936 by the Gianese Venezia workshop - and the
two stained-glass compositions on the ceiling designed by Christodoulos
Roibis, known for his painting decorations of buildings during the
interwar period. The same applies to the tile compositions designed by
painter Yannis Moralis and executed from 1969 to 1971 by ceramist Eleni
Vernardaki for the transaction hall on the ground floor on Stadiou Street,
as well as the wall decoration of the staff cafeteria with ceramic tiles by
the same two artists.'

Soon after its establishment, the Bank began to acquire works of art
with which to decorate its executive offices and public spaces. These first
acquisitions' formed the core of the BanKs future Art Collection,
which now boasts an important trove of artistic creation, yet another
invaluable “frame of reference’, highlighting various aspects of modern
Greek art.

Xptotodovlov Poipmn, yvwotov yua tig {wypapikés Stakoounoeig
KTnpiwv kata v nepiodo tov Mesomolépov. To idto ovpPaiver pe
116 emdanédieg ovvBéoelg Tov (wypdgov Iavvn Mopaln pe kepajukd
mAakidla kataokevaopéva ano v kepapiotpia EXévn Bepvapddkn
(1969-71) yta tnv aifovoa Tevikwv Zvvallaywv 1o mpog tny 086
Ztadiov 100YeL0, OTIWG Kat e TN SLAKOGHNOT) TWV TOiXWV TOL KLAIKEIOV
He Kepaptkd dtakoopnTika mhakidia and o idto didvpo kalitexvav.
'Hén and v emoxr idpvong tng Tpdmelag, dapxtoe va Sapopewvetat
£Vag TLPTVAG £pYwV TEXVNG Yl va KoopnBovv emionuot kat
KOLVOXPNOTOL XWPOL TNG. AVTEG Ot TpWwTeg emAOYEG! amotédecay Tnv
apxn ya ) Snuovpyia g ZvAloyng épywy téxvng ¢ Tpdmelag g
EAN&S0g, 1) omoia orjpepa amotelel €vay onpuavTikd TOTO GUYKEVTPWONG
NG eEANANVIKNG KAAAITEXVIKTG SULovpYiag: Evay «TOTO avapopac»
onpaivovoag agiag kat avadel&ng Oyewy g veoeAANVIKIG TEXVIG.

Ix€6io twv N. Zoupnoudidn kai K. [Nanaddkn yia tnv npéoown tou Kevipikol
Karaotriuaros tns Tpanélas tns EAAdéos, 1929-34

Sketch by N. Zoumboulidis and K. Papadackis for the facade of the main building
of the Bank of Greece, 1929-34
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Mixanf A&enods, To éuBAnua tns Tpdnelas tns EAAdGOos, 1928
Michael Axelos, The emblem of the Bank of Greece, 1928

H Zuniioyn €pywv téxvns tns Tpdnelas tns EANGdos

Méoa and ta anmoktipata kdbe GLANOYNG avTavakA@vTat ot Tpocdokieg
KAl 0L 6TOXOL, 1] TIVEVHATIKI] KAl KOWVWVIKT evatcOnoia Tov atopov 1) Tov
@opéa Tov evepyel yla T oOvOeon kat Tn Staxeiplon TnG. Alaxpovikr

WG TPoG TNV epPéNetd TG, 1 TéEXVN amotelel yla kabe kovwvia diavAo
petadoong kat Tpowlnong eovey katl andyewy, dewv kat a&iwv. Etot,

1 OVANOYN €pywV TEXVNG HAPTVPEL TNV TOTH Kat Tr déopevon Twv
OVAAEKT@YV TIPOG TNV avBpwrtvn SnuovpytkdTnTa, TNV KaATEXVIK
o&bvota kat TNy emévdvon otny ovoia dowv urmopovv va mapaxbovv
(éow tov ToAttiopov: apdAAnla, tpoPdilel Ty avdykn e§wtepikevong
Ko OLUTOPELONG e aieg Omwg 1 awoOnTikn kKaAAiépyeta, 1) evepyr
OVHETOXT) 0TIV TOATLOTIKT (Wi, 1) TpooTacia kat 1) evOappuvon tng
TEXVNG, Kat 1] S140won TNG TOAITIOTIKAG KATPOVOLLAG.

v mepintwon g ZuAoyng épywv téxvng g Tpdmelag tng
EMadog, mapatnpodpe t SiapBpwon pag ovloyng n onoia Eexivioe
10N amod ™ Xpovid Aettovpyiag Tov okovopikov Beopov To 1928
Kot ovvexiCetat péxpt TIG Hépeg Hag HEoa amod £va TAALOLO EIKACTIKIG
TOALTIKNG, TO 0TI0{0 ep@avifel AANOTE o apatd Kat AANOTE TUKVOTEPO
eVOLAPEPOV YLaL TNV ATIOKTNOT) €PYWV TEXVNG, AVANOYA [E TNV ETOXT Kat
TNV TPAKTIKT TOV €EKAOTOTE ALOIKNTT) TTPOG avThiy TV katevBvvon.'

MeAeTwvTag onepa Tr GLVOALKT EKOVA KAt VTTOOTACT TNG
ZvA\oynig, n omoia cuykpoTteitat anod mepimov 3.000 épya oV
XpOovoloyovvTal amo Ta péoa Tov 1900 awwva péxpt T oVYXpOVI ETOXT),
Stakpivetar o xapaktipag piog EAANVOKeVTpIKNG GVLANOYNG, OTIWG AVTOG
kaBopiletat and Tov TPOTO Kal TOV TOTO SNoVPYIag TNG, Kupiwg
TapaoTatikng {wypa@ikng kat xapaktikns (kabwg kat pkpov aptBpon
YALTT@V), TOL avadetk Vet TTUXEG TNG VEOEANNVIKIG TEXVNG.

Qg onpavtikog Beopoc, n Tpdmela e EANadog emévdvoe e€apxrig
0 £pya TEXVNG, T OTIOLL AVTAVAKAODY KOPOG, Staxpovikég agieg kat
LOYXVPOUG GUUBOAOUOVG, TTOL AVAPEPOVTAL OE CIUALVOVTEG TOTIOVG KAl
Xpovikd opoonpa t0oo TG eAAvikig kaAArrexvikng Snptovpyiag 6o
Kot TG eEAAnvikig wotopiag. Ta épya mov €xovy ovAexDei Stakpivovtat
YLa TO TIEPLEXOUEVO TOVG, TNV agia TOVG WG LOTOPIKA TEKNPLaL, AANA Ko
v kKoltexvikn aio Tovg — oTotyeio Tov ovvOETOLY TNV TAVTOTNTA KAt
e§ao@alilovv TV TOATIHOTTA TOVG — £VW 1) CVOTACT] TOVG 08 ZVANOYT)
Snuovpyei To MAaioto pEca 0TO 0MOi0 AelTOVPYOVV oA TapaKaATabrKn
OYEWV TNG EYXWPLAG EIKACTIKNAG YVMONG Kat KAAAITEXVIKHG LOTOpLaG.

Zto mhaioto e§wotpéelag TG XuAoyng, emtheypéva pya Exovy
napovotaotel oe Teplodikég ekBéoelg atny EANGSa kau to efwtepixo.
Kat avtdv tov 1pomo, Eekivioe ¢vag Staoyog Twv épywv (e To
PINOTEXVO KOLVO, Yia TIpWTN QOopd pe TNy meplodikny ékOeon ZvAdoyn

The Art Collection of the Bank of Greece

Through its acquisitions, every art collection reflects the aspirations
and goals, as well as the intellectual and social awareness of its creator
and manager, whether person or institution. Timeless in its scope, art
is for every society a vehicle for conveying and promoting images and
views, ideas and values. Thus, an art collection attests to a collector’s
faith in, and commitment to, human creativity and artistic acumen and
also represents an investment in the essence of what can be produced
through culture; at the same time, it also fulfils a broader mission of
diffusing and fostering values, such as aesthetic cultivation, active
participation in cultural life, the protection and support of the arts and
the preservation of cultural heritage.

In the case of the Bank of Greece, we have an art collection dating
back to its first year of operation, 1928, and continuing to this day,
shaped by an art policy framework varying in intensity, depending on the
specific period and policy of each Governor."

Looking, today, at the overall structure and contents of the
Collection, which features some 3,000 pieces from the mid-19th century
to contemporary times, we see a collection with a strongly national
character, as determined by the pieces authorship and circumstances of
creation, consisting mainly of figurative paintings and prints (as well as
a small number of sculptures) and highlighting a variety of aspects of
modern Greek art.

As a major institution, the Bank of Greece has, from the outset,
invested in artwork conveying prestige, timeless values and powerful
symbolisms and documenting significant milestones in Greek art and
history. The collected works stand out for their content and value, both
artistic and as historical testimony — elements that make up their identity
and ensure their preciousness — while their organisation into a formal
Collection provides the necessary context for them to function as a
repository of Greek art history and a record of artistic achievement.

As part of an effort to open up the Collection to wider audiences,
selected works have been displayed at temporary exhibitions in Greece
and abroad. A first dialogue with art audiences came with the exhibition
The Bank of Greece Collection. Greek Painting and Engraving, hosted at
the National Gallery in Athens in 1993." Then came the exhibition The
Emergence of Modern Greek Painting 1830-1930: From the Collection
of the Bank of Greece, featuring works from the Collection alongside
pieces from other Athenian collections, held initially in Washington D.C.
(2002) and repeated in Athens (2003)."* In the same vein, important
works from the Collection have been lent for temporary exhibitions and
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™6 Tpamelas i EAM&Sog. EAAnvikn Zwypagixi ko XapakTikh,n
omoia gho&eviOnke otnv EOvikr) ITivakoOrixn to 1993."° Akolovbnoe n
¢xOeon H yévean ¢ vewtepns eEAAnvikns (wypagixhs 1830-1930: Ao
™ ZvAdoyn ¢ Tpdmelag tH¢ EAA&SoG, pia ouvdvaoTikr ekBeotaxm
TPOCEYYLON EPYwV TNG ZVANOYNG He €pya AAwV adnvaikwv GVAAOYDY,
1 omoia TapPovOIAoTHKE apXtkd oty OvdotvykTtov (2002) kat émerta
otnv ABrva (2003)."* Y16 to idto mpiopa, onpavtikd épya g XvANOYNG
gxovv mapaxwpnei mpog davelopod oe meplodikég exbéaels, evw Exovy
BiPAoypagnOei TakTikd oe Oepatikég Kat aplepwpatikég ekdOTEL ToV
aQOPOLV TN VEOEAANVIKT TEXVI)."

A7 10 2013, 1) ZvAhoyr épywv téxvng TG Tpamelag Ppioketal vito
™ okénn Tov Kévpov IMohitiopov, Epevvag kat Tekpnpiworg g, To
omoio SnpovpynOnke pe atdx0 TNV TPOPoAT Kaw TNV avadet&n Tov poAov
TNG OTIV OLKOVOLUKT), KOVWVIKT Kat TOMTIOTIKY avantudn g xwpoag. Xe
AUTO TO TOMTIOTIKO Tepiypaptpa, 1 XVANOYT EpywV TEXVNG OUVUTIAPXEL
10N kot @rhodokei va ovvopuei pe T BiphoOnkn, to Iotopikd Apyeio,
T0 Movoeio, T Nopopatiki Zuloyr kat tig Exkdooeig tov Kévrpov
[ToAttiopoy, péow SpaotnplotiTwy, ekdNA®oewy Kat EkGOTEWY, TTOV
PEPVOLV O0TO TIPOOKNVLO EVSLAPEPOVTES OVELG KAt ETUTEVYHATA TNG
eAMVIKNG TEXVNG KAl TG KOVWVIAG HECW TOV SLavAOL TOV TOAITIOHOU.

Ténor avagpopds: pia €kBeon €pywv TEXvns

s Xuniioyns oto Mouaogio Mnevdkn

Me agoppr fua enételo — T ovUmARpwon 90 eTwv and tnv idpvon
¢ Tpamnelag g EAadog — to Kévrpo IToArtiopov, Epevvag kat
Texunpiwong g Tpamelag opyavavet pia véa ékBeon emleypévwy
¢pywv TG ZuANOYNG, TOL TAPOLOLALETAL AVTNV TN POPA GTO
Movaoeio Mnevaxn g odov Iepaiwe. H éxBeon BaciCetat otov
Koppo TG ZvAAoyng ) omoia, Onwg onuelwdnie, éxet Stapopewdei pe
emAoY£G amo TNV amapyn} TNG VEOEANNVIKIG TEXVNG, £TOL OTIWG AUTH
Depelwvetat e Ty idpuon Tov VEOL EAMNVIKOD KPATOVG, KAl [LE TOV
OVLOTNUATIKO EUTAOVTIOHO TNG HE EPYa EVOG EVPEOG PATUATOS TIG
veoeAANVIKNG {wypagikns éwg Tn ovyxpovn emoxr. Ocov agopd tnv
ETUUEANTIKT| TNG TtpOoéyyLom, 1) ékBeon auTr) €xet 0ToX0 va avadeifet
TN ZVANOYN WG £V «TOTIO AVAPOPAGH EPYWV TEXVIG TIOV ETIYELPOVY
VOl ATOKPLTITOYPAPTIOOVV Kot Va SLATLTIWoOLV Slaypovikd OVeLg Thg
eAANVIKNG TOMTIOUIKNG TAVTOTNTAG.

[la v ev Aoyw xaptoypdgnon, 1) ékbeon akolovBel katevBuvon
Deplatoloyikn)- 0TOX0G TNG eival va LENETNOEL KAl VoL VTTOYPAIoEL TOVG
TPOTIOVG e TOVG OTIOI0VG KUPLEG BepaTIKEG, AANA Kot «KDKAOL VTV
ikpOTEPNG epPédetag, amoTtéAecav Kat guvexiovy va anotehovy ptpeg
EUMVELONG LOEWV dlay POVIKHG onpaciog yla T veoeAAN VK TEX V. (g
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have been regularly cited in thematic and commemorative publications
on modern Greek art."

Since 2013, the Bank’s Art Collection has come under the umbrella of
the Centre for Culture, Research and Documentation, set up to promote
and highlight the role of the Bank in the country’s economic, social
and cultural development. Within this overarching structure, the Art
Collection co-exists and aspires to interact with the Library, Historical
Archives, Museum, Numismatic Collection and Publications section, all
units of the Centre, through activities, events and publications that bring
to the forefront interesting aspects and achievements of Greek art and
society via the channel of culture.

Frames of reference: an exhibition of works from

the Bank of Greece Collection at the Benaki Museum

On the occasion of the Bank’s 90th anniversary, the Centre for Culture,
Research and Documentation of the Bank is holding a new exhibition
of selected works from the Collection, hosted at the Benaki Museum
in Pireos Street. The exhibition is based on the body of the Collection
which, as previously mentioned, has been shaped by choices from the
emergence of modern Greek art, as defined by the foundation of the
modern Greek state, and systematically enriched with more recent
works from across a wide range of periods and styles. With regard to its
curatorial concept, this exhibition aims to highlight the Collection as a
“frame of reference” for works of art that attempt to unveil and articulate
various facets of Greek cultural identity over time.

To this end, the exhibition is structured in a thematic manner, in an
aim to study and showcase how broad themes, as well as smaller sub-
themes, have been and, to this day, remain sources of inspiration for
long-lasting ideas in modern Greek art. Thus, the exhibition unfolds
along three broad narrative lines: antiquity, everyday life and the
landscape as a guide to modern Greek art.

A common thread through this exhibition is the unyielding interest
of Greek artists in these themes, which have served as frames of reference
for their creative expression, the development of their personal artistic
idiom and often the highlighting of the notion of “Greekness”

The exhibition - and the accompanying catalogue - bring the visitor
into contact with the items from the Collection, divided into these broad
thematic categories, but also organised in a unified whole loosely echoing
the flow of history of modern Greek art. In this way, the exhibition
presents artists who, depending on the moment, their beliefs and
interests, drew creative power from either revisiting well-established past
symbols and ideas from an academic perspective, or from crossbreeding

€K TOVTOV, 1] Topeia TG ékBeong xapaooeTat péoa amd Tpelg KOpLeg
EVOTITEG APNYNONG: TNV AVAQOPA GTNV APXAUOTITA: TNV TPOCEYYLON
ToL KaOnuepLVoL KOGHOVL- T1) ONHAGia TOL TOTOL WG 0dNYOoL yia TN
VEOEAANVIKT| TEXVT).

Ivopova g Stepedviong avtwv twv epatikwv anotelel To
avefavtAnto evdiagépov twv ENMvov kalitexvav yio avtég, kabwg
ATOTEAETAV TOTIOVG AVAPOPAS OTHV EKPPaOT) TG SNLLovpyiag Tovg, T
SLapOpPWoN TOL EKACTOTE TPOCWTIKOV ELKACTIKOD IOLWUATOG TOVG Kat —
TOANEG POpEG — TNV avddeldn TG TAVTOTNTAG EVOG «EAANVIKOD KOGHOV»
0TO GUVOAO TOV.

[Tepdrapalovtag tnv ékbeon — kat T ovvodevtikn ékdoor| TG —

0 Beatng ovvavTd ta épya TG ZLANOYNG EVTETAYHEVA OE AVTOVG TOVG
a&oveg kat TapdAnAa cuvTETAYHEVA Avd EVOTITA OF (Lia VTTAPXOVOQ,
oA «xahapdTepn» por) TG LoTopiag TG veoehnvikng téxvng. Kata
aQUTOV TOV TPOTIO, TapovatalovTat Snovpyoi Tov, avaloya pe Ty
ETOX1), TA TUOTEVW Kalt Ta EVOLAPEPOVTA TOVG, AVTANTAY STHLIOVPYIKT
Stvapn eite mpooeyyilovtag ek véov dednAwuéva odpfola kat 1déeg
Tov TapeABOVTOG Héoa and To Tpiopa TG akadNHAIKAG YPAPr|§ €iTe
SlaoTavpwoay VIIAPXOVOEG TTVXEG TNG EAANVIKNG EIKACTIKNG
EKPPAOT|G LE VEEG TTPOOAAPAVOVOEG KAl ETUPPOEG ATIO pELHATA

TNG EVPWTATKNG TEXVNG.

Me 10 otiypa avagopdg va divetat mavta péoa ano kabe
ovykekpiuévo Bepatikd dgova, 1) ékBeon mpoteivet atov Beatr) TV
TAPATHPNOT KAl TNV TPAYUATEVLOT) TWV £pywYV, evOappuvovTag TOV
onTkO StaNoyo petadV épywv euPAnpatikdy kat AAAwy Aydtepo
YVooTov péca ot ZvAhoyrn. Znpacia artokta n duvatdtnta va
TIPOKVTITOLY Kat Vot avadelkvoovtat ot TapaAAnAtopoi, oL GuvO£TEeLs, o
Sapoponotoels kat ot amokAioels petadd épywv pe mapopoteg Bepatikég
avadntoels, kabwg kat va anotuwvovTat ot 6Tabepég TpooeyyioeLs Kat
oL elpapatiopol g eAAnvikng lwypagikng téxvng. Evliagépov akoua
€xel va onpelwOonV YOVIHES GUYKPIOELG KAl EPUNVELES YLa TOVG TPOTIOVG
He TOVG 0TT0I0VG KAOe DefaTIKY) WG «TOTOG AVAPOPAG» VI TNV EKACTIKI
éxppaor) eEuNPETNOE TOVG EKAOTOTE SLAPOPETIKOVG TTPOOPLOHOVG KAt
OTOXOVG — KAAAITEXVIKODG, LOEOAOYIKOVG, KOVWVIKODG — GUINTWVTAG
Kot TpowBwvTag Ta avtioTorya unvopata Tpog TV eAANVIKH KOwvida.
EpebiCovtag tnv ontiky okéyn, kaBe Oepatikn evotnta emiyetpei va
EL0AYEL OTOV KOOWO TNG Tov Beatr kal va Tov Tapakivioet va avalntioet
yla kaBe €pyo Eexwplotd — kat oe oLVSLACHO pe OO Py CUVLTIAPXOLY
o€ KaOe evOTNTA — TIG TOANATAEG AVAYVWOELG IOV TOL AVAAOYODV.

this existing artistic legacy with new perceptions and influences from
contemporary movements in European art.

Within these thematic axes, the exhibition invites the viewer to
contemplate, and engage in a visual dialogue with, iconic or lesser known
works in the Collection, gain sight of the parallels, connections and
differences between thematically similar works of art and identify the
constants but also the quests of Greek art.

Fruitful comparisons and interpretations can also be drawn as to how
each theme as a “frame of reference” for artistic expression has, at times,
served different intentions and objectives — artistic, ideological, social
- in discussing and promoting changing ideas within Greek society. By
stimulating visual thought, each theme attempts to usher the viewer into
its own universe and encourage the discovery in each separate work —
seen in combination with other works from the same thematic line —
of the multiple readings that it deserves.
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Me onpeio avagopds tv apxaidtnta

Antiquity as a frame of reference

2tV mopeia TG veoeAANVIKNG TEXVNG, O apxaiog KOOHOG Kot 1) KAAGIKN
OKEYN AOTEAOVV aveEAVTANTN TIYT| UmvELONG, OXL HOVO WG TTPOG TNV
elkovoypagia, aAAd Kat wg TPOG TIG LOEEG TTOV YEVVOVTAL YUPW ATtO
avtrv. Hon amd 116 amapxég TG veoeAANVIKNG EIKACTIKNG EKPPaong
ota péoa tov 190v awwva, Tpdowa TG puboloyiag, mapaotaoelg

NG apyaiag otopiag, aAd Kat amelkovioels apyatoAoyIKOV ToTiwy
anotelolV 1o LTIOPabpo VTOUVNONG AANG Kat ek VEOL avalTtnong
apxwV OTwG To PETPO, ) appovia, To kaAog. Edka 8¢ and tnv mepiodo
Baotieiag Tov OBwva (1832-62) kat péXpL TO TEAOG TOL ALV AVTOD,

1 EMEVOVOT) OTA AVAPEPOUEVA OTOV APXAO KOOUO XAPAKTIPLOTIKA

kot agieg ovvadet pe Ty emdiwdn g oTpo@Prg Kat chHvOeong Tov
eAANVIKOD KPATOVG TOOO e TO TPOTEPO APXALOEAANVIKO TTapeNOOV 600
Kot pe TV Evpwmnn — eket 0mov éxouv 110n avaPiooet vio to mpiopa
TOL KAAALTEXVIKOV KIVIJUATOG TOV VEOKAAGIKIGHOD AUTEG OL apXég.'®
Opota givat 1 otpo@r| mov avalnreiton kat 6Ty EAAvikn Téxvn, 1
omoia akoAovBel avTOV TOV PrHaTIopd. ZOVTOUA 0 VEOKAAOIKIONOG
avadetkvoetat wg Suvapukog kat katalwpévog pubpog ya tny
apXITEKTOVIKT TNG ABrvag kat ANV EAANVIKOV TOAeWY, VW Kat 0T
(wypa@ikr kat YAtk ékppact ot KaAATEXVEG avalTovy avTioTolxieg
TO00 TPOG TN YNYevr) mapadoon Tng apyaiag eEAANVIKAG TEXVNG 000 Kat
TPOG Ta KAAOIKIOTIKA TTPOTLTIAL TNG EMOXNS.

2t ZvAhoyn g Tpdmefog Tng EANGSOG, pia oetpd €pywy ov avijkovy
oty kaAArexvikn dnuovpyia Tov 190v arwva, ahld Kat 6TO TPWTO
(oo Tov 2000, avadetkvhouy TNV apyadTnTa wg ONHEL avapopdg
oTNY EANANVIK TEXVI: (€W aUTWV TV €pywv TpoPdAlovTat kdbe popa
OL TPOOWTILKEG AVl TOELS TWV KAAMTEX V@Y, Ot KAAAITEXVIKEG TATELG
KO ETUTAYEG TNG EKAOTIKNG EMOXNG TOVG, KaBmG Kat To unvopata mov
EVUTIAPXOLY O€ AVTA TIPOG TO KOLVO GTO 0TIoi0 anmevbuvovTalt.

The ancient world and classical thought have been an inexhaustible
source of inspiration for modern Greek art over time, in terms not only
of imagery, but also of the ideas developing around it. Right from the
beginnings of modern Greek artistic expression in the mid-19th century,
mythological figures, scenes from ancient history and depictions of
archaeological sites provide the context for delving into the past and
searching for classical values such as measure, harmony and beauty.
Especially during the period from Ottos reign (1832-62) till the end of
the 19th century, a keen interest in features and values associated with
the ancient world was in tune with a more general turn to the past in an
effort to link the Greek state with its ancient past, as well as with Western
Europe, where Neoclassicism had already revived these values.'® Greek
art followed suit, with similar quests. Neoclassicism would soon impose
itself as a dynamic and ideal architectural style in Athens and other
Greek cities; as far as painting and sculpture are concerned, Greek artists
aspired to connect both with ancient art heritage and with contemporary
classicist ideals.

In the Bank of Greece Collection, a number of artworks from the 19th
and the first half of the 20th century demonstrate how antiquity has
served as a frame of reference in modern Greek art, while also revealing
the artists’ personal quests, the artistic tendencies and perceptions of

the time, as well as the underlying messages to their different intended
audiences.
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Me €unveuon ané tn puBonoyia

EppAnuatkn 0¢on ot ZvAloyn katakapPdvet to ¢pyo Tov NikoAaov
TOn IaArdg ABnvé (1887- ewk. 1), To omoio evappoviletat pe Tig
ava(nTHoeLg TG ETOXNG, PLOIKA HETA Kat amd Tr) GLHPONIKN Kat
Aettovpyikr| agia Tov wg oxediov yia to AaPapo tov Iavemotnuiov
ABnvawv. AvaBeon and ) ZoykAnto tov [avemotnpiov otov
StakekpLpévo {wypago NG YEpRAVIKNG Kat VEOEAAVIKNG TEXVNG TOV
190v ardrva, To MaPapo ametkoviCet tn Oed AOnvd, éxovtag otdx0 Vot
PEPEL CUVELPILIKA OTO TIPOTKNVLO TIG APETEG Kat TIG 18€eg oL 1 idta
ekmpoowmnel wg oVUPOAO Yl To onuaivoy ekaudevTiko idpvpa Tng
xwpag. Autn kau evOvtevig, i) Hopeny TG BedtnTag Stapoppavetat péow
EVOG YPAUHIKOD KAl GUHUETPIKOV 0XedLaopov, ToL agatpei TNV aicOnon
TNG MAAOTIKOTNTAG, EVA EMUTPEMEL T OXNHATOTOINOT. Me gu@aveic Tig
emppogg anod to Jugendstil tng Biévvng wg mpog Ty apatpeTikoTnTA
Kat TNy emumedonoinon tov xpwpatog, o [ulng opilet onpeio avapopdg
YLOL TO £pY0 AUTO TNV EIKOVOYPAPIA TWV KIOVOHOPPWY AYAAUATOV TNG
apyaikng emoxne, vevhvpiovtag Ty anapxr tov pobov: «EEENeEa Se
v apxaikwtarny enoxnv Std tnv Oedv ABnvay, diott eBedpnoa tnv
ETOXNV EKEIVIV Kal GoPapwTépav Kat ayvotépay Kat tpofevovoay Tw
Oeatr) oePacpov, wg mpofevovot Kat ol TPWTAL XPLOTLAVIKAL EkOVEGH.
[IpoxwpwvTtag Tpog To Téhog Tov 190v awva, i puboloyia amotelei
HNTpa umvevong oe {wypa@ikd épya OV eMNTOVY TNV EMAVEKTI{NON
ToL apyaiov kOapov Kat TV avafiworn Tov uwbov, emevddovtag

K&Oe Qopdl o€ SlaPOPETIKEG EPUNVEIES, IOV ATTOKTOVV TTOANEG POPEG
aAnyopukég kat ovpBolkég mpoektdoets. Kat edw, o Nikodaog Ivlng
napovotalet e§aupeTikég ouvBéaelg, ot omoieg ouvdvalovy WTopieg

Kat gVBoAa TOL apXaiov KOOHOV (e TOV TPOTIO IOV TIPOTEYYLOE TO
«V€0 OTIA» G TIPOG T1 GLUPOALTTIKT ToL Ypotd.'® I6¢eg kat cOpPoAa,
IOV aAVTAOVVTAL KAL A0 TV TEXVI TNG apXAUOTITAG, GLYKepAlovTaL

LLE EIKOVEG TNG QAVTACLNG KAl TOV OVEIPOL KAl ATMTOTUTIWVOVTAL JUE
SOtk ikavotnta, AvpkdtnTa Kat aicOnua eevbepiag.

2o ¢pyo tov [V O mointrs oty inyn® (nep. 1875-80- elk. 2), LoVOEG,
VOUQEG KAl EPWTISEIG GLVAVTWVTAL GE VAV OVELPIKO KOGO: 0 LOEAALOUOG
TNG APXAUOTNTAG EPXETAL OE YOVILO SLANOYO e TIG TTVEVHATIKEG
avalntnoelg Tov {wypapov, HETAHOPPWVOVTAG TPOTIOV TIVA T1
poBoAoyikr avtr) oknvi o€ £va €id0g LOVOIKOV Kal TTOLNTIKOV OPAATOG.
Zto 810 vevpa, otov {wypagiko mivaka Epwe ko Kévravpog
(1896-98- e1k. 3) avamapdyeTal fict yVOPLUN 0TOVG CUUBOMOTEG
{wypdagovg oknvr) Tov Suvaputkov Kevtadpov mov mepmailetat anod tov
Epwta.’ Ze éva apaipeTiko, oxedov anpoodioptoto tomio, o Kévtavpog
eppavitetan tapadopévog, pe tn (wwdn kat avBpamvn von tov oe
ovpunvola. To 6HVOLO TOV YOV AMOTIVEEL TNV NPEUIA IOV EMEPYETAL LETA
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Inspired by mythology

An iconic piece in the Bank of Greece Collection, Pallas Athena (1887;
fig. 1) by Nikolaos Gyzis is attuned to the artistic quests of the time
through its symbolism, as well as functional value as a design for the

flag of the University of Athens. Already an accomplished artist in

both Germany and Greece, when he received the University Senates
commission to design the flag, Gyzis chose to depict the goddess Athena,
with the obvious intent to evoke the virtues and values which the deity
stood for, as an apt symbol for the country’s leading academic institution.
Austere and statuesque, the figure of the goddess is shaped by a linear
and symmetric drawing, favouring stylisation at the expense of plasticity.
With a certain degree of abstraction and flat colour that reveal influences
from the Viennese Jugendstil, the composition is an explicit reference to
the column-like statues of archaic times, as Gyzis himself confesses:

“I chose the archaic period for the representation of the goddess Athena,
as I consider that period to have been the most solemn, the purest and
most awe-inspiring, just as with the early Christian icons”."”

As we approach the end of the 19th century, mythology is a source of
inspiration for paintings that seek to reassess the ancient world and
revive myth, providing varying interpretations, often with allegorical and
symbolic connotations. This is another area in which Gyzis excelled, with
a number of compositions that elaborate narratives and symbols from
antiquity, embracing the Jugendstil in its symbolist aspect.'® Ideas and
symbols gleaned from ancient art are fused into images of fantasy and
dream and demonstrate artistic acumen, lyricism and a sense of freedom.
In The poet at the spring” (c. 1875-80; fig. 2), Gyzis brings together
muses, nymphs and cupids in a dream world: the idealism of antiquity
engages in a fruitful exchange with the painter’s quests, somehow
translating this mythological scene into a musical and poetic vision.

In the same vein, Eros and Centaur (1896-98; fig. 3) reproduces the scene
of the robust Centaur - familiar to symbolist painters —, being teased by
Eros.” In an abstract, almost undefined landscape, the Centaur seems

to have totally surrendered, in his animal and human nature alike. In

a demonstration of the artists mastery, the work evokes the calm that
follows intense action. Now in his mature period, Gyzis takes more
freedom in the treatment of volumes and gives precedence to colour over

Eik. 1. NikéAaos Iolns, Maddds ABnvd
(ox€610 yia 1o NdBapo tou Maveniotnyiou ABnvav), 1887.

Fig. 1. Nikolaos Gyzis, Pallas Athena
(design for the flag of the University of Athens), 1887.




Eik. 2. Nik6Aaos [0ns, O rointis otnv nnyn (H éunveuon tou nointri), nep. 1875-80.

Fig. 2. Nikolaos Gyzis, The poet at the spring (The inspiration of the poet), c. 1875-80.

Eik. 3. NikéAaos [udns, Epws kai Kéviaupos, 1896-98.

Fig. 3. Nikolaos Gyzis, Eros and Centaur, 1896-98.




amo v évrovn dpaon, emtpénovtag va avadetyBovv ot {wypapukeg
tkavotnteg Tov Il Evplokopevog mAéov ato dpipo €pyo Tov, o
{wypdagog Staxetpiletan pe oxetikn ehevbepia t Sapdppwon twv dykwy
TV LOPPWY, EMUTPETIEL GTO XPWHA VA EXEL TPWTAYWVIOTIKO POXO £VAVTL
TOV «KAeLoTOV» Oediov Kat ekPpalel e akopa peyakhTepn evxépeta Ty
TIONTIKN ATLOOPALPA THG OKIVIG.

H avtiAnym mov amoktd yio 10 gwg kat 1o xpwpa 0 {wypdgog otnv
TehevTaia mepiodo TNG EKAGTIKNG TTOPEIAG TOV eival ELPAVNG O€ Eva
aKOpO OXESLO TOV EUTVEVOUEVO aTTO TOV apXaio KOO, TNV Appovia
(1893 e1k. 4). Kat o€ avtrjv TV mepintwor,  aAAnyopikr| Hoper mov
amelkovifeTat — TPOPaVMS 1) TPOCWTOTOMNOT KATOLG HOPPTIG TNG
APXAUOTNTAG — AVTAVAKAA TG 18eaAloTIKEG TAOELG 0TO £pyo Tov TV
Kabiotr), kpatwvtag apxaia kibdpa kat mTARKTPO, 1) yovaikeia popen
avamAaBetal 0To €pyo pEsa amd TOVG TOTOVG KAl TIG OXNHATOTIO|OELG
TNG apyaiag EAANVIKIG ayyeloypagiag, eva n KIVNTIKOTNTA TwV
evdupdty vTTodnAwveL éva oM A TOV aépa OV HOLALEL VaL TV amooTtd
amo TNV TUTOAOYIKT 0XeSLACTIKI ATOTOTWOT) KAl VA T1 pEPVEL GTOV
KaOnueptvo koopo.

Mia akopa omovdr) Hop@rg, auTrv T ¢opd akoyov, i omoia mbavotata
EKKIVEL Ao TIG HENETEG OPPWY TOV KAAAITEX VI O OXEOT) KAl e Tal
Atyotepo yvwota poboloyikd tov Oéparta,” amotelei n edatoypagia
Aloyo (mep. 1898-1903- ewk. 5) Tov Tewpytov Poidov. To épyo
QTTOKAADTITEL AUEOWG TIG EKACTIKEG avalnTHOELG TOL SHoVPYOD TOL: Ot
akadnuaikég ovpPacels vepKAALTTOVTAL ATO TNV TAAOTIKH eAevBepia
KL TIG TayOPPEVOTEG, YPIYOPES XPWHATIKEG TIVENLEG TIOV €lOGYEL 0T
Statdmwon g pop@rg o Poildg, £T0L WOTE TO OTTIKO AMOTEAET A Vat
Stakpivetat 1000 yia TNy akpifeta kat Tov pealtopod 600 Kat yia Ty
TAQOTIKOTITA Kat TV kivion Tov — Bupifovtag pe Tov Suvaptopd ko
\emTopepeLakt| anddoar| Tov akoun Kat YWteg anodooels Tov {wov and
TNV KAAOIKT apXatoeAANVIKT| eTTOXT.

H xhaown apyatotnta kat n eMnvikr ppboloyia anotedodv 1om0
AVAPOPAG GTO £PYO TOV EUTTVEVOUEVOD Kat OLaiTEPOL SMovpyod g
veoeAANVIknG yAvrrtikng Tiavvooln Xakemnd, 0w gaivetal and oelpd
YAty tov [petaly dMMwv Grdootopyia (1875), Zdtvpog mov maile:
ue Tov Epwtar (1877), O1dimovs ko Avriyovn (1930), Miderer (1933)].
Av katn Kegpadn Zatipov (1878 ewk. 6) tng ZvAloyng g Tpamelag

¢ EANGd0g6*™ amotelel £pyo Tov éTOVG e TO OTOi0 KAEivEL N TIPWTN

nepiodog TG kalte vikig Snpovpyiag Tov, n onoia xapaktnpiletat

Eik. 4. NikéAaos ralns, Appiovia, 1893.

Fig. 4. Nikolaos Gyzis, Harmony, 1893.

a closed-end drawing, expressing the poetical atmosphere of the scene
with even greater ease.

The perceptions of light and colour that Gyzis developed in his late
period are visible in a sketch entitled Harmony (1893; fig. 4), inspired by
the ancient world. Here, too, the allegorical figure - a personification in
an obvious likeness of some figure from antiquity - reflects the artist’s
idealistic tendencies. Seated, holding a cithara and plectrum, the female
figure is modelled after patterns found in ancient Greek vase-painting.
Her fluttering clothes are suggestive of a breeze that seems to blow the
figure away from conventional typology and into the real world.
Another study of a figure, this time of an animal, is the oil painting Horse
(c. 1898-1903; fig. 5) by Georgios Roilos, probably one of the studies he
executed for his lesser known mythological repertoire.” The work is
revealing of the artist’s quests: academic conventions give way to plastic
freedom and thick, swift brushstrokes, producing an image marked by
accurate realistic description, plasticity and movement, with dynamism
and detail reminiscent of horse sculptures from Greek classical antiquity.
In the oeuvre of Yannoulis Chalepas, an ingenious sculptor who holds

a singular place in Greek art, classical antiquity and Greek mythology
are a frame of reference, as seen in several of his works, including
Affection (1875), Satyr playing with Eros (1877), Oedipus and Antigone
(1930), Medea (1933). Satyr’s head (1878; fig. 6) in the Bank of Greece
Collection,” although created at the end of the artist’s earlier period,
when he still adhered to the ideals of Academicism, indicates an

interest in realistic rendering and psychographic insight. The masterly
completion and a sense of measure typical of Classicism interact with
the almost expressionist treatment of the face, bringing out the Satyr’s
spirited and impish character and producing a unique expressive result.
An interest in mythological narrative, manifestly present in western
European painting, is evident in one of the few Greek works of this genre,
the Death of Achilles (1870-80; fig. 7) by Ioannis Doukas. A graduate

of the Munich Academy, where he studied at roughly the same time as
Nikolaos Gyzis, Doukas returned to Athens and built himself a successful
career as a portraitist with an academic orientation and exceptional skill
in achieving facial likeness and psychological depth.

In this monumental composition in the Bank of Greece Collection,
Doukas focuses on the world of antiquity, depicting a mythological
episode from the fatal wounding of Achilles. The painterly rendering

of the figures reveals traces of the Munich School tradition and more
distinct influences from European baroque and the Dutch and Flemish
masters.” The scene is arranged as a stage set, characteristic of western
European painting tradition: Achilles, the protagonist, and Polyxena, who



ano Ty TpoonAwot) Tov ota diddypata Tov akadnuaiopo, eivat
napaAnAa epupavég To evLapéPoV Tov KAAATEX VT Yia TN peaALOTIKN
amodoor kat T Suvapkn Yuxoypagikn eveooKOTNON TNG HOPPT.
Onwg gaivetat 010 £pyo avto, N apTioTnTa Tov oxediov kat i atia

TOV HETPOV TOV KAAOIKIOHOD GUVOUIAODY e Ta oTolela piag oxedov
eEMPECILOVIOTIKNG EKPPACTIG TWV XAPAKTNPLOTIKWY TOV TPOCWTIOV TOV
Zathpov, TOL ATOTVEEL TO TIVELHA KAl TV OEVTITA TOV XAPAKTHPa TOV,
TPpoadidovTag éva HOVASIKO EKPPATTIKO ATOTEAETUAL.

To evdiagépov yia tnv avamapaotatikn agrynon pwboloykwy
OKNVAY, OTwG avth epgavifetat Siaitepa évrova otn dutikn lwypagikr,
QTOKAAVTITETAL KAt O £va amo Ta eAAXLoTa EAAVIKA €pya avToD TOV
eidovg, Tov Odvato Tov Ayiddéwg (1870-80- eik. 7) Tov Iwavvn Aovka.
Anogottog g Akadnpiog Tov Movdyov — oty omoia padrtevoe
nepinov v idia mepiodo pe Tov Nikodao [Hln — o Aovkag enéotpeye
otnv ABrva kat Stakpibnke wg TPOoWTOYPAPOG, akadnpaikod
{wypa@kov TPosavatoMapoY, e Sevotnta T000 oV anddoon

TWV PUOLOYVWUIKDY XAPAKTNPLOTIKWY 000 KAl OTNV YUXOYPAPIKT
anoTUMWOT] TWV TIPOCWTIOYPAPOVHUEVWY.

Ztn pvnpetokod xapaktripa ovvBeon g ZuAloyng, o Aodkag eotialet
OTOV KOOUO TNG apxauoTnTag kat mpooeyyiCet to puboloyiko enetoodio
a6 to téhog NG {wnig Tov AxtMéa. H (wypagikiy anddoon twv popeav
AMOKAADTITEL O€ QUTHV TV TEPIMTWon apvdpd ixvn amd v mapddoon
NG ZXoArg Tov Movayov kat T dueon emidpaon Tov evpwmaikol
Hmapok kat TG Téxvng Twv Katw Xwpav.” H oxnvr petapépetal fe
v avaloyn OeatplkoTnTa TNG OVYKEKPLHEVIG SVTIKOEVPWTIAIKTG
{wypagkng mtapadoong: o AxiAAéag wg pwag kat i [TohvEévn, mov éxet
KATApPEVLOEL OTA XEPLL TV akoAovBwV NG, PpickovTat 0To TPOOKNVIO,
{e AETTOpEPT) LOPPOAOYIKA XAPAKTNPLOTIKA, KATW ATIO €VTOVO QWG,
EVW OL VTIONOLTIEG LLOPPEG KAl XWPOL KAADTITOVTAL ATtd OKIA 1) XAVOUV
TNV TOTH AVATAPACTATIKOTITA TOVG, VIeivovTag £ToL TV aicnon
SpapatikOTNTAG KAl TN LUOTHPLAKT] ATHOCPALPA.

Eik. 5. Tedpyios Poilds, Adoyo, nep. 1898-1903.

Fig. 5. Georgios Roilos, Horse, c. 1898-1903.

Eik. 6. NavvouAns Xadsnds, Kepan Zattpou, 1878.

Fig. 6. Yannoulis Chalepas, Satyr's head, 1878.

[
¢ :

has collapsed in the arms of her entourage, both conspicuously placed
in the foreground, are painted in detail and illuminated by a strong light,
upstaging the other figures and spaces shrouded in shadows or blurred,
thereby adding to the drama and mystery of the scene.
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Eik. 7. lwavvns AoUkas, Odvaros tou Axiddgws, 1870-80.

Fig. 7. loannis Doukas, Death of Achilles, 1870-80.




Eik. 8. Bikévuos Aavtoas, To uvnpeio tou Auoikpdrous, nep. 1870.

Fig. 8. Vincenzo Lanza, The monument of Lysicrates, c. 1870.

Eik. 9. Ztépavos Advtoas, O vads ts Antépou Nikns, nep. 1870.

Fig. 9. Stefanos Lanza, The Temple of Athena Nike, c. 1870.

Lta ixvn tou apxaloioyikou toniou

[dealoTikd XapakTnploTikd Tov TapeA0ovTog avaPiovouy kat péoa
Ao TNV ATEKOVIOT) ApXALOAOYIK®V TOTTiWY, Depatikiy Tov TPog To TéAOG
Tov 190V at. amoTelel éva anod Ta ayamnuéva Oépata Twv KaAArexvov,
TpopodoTtovpevo Ndn a6 tov 180 at. and to mabog twv Evpwmnaiwy
Aoyiwv yla to apxaio kaAAog kat apyodtepa and gheAnvika atobnpata

yla v enavaotaon twv EAAvov evavtia otov oBwpavikd (uyo.

T Tovg epLocOTEPOLG, T apaiar VT pEiat Kot T ATTOHELVAPLA TOVG
Aettovpyody wg 1eatod Kot adlaYeLGTO TEKUNPLO TTOL eTPEPaLwWVEL TV
adtélewntn ovvéxela avapeoa otny apxaia kat tn veotepn EXAdda. Ot
vdatoypagieg Tov Bucévtiov Advtoa IapOevwvag (mep. 1870- ek. 10),
O1 otv)dor Tov OAvpumiov Aidg (mep. 1870- eik. 12), to Mvyueio Tov
Avoikpérovg (rep. 1870- ewk. 8) kat H ITvAn Tov Adpiavod (1870- ewk. 11)
HapTLpoLV avtnv T dtabeon akpiPws amd évav dnuovpyo mov
eLonyaye Ty wtoptkn Tomoypagia oty eAnvikn (wypagkr. Ta épya
TOV AMOTVEOLV TOV HavHAC(O Yia TO HeYaAeio TNG apyaudTNTAG [ETA
amo TNy dveon kot Ty akpiPeta pe Ty omoia anodidet TumoAoykd Kot

On the trail of the archaeological landscape

Idealistic aspects of the past are also revived in archaeological landscape
art, a genre that was a favourite of artists towards the end of the 19th
century. The trend was first stirred in the 18th century by the passion
of European intellectuals for classical beauty and continued to be
fuelled later by the sympathetic stance toward the Greeks’ struggle for
independence. Ancient monuments and their remnants were widely
perceived as an illustration and irrefutable proof of the continuity
between ancient and modern Greece. The watercolours of Vincenzo
Lanza, such as The Parthenon (c. 1870; fig.10), The Temple

of Olympian Zeus (c. 1870; fig. 12), The Monument of Lysicrates
(c.1870; fig. 8) and Hadrian’s Arch (1870; fig.11) are testimonies of this
perception by a pioneer of the genre in modern Greek art. His works
exude admiration for ancient glory through a confident and accurate
representation of the typical morphology of the monuments. At the
same time, they are infused with nostalgia, evident in the way the fluid
colour and atmospheric light break through the solidity of architectural
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Eik. 10. Bikévuos Advtoas, [apOevidvas, nep. 1870.

Fig. 10. Vincenzo Lanza, The Parthenon, c. 1870.




38

Eik. 11. Bikévuos Adavtoas, H nudn tou ASpiavou, nep. 1870.

Fig. 11. Vincenzo Lanza, Hadrian’s Arch, c. 1870.

Eik. 12. Bikévuos Advtoas, Or atddor tou OAuuniou Aids, nep. 1870.

Fig. 12. Vincenzo Lanza, The Temple of Olympian Zeus, c. 1870.
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Hop@oloytka ta ametkovifopeva pvnpeia. Ty idta otyur), epgavifeta

EUPATLKA KAl TO OTOLElO TNG VOOTAAYiAG, GTOV TPOTO e TOV OTIOIO TO
PEOV XPWUA KAl TO ATHOCPAPIKO PG SLAoTIODY TN 0TI PapOTHTA TWV
APXITEKTOVIKOV OYKWV- AANd Kat piag popavTikng pelayxohiag, diwg
OTOV TPOTIO TIOV ATOTLTIWVETAL 1] HOPA TOL XPOVOL Kat | GLUPIWOT TWV
Hvnueiov pe éva Tamevotepo ovyxpovo meptdAlov.?* Zro idio khipa
Kiveitat kat 1 vdatoypagia Tov Xté@avov Adavtoa O vads THG Antépov
Nikng (mep. 1870- eik. 9)- 0 emiong {wypd@og kat ytog Tov Bikévtiov
Advtoa vioDeTel TIG EKAOTIKEG VOPILEG TOV £PYOL TOV TTATEPA TOV Kat
napadidel TV anekovion evog vaob mov opiletat emPANTIKOG TO0O péoa
Ao TNV APXITEKTOVIKT SO TOL GC0 Kal Amtd TNV £VTAOT] IOV ATOKTOVY
0L OYKOL TOV X4p1 OTO LIEEPAAUTIPO TIPWIVO YW,

Kaw oty nepintwon twv Entavrowy, n eiaotikn ékppaon
npoodiopileTat and Tig SuTiké emppoég ov KatagHavouy aTovg
KOATIOUG TNG — 10N paAoTa and Tov 180 atwva — péoa and dtavAovg
avtadlayng Wewv Kat eumopiov, aAld kat kooponoAttiopod. Koatd

Tov 190 audva, pia oelpd KaliTexvay pe kataywyrn ano tny Képkuvpa
Kat eMppoES amo Italodg kat Ayylovg vdatoypagoug, tapdyovy

¢pya oL SlakpivovTaL Yo TOV AETTOHEPELAKO TOVG XAPAKTHPA, OUWG
amopaKpOVOVTaAL and Tov Akadnuaiopd kot déxovTat emppoEg Tov
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Eik. 13. Ayyenos NMadfivds, Arown tns Akpondisws, 1925-30.

Fig. 13. Angelos Giallinas, View of the Acropolis, 1925-30.

volumes, as well as romantic melancholy in the way they record the
ravages of time and the co-existence of the monuments with humbler
modern-day surroundings.** Similar is the mood in the watercolour The
Temple of Athena Nike (c. 1870; fig. 9) created by Stefanos Lanza, the son
of Vincenzo. Stefanos Lanza adopts his father’s artistic norms, delivering
the image of a temple imposingly defined by its architectural structure
and its volumes thrown into sharp relief by the dazzling morning light.
In the Ionian Islands, too, artistic expression is defined by western
European influences, made possible - already since the 18th century -
by an ongoing exchange of ideas, trade and cosmopolitanism. During
the 19th century, several Corfiot-born artists, influenced by Italian

and English watercolourists, produce works marked by an attention

to detail but also break free from academic tradition and open up to
Impressionism in an effort to capture Greek light and “Greece’s colour””
One of them is Angelos Giallinas, who is represented in the Collection

Iunpeotoviopo, pe emdingr tovg Ty avddeln Tov EAnVIKoD QTG Kat
Tov «xpwpatog TG EAAad06».* Avapeod toug kat o Ayyehog TahAwvag,
0 0moi0g eKTPOCMTEITAL 0TN ZVANOYT pe TOV épyo Tov Ammoyn 117G
Axpomodewg (1925-30- eik. 13), pia ovvOeon Tomiov kat apyatoloyikod
O¢patog oV PEPVeL GTO TPOOKNVIO TNV TPOCHAWGCT) TOV OTNV TEXVIKT
™G akovapélag. H Aemtopiepnq kot ikpoypagikr mveAtd, To Stahvtod
KAL a(VO QWG, 1 UTPECLOVIOTIKT OLAXEIPLOT) TWV XPWHATIKWVY TOV@V giva
petald twv oTolyeiwy oV TPOadiGovY TO ATHOTPALPIKO ATOTENEGHA TG
TOANG TV ABNVOVY Kt TwV apyaiwy uvnueiwy .

Ze TapOUoLo VYOG iag popavtikng B€aong Tov xwpov potdlet va Kiveital
Kat o €pyo tov emiong Kepkvpaiov Tewpytov Xat(omoviov Aperog
ITéyog (mep. 1890-1900- eik. 14), Opwg edw oL XpwpaTIKéG

eMAOYEG 0TIV AMOTVTIWOT) TWV YHVWY OYKwV, KabBwg kat To fabdvtepo
QWG 0dNyobY Og pa TEPLOTOTEPO HLOTNPLAKT ATHOTPALPA, AN Kat o€
ta pehayXohia ylo To épacia Tov Xpovov kat Tr ovvakolovdn ¢bopd

Tov peyaleiov TG apXaLOTNTAG.

by his View of the Acropolis (1925-30; fig. 13), a synthesis of landscape
and archaeological theme that attests to his dedication to the watercolour
technique. The detailed miniature brushwork, the diffuse soft light and
the impressionist treatment of chromatic tones are among the elements
that create an atmospheric image of Athens and its ancient monuments.
A similar romantic perception of space seems to underlie Areopagus (c.
1890-1900; fig. 14) by the Corfiot Georgios Chatzopoulos, although here
the chromatic choices in the volumes of the rolling terrain, as well

as a more muted light evoke a more mystical atmosphere and a feeling

of melancholy for the passage of time and the decay of ancient glory.

Eik. 14. Tewpyios Xatldénounos, Apsios [dyos, nep. 1890-1900.

Fig. 14. Georgios Chatzopoulos, Areopagus, c. 1890-1900.




Eik. 15. Anpnatpios Fafdavns, Or tpeis Xdpites, 1923.

Fig. 15. Dimitrios Galanis, The three Graces, 1923.
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Eik. 16. Anpnatpios Fafavns, H Anda kai o kUkvos, 1936.

Fig. 16. Dimitrios Galanis, Leda and the swan, 1936.

0 apxaios K6OpPOS OTN XAPAKTIKA

[epvwvTog 0T YapaKTIKh, e aQeTNpia TNV apXaloTnTa KAt
ovykekppéva to puboloyiko mhaioto, tapovaotalovtat ot ZvAloyn
¢ Tpamelag g EAadog dvo yapaxtikd tov Anpntpov Takavn, piag
amo TIG OTTOVOALOTEPEG PUOLOYVWLEG TG VEOEANVIKIG XAPOKTIKIG.
210 TAOVGLO £pYO TOV, TTOV EKKLVEL Atd TNV etkovoypapnon BpAiwv

Kot SlavoiyeTat o€ QUTOVOUA XAPAKTIKA £PYa OTIOV GLVVTIAPXOVY

Hepég EvAoypagies ae 0pBlo EVAo kat epitexveg xaAkoypapieg pe
oVVSVAGHOVG TEXVIKOV, ™ Ta xapakTikd Ot Tperg Xapiteg (1923 k. 15)
kot H Afjda ko 0 kUkvog (1936- ek. 16) amotelodv oxt povo deiypata
NG Stepehivong EKOVOYPAPIKDY TUTIWY ATTO TOV apyaio KOOHO, aANd
Kol TG 0movdng Tov mavw oto Bépa Tov yopvod cwpatog. Or Tpeig
Xapiteg, poboloytko Oépa mov o 810G mpaypatevOnke emavelnppéva
Kol o€ Totkieg ekdoxég,” 0Tn ovykekppévn Euhoypagia oe 6pbio Ao
SakpivovTal yia Tov TpOTIO e TOV 0moio 0 XapakTng StaxetpileTon pe
TAQOTIKOTITA Kat adpr) OXNHATOTOIN 0T TO Yupvo owpa, Bupilovrtag
Tovg TAAOTIKOVG OYKoLG Tov Renoir. ITapdAnAa, i xprjon g pavpng
TexVIKNG, kabwg kat ot evalhayég Tng cvvOeong kat Twv OYewv Twv
OWHATOV, Sivouv T1) SUVATOTNTA EKUETAAAEVOTG TOV OKLOQWTIOUOD KAt
TV eVOANAYDV AOTIPOL KAt HAVPOL XPWUATOG, TPOTPEPOVTAG [ic AKOA
neplocdTepo duvapkn aiobnon otPapotnrag kat Tovifovtag To £pyo.
2 Afjda ket Tov KUKVO, amd TV GANN TAELPA, 1) TEXVIKT TNG
xaAkoypagiag Ty omoia xpnotpomotei o Takavng katd ) dekaetia

Tov 1930 emtpémet TNV avadvon piag aicdnong péovoag TAACTIKOTNTAG
KoL TNy avadeln g pwTookiaong, péow piag xdpagng meplocdtepo
eAevOepng oty kivion kat ot duvapkn e ypagng te. Kat ota dvo
XAPAKTIKA eivat VOLAKPLTO TO EVELAPEPOV TOV XAPAKTN Yo TN HENETN
TOV YULHVOD, £TOL OTIWG TOL TIPOTPEPETaL Héoa amo To 10ewdeg TwV
HLOOAOYIKWVY YUVAUKEIWY HOPPWY, KAt TT) SLEpEVVNOT TWV TPOTIWV LE TOVG
0T0{0VG KAAOLKA TIPOTLTIA £YYPAPOVTAL GTO £pYO TOL Kat e§eAicoovTal
Xapn 0TS LIODETOVEVEG ATTO AVTOV TEXVIKEG KAl EIKAOTIKEG ETUPPOES.

O Inméag (1964-66- eik. 18) tng Baowg Katpdkn eivat éva xapakTiko
NG o€ appoABo, XapaKTNPLOTIKO OXL HOVO yLa TV IOLOTVTIN TEXVIKT
Tov, aAd& Kat yia 1) Ogpatikr) Tov, N omola GUVEEL TNV ATEKOVIOT)

NG EQUITNG LOPPNG e Ta KUKAadKd eldwALa Kat T1) peAavopopen
ayyetoypagio.”® OLemppoég aVTEG EMEKTEIVOVTAL KAl GTOV TPOTIO e
TOV 0TI0(0 [LOpPONOYIKA amoTLTIWVETAL O tTéag TG Katpdkn: o Aitdg
oxedLaoog, oL 6XedOV HOVOSOIKEG SIAHOPPWOELS TWY OYKWY, OL
emtndevpéveg Ppaybvoelg Kat eMUNKOVOELS TWV CWUATWY TWV HOPPWY,
1 évtexvn oxnuatonoinon anotehobvy e&éAifn Tov mpotvmov Tov vioBeTel
1 KaANTE VNG Kat TO 0Ttoi0 WG pvrpn Statpéxet TV eEAAnvikn Tapadoon
amo TNV apXadTnTa £ TN ovyxpovn Adikn kabnpeptvotnTa.

The ancient world in printmaking

Turning to printmaking, the Bank of Greece Collection features two
prints with mythological subjects by Dimitrios Galanis, a leading figure
in modern Greek printmaking. His rich oeuvre, starting from book
illustrations, expands to stand-alone prints, including small wood
engravings and elaborate copper-plate prints in a variety of techniques.*
The Three Graces (1923; fig. 15) and Leda and the swan (1936; fig. 16)
are not only examples of his exploration of iconographic types passed
down from antiquity, but also of his study into the female nude. The
wood engraving The Three Graces, a mythological subject that Galanis
worked on repeatedly and produced in various versions,” is marked by
Renoiresque plasticity and bold schematisation. At the same time, the use
of the maniére noire technique, as well as the varying views of the bodies,
enable him to exploit shading effects and the alternation of blacks and
whites, enhancing a dynamic sense of robustness and accentuating the
image.

In Leda and the swan, on the other hand, the eau-forte technique used
by Galanis in the 1930s achieves a sense of flowing plasticity and shading
effects through a freer and more dynamic linework. In both prints one
can discern the artist’s interest in studying the female nude, with the ideal
of mythological beauty as a starting point, and how classical models

are explored, internalised and developed thanks to the techniques and
influences he adopts.

Horseman (1964-66; fig. 18) by Vasso Katraki is a stonecut print,
characteristic not only for its particular technique, but also for its
subject-matter, linking this equestrian image to Cycladic figurines and
black-figure vase painting.*® These influences expand to the formal
treatment of Katrakis horseman: the austere design, almost

single-block volumes, the forced foreshortening and elongation of

the bodies, and artful stylisation revamp a perennial subject in Greek
collective memory and tradition from antiquity to contemporary
popular imagery.

A historical figure but also a figure of myth worshiped as a king-god
features on the wood engraving Alexander the Great by Yannis
Kefallinos (1937; fig. 17), modelled after a silver tetradrachm struck by
king Lysimachus of Thrace.”” A defining figure of Greek printmaking
from the interwar period and beyond and a very influential teacher of
engraving and book art at the Athens School of Fine Arts, Kefallinos here
retains a medallion-style layout, portraying the glorified historical figure
in a clean and succinct drawing that respects the numismatic model;

at the same time, he renders the subject’s facial features with exquisite
refinement and acute characterisation.
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Eik. 17. Navvns KepaAdnvos, Meyas Adg€avdpos, 1

Fig. 17. Yannis Kefallinos, Alexander the Great, 1937.

Eik. 18. Baow Katpdkn, Innéas, 1964-66.

Fig. 18. Vasso Katraki, Horseman, 1964-66.
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To pBiko, ua kat Aatpevtnke wg Pacthiag-0edg, kat otopikd TPOoWTMO
Tov Meyddov AredvSpov (1937- ek. 17) xapdooetal 6Ty OpOTITAN
Evloypagia oe 0pBio EONo Tov Tidvvn Kegadnvov, i omoia avriket ot
ZvAdoyn g Tpdnelag e EAadoc. O kahhitéxvng éAaPe wg mpoTumo
TNV ATEIKOVLOT) 0TO apyvpd TeTpddpaxio Tov Avaipayov tng Opakng.”
O Kegalnvog, mov onpatodotnoe pe Ty mapovsio Tov Tr XapaKTIKT
amd Ty enoyn) Tov MecomoAépov kat €&, WG ONUAVTIKOG KOANTEXVING
Kat A0KANOG IOV AOKNOE EMPPOT| OTOVG HABNTEG TOL Ao TNV £8pa
TNG XAPAKTIKAG Kat TG TéXVNG Tov PiAiov ot Zxohr) Kahwv Texvav
NG ABrvag, Slatnpel 0TO GUYKEKPLUEVO XAPAKTIKO TO 0XeLATTIKO
TAaio1o Tov HeTAAAIOL Kat EVIVTIWVEL TN HOP@T| TOL £VE0EOL LOTOPLKOD
TPOCWTOL akoAovBwvTag éva kabapod Kat evaHVOTTO TXESLO IOV
0£BeTal TO VO[UOHATIKO TIPOTLTO, eV TapdAAnAa amodidet pe dtaitepn
EKAETITUVOT] TAL HOPPOAOYIKA XAPAKTPLOTIKA, ELGSVOVTOG

OTNV E0WTEPT] YVXOYPAPTOT| TOV.

O koopog TG apxalotntag vpEe myn Eunvevong kat AvtAnong
TPOTUTIWYV TIOPACTACEWY KAl YL TOUG EIKAOTIKOVG OL OTIOI0L EPYAOTHKAY
ot oxediaon kat tn xapagn vopuopdtwy kat tpanefoypappatiov

otnv Tpamnela tng EA&dog. Hdn, 0 Mixank A&elog, o mpawtog EAAnvag
{wypagog ov oxediaoe xaptovopiopata otnv EAAada, aflomoinoe tnv
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Eik. 19. MixanA Ageléds, ox¢dio-npdtaon yia 1paneloypappduo nou ansikovidel
I petodnn pe ta MAda twv Eonepidwv and tov vad tou Aiés otnv Ofupnia, x.x.

Fig. 19. Michael Axelos, design proposal reproducing the Apples
of Hesperides metope, Temple of Zeus, Olympia, n.d.

Antiquity has also been a source of inspiration and prototypes for

the artists who worked as banknote and coin designers at the Bank of
Greece. Michael Axelos, the first banknote artist in Greece, drew on
classical aesthetics and themes from Greek antiquity for his sketches and
designs for banknote series. Infusing Greek banknote designs for the first
time with an artistic quality, Axelos included in his thematic repertoire
imagaes from ancient Greek sculpture and architecture of the 5th and
4th centuries BC.** These quests are exemplified in the pencil drawings
from sculpture (1926; fig. 22-24), pastels or watercolour sketches for
banknotes featuring Flying Nike (1923 and 1928; fig. 20 and 21), as well
as his banknote design proposal featuring Athena, Hercules and Atlas
(reproducing an original sculpture from the Temple of Zeus at Olympia,
n.d; fig. 19).

Eik. 20. Mixani A&eAéds, Intdusvn Nikn, otod Attdiou, 1928.

Fig. 20. Michael Axelos, Flying Nike, Stoa of Attalos, 1928.
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Fig. 21. Michael Axelos, Flying Nike, 1928.

Eik. 22. MixanA A€eAds, Apxaiko, 1926.

Fig. 22. Michael Axelos, Archaic, 1926.

Eik. 23. Mixani A&eds, Apxaikd, 1926.

Fig. 23. Michael Axelos, Archaic, 1926.

Eik. 24. MixanA A&eAds, Apxaiko, 1926.

Fig. 24. Michael Axelos, Archaic, 1926.
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Eik. 21. MixanA A&eas, intduevn Nikn, 1928.

KAaokr atoOnTikn kat ta O¢pata Tov apxaiov kOGO yia Tn Snpovpyia

Tpooxediwy Kal GEPWDV XAPTOVOUOHATWY. AlvovTag yio TpadTH Gopd
kaAAtexvikn aiobnon otov oxedaopod twv tpaneloypappatiov,
ovpuneptEhaPe 0TI emAoyEg oxedlaool anoTunwoelg Depdrtwy omod

v apxaio eAAVIKH YAUTITIKT Kt apXITEKTOVIKI] TOV 500 Kat 40V

atwva 1. X.** Qg Sokipég avtwv Twv avalntioewy mapovotalovat Ta
oxéda pe poAvfL and omovdég yumtwy (1926- eik. 22-24), ot peléteg
yla XapTovoopa and maoTél i akovapéAa pe Oépa Ty Intduevy

Nitkn (1923 ko 1928- eik. 20 kau 21), kaBadg kat To oxédto-mpoTaon
Tpanefoypappatiov pe avamapdotaon g Adnvag, tov Hpaxhr kat tov
Athavta (avanapdotact Tov YATToU-mpoTOIon and Tov vad Tov Atog
otnv Olvpria, X.X.- €tk. 19) .

[apapévovtag oTo idto mhaicto Tov oXedAHOD HAKETWY yla THV
vAomoinon tpaneloypappatioy, daitepo evdiapépov mapovotalet To
oxédto Tov Lwypdgov kat xapaxtn AAé§avdpov Kopoytavvakn yia tnv
npooBia oyn tov Tpaneloypappatiov Twv 5.000 Spaypwy (1942- eik. 25),
otnv omnoia anekovietat n) Nikn mAaiowwpévn ano epydtes. H ovvBeon
TOV XAPAKTI), 0 OTIOLOG EUTTVEETAL OTO YEVIKOTEPO £PYO TOL ATO TOV
avBpawmvo poxbo kat t xelpwvaktikn epyacia, tpoPaldet Eexwplot,
KaBdG ovvevavet pia epPAnpatikn YAOTTIKS pop@r| TG apxaiag
EAANVIKNG TEXVNG [E TIG GVYXPOVEG SUVANIKEG PLYOVPES TWV EPYATAY,
PEPYVOVTAG KATA AUTOV TOV TPOTIO ELPATIKE GTO TIPOTKIVIO TN OVUPOALKT
dtdotaon tov yAmtov kat SHADVOVTAG TOV KOVWVIKO TPOCAVATOAOUO
TNG AVATIAPACTACTG TOV.

Eik. 25. AAg€avbpos Kopoyiavvakns, oxé5io pe epydtes kai t Nikn
yia tnv npdobia dyn tpansloypaupatiou 5.000 dpaxpy, 1942.

Fig. 25. Alexandros Korogiannakis, preliminary drawing with labourers and
the statue of Nike for the obverse side of the 5,000-drachma banknote, 1942.

Within the field of banknote design, an interesting piece is a preliminary
drawing by the painter and engraver Alexandros Korogiannakis for the
obverse side of the 5,000-drachma banknote (issued in 1942; fig. 25), with
the statue of Nike flanked by two labourers. Korogiannakis, whose overall
oeuvre draws inspiration from human toil and manual labour, created a
unique composition, combining an iconic sculptural image from ancient
Greek art with the dynamic, modern-day figures of labourers, thus
emphatically projecting the symbolic dimension of the sculpture and
highlighting social awareness.
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[lpoaeyyiCovtas tov kabnpepivo koo

Approaching everyday life

[MapakolovOwvTtag Ty mopeia Tng veoeAAnVIkng TEXVNG, n nfoypagia
anotelel pio amod TIG kOpLeg Bepatikég mTov avanTveoovTaL 0Ti
{wypa@ukr), pe onpeio ekkivong to Televtaio TETapTo Tov 190V atwva.
Kabwg «katalayidler n wotopikn {wypagukr, 1 omoia yevviOnke kot
ovvodevoe Ty Tepiodo Tov ENNVIKOD aywva Kat Tng anotivadng Tov
oBwpavikov Quyoo, apyilovv va Stagaivovtat mo kabapd ot 1deoloyikEg
avalnTrHoELg Kat oL TPOOTITIKEG TTOL apopovy Tn StdpBpwon kat TV
avamntuln e véag eAAnvikn¢ kowvwviag. Ty mepiodo avtr), i avbnon
G AoyoTeyviag mepthapfavel — ekTOG amd Tov OVUPOALOUO Kat TNV
kowvwvikn eloypagia — kot éva eidog nBoypagikng meoypagpiog ov
OTPEQPEL TO EVOLAPEPOV TNG OTNV TIEPLYPAPT] TOV OlKeioL Kabnueptvoy
koopov. Kat’ avtiotoryia, kat péoa and v nboypagikr (wypagikn

WG KaAAtexviko €idog, yivetal pio anomnepa kabiepwpéves agieg Tov
TapeABOVTOG VoL AVTIOTOLXIGTOVV (IE TIG ATAUTHOEL TOL TTAPOVTOG

10N ko £Oupia, Tapadootakég aoyoAies, Aaoypaikég avagopec,
OLKOYEVELAKEG OKNVEG Ko epyacieg 0to badpo anoteholv ta Oépata
™G {wypagikng He Eppaon otnv avekSOTOAOYIKI| TTEPLYPAPLKOTITA
Staypovikwv 1otoptkwv cuvnOewy. ATo TAELPAG TEXVOTPOTIAG EKKLVEL

1 epiodog mov EAXAnveg kahAitéxveg apxiovy va mpooeyyilovv 6Ao

KoL TIEPLOcOTEPO Ta Kiviipata Tov Ipmpeatoviopov kat tov PeaAiopov,
anehevbepwvovTag TN Ypagr Tovg amnd To «OpLoUEVO» aKAdTUAIKO
TAQiOL0. TNV TEPIMTWON TNG EIKACTIKNG Kataypapns ndoypagikwy
OKNVWYV eMAEYETAL O VATOVPAAIOUOG, OiXWG OpwG va eyKaTtaleimovTatl To
10eaMoTIKO TEPLEXOUEVO Kat TO TAAIOLO (1iag ao@alovg Kat «etGUANLAKTG
nepLypagns Tovs. AAwaote kupiapyo ototxeio avalitnong twv épywy
AUTWOV TTAPApEVEL ) TPOBOAT| TNG KOLVHG TTapddoong TpoThwy Kat a&uwy
péoa otnv kabnuepvotnta piag kowvwviag mov avalntel Ty emPePaiwon
TNG TWTOTNTAG TNG.

Along the course of modern Greek art, genre painting began to gain
ground as a main strand from the last quarter of the 19th century
onwards. As history painting, born out of and evolving in tandem with
the Greek struggle for independence from Ottoman rule, gradually

lost prominence, art increasingly reflected the ideological quests and
perspectives regarding the structure and development of society in

the fledgling modern Greek nation. This period saw the flourishing of
a body of literature, which, apart from symbolism and social fiction,
included a kind of genre prose focused on the description of familiar
everyday reality. Genre painting, its counterpart in the visual arts,
similarly attempted to reconcile established values of the past with
current needs. Thus, mores and customs, traditional occupations, folklore
references, family scenes and rural work make up the main themes, with
an emphasis on anecdotal description. In terms of style, this period saw
Greek artists gradually open up to the movements of Impressionism
and Realism, freeing themselves of academic norms; in their depiction
of genre scenes, the artists of that period opt for naturalism, yet without
abandoning an idealistic content or the safety of idyllic description

— understandably so, since a predominant quest in these artworks was
to highlight a common tradition of standards and values through the
everyday life of a society seeking to assert its identity.
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Eik. 26. Nik6naos Ilns, H xaptopixipa, 1884-85.

Fig. 26. Nikolaos Gyazis, The fortune teller, 1884-85.
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H nBoypagia tns anfis kaBnpepivdtntas

2t ZvAhoyn g Tpdmeog tng EANGSog ovykataléyovtan épya
TEXVNG Ta OTOl0L KATaypa@ovy Kat avadetkvhouy Aaikd Oépata kat
OKINVEG TNG amA1G KaOnpeptvoTnTag avtrg g meptodov. And ta mAéov
xapaxtnplotikd eivar H Xaptopiytpar (1884-85- e1k. 26) ToL Kopv@aiov
NG Xx0Ang Tov Movéyov Nikohaov I'vln, o omoiog Stakpibnke kat
KaOepwOnKe 0To EANVIKO KAl TO YEPUAVIKO KOWVO péoa amod Ty

TpocwNoypaia, Ta cupBolika Oéparta, ald kat Ta Oépata nBoypagiag.

O (wypagog otpéet 18taitepa To evOLAPEPOV TOV OTNV EAANVIKT
Tapadoor), e oKOTO va LUV oeL ToV Kabnpepvo Bio Twv avBpwnwy,
ovpQwva e pia avTiAnyn mov Aettovpyet wg «eOvikn emrayn».’!

2y nepintwon g XapTopiypag avamapdyel To HoTio [uag
KaOnuepvig ouvnBelag 6To ECWTEPIKO EVOG GTILTLOV, TTOV O€ AVTH TNV
exdoxn Tov épyov* mapapével (wypagucd non finito, éyovtag Opwg
10N Katayeypapé voug Tovg 6KoDPOLE TOVOLG TWV XPWHATWY KAt TOV
VTTOTOVIKO QWTIOUO TOV YWPOL — amdppota TNG duTikng moaudeiag Tov
{wypa@ov — oL SLaPOPOTIOLETAL LOVO OTIG OTIOLEG PWTELVEG avTLOLTELG
TV evOUHATWY, KaBMG Kat TG SLAPOPETIKES EKPPATELS TWV TIPOTDTIWY
— avBoppnTiopoD, eVOlaPEPovTog, akdpa Kt adtagopiag — TG dedopévng
anoSIdOUEVNG OTLYUNG.

To nepipaAov kat ot TeheTovpyieg TG kabnpeptvoTnTag £VOS AmA0D
KOPLTOLOV anacyoAoby Tov Iwdvvn Zayapia wg Oépa otovg mivakeg
OpBio kopitor (1866-73- eik. 27) kau To ypappa (1867-73- eik. 28).
Mabntrig Tov Piloty otnv Axadnpio tov Movayov ané to 1865, padi
pe Toug Ioavvn Aovka, Nikodao Ivln kat Iwavvn Bitadpn, o Zayapiag
avayvwpiotnke arnd toug Iodn kat Abtpa yia to mmyaio TaAévto kat
10 Pabv mvevpatikd Tov TEPLEXOpEVO,” OUWG TO BpaXD SLACTN A TNG
{wng Tov Sev emétpeye va kataypaei n Omota eEeAKTIKN Topeia TOV
TaAévTov Tov. Zta 00 avtd épya tov Stakpivovtat i Stabeon yia
\emTopepT) KATaypagr| Tov otkeiov mepPAANOVTOG TOL KOPLTGLOV KAl 1)
PEANLOTIKY ATEIKOVLOT] TNG HOPPNG: TTapAAANAQ, OHWG, 1] VeapT| KOTIEAQ
npooeyyiletat kal wg TPOG Tov YuXIopo TG, kabwg Ta oTotyeio TG
EOWTEPIKOTNTAG KAl TG KAPTEPIKIG TIPOGHOVIG AVTAVAKADVTAL GTO
BAéppa Kat TOV TPOTIO IOV KATAYPAPOVTAL Ol PELOWAEG KIVIOELG KL 1)
YEVIKOTEPT GTAOT] TOL CWHATOG,.

Amotéleopa tov taidiov Tov Nikngopov Avtpa, pali pe tov gilo Tov
Nwkohao [v(n, otnv eAAnvikiy Avatolr), T Mikpd Aoia, arotehei 1o
¢pyo O Naopevtiv Xot{ag (1873-75- eik. 29), To omoio anekovilet évav
Avartolitn éumopo va emidetkviet T papdteta tov. H avadrtnon
piag «efwTikne» mpaypatikotnTag Kat twv ovvn ety e, kabwg katn
SOvapn £vog SLaQopETIKOL PTG EUTEPLEXOVTAL OTIG AVl THOELS TWY

KOANTEX VOV TIOV ETUAEYOLY VO TIPAYUATOTIO)COVY AVTO TO SLEPEVVITIKO

Genre painting of everyday life

The Collection of the Bank of Greece features a number of works

of art depicting and showcasing the life of common folk and everyday
scenes from this period. One typical example is The fortune teller
(1884-85; fig. 26) by Nikolaos Gyzis, a leading artist of the Munich
School, who won acclaim from Greek and German audiences for his
portraits, symbolic themes, but also genre themes. Gyzis delves into
Greek tradition, with an aim to extol people’s everyday lives, in line
with a perception seen at the time as a “national imperative””!

In The fortune teller, Gyzis reproduces an everyday practice in an indoor
setting in a version® that remains non finito, yet sufficiently elaborate to
mark the dark chromatic tones and the muted lighting of the space - the
result of the painter’s western European art education - except for the
few bright contrasts of the garments and the varying facial expressions

- denoting spontaneity, curiosity or even indifference — as captured in the
given moment.

The everyday environment and rituals of a common girl make up the
subject-matter of Standing girl (1866-73; fig. 27) and The letter (1867-
73; fig. 28) by loannis Zacharias. A student of Piloty at the Munich
Academy from 1865 onwards, alongside Ioannis Doukas, Nikolaos Gyzis
and loannis Vitsaris, Zacharias was recognized by Gyzis and Lytras for
his natural talent and profound spirituality,” but his life was too short
for his potential to develop to the fullest. Visible in both of these works

is an intent to describe in detail the girl's domestic environment and to
provide a lifelike portrayal. At the same time, however, there is an attempt
to capture the girl's thoughts; her inner world and patient anticipation are
reflected in her gaze, as well as in her restrained movements and overall
posture.

Nasredin Hodja (1873-75; fig. 29) by Nikephoros Lytras, one

of the works that came as a result of a trip to Asia Minor by the artist,
with his friend Nikolaos Gyzis, depicts an Anatolian merchant
displaying his goods. Several artists of that time had been attracted to

the Orient, in search of an ‘exotic’ reality and a different kind of light.
These elements are discernible in this work too, but Lytras seems more
interested in psychological portrayal than in the charm of exoticism.

In fact, the exotic vestiges of Ottoman rule that earlier Western European
travellers and artists had been so keen to reproduce were merely a
familiar picturesque aspect of everyday life in Greece.
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Eik. 28. lwavvns Zaxapias, To ypdpa, 1867-73.

Fig. 28. loannis Zacharias, The letter, 1867-73.

Eik. 27. lwavvns Zaxapias, Opbio kopitol, 1866-73.

Fig. 27. loannis Zacharias, Standing girl, 1866-73.




ta&idt otnv Avatoln. IIpokettat yia 0Toteia mov KataypapovTal Kat 6To
OVYKEKPLEVO €pyo, padi pe Tn Stabeon piag Yuxoypagkng Tpoceyyong
TOV EIKOVI{OEVOL TIPOCMDTOL ATt TOV AVTpa: AUTH 1) TPOCEYYLON)
kevTpilet meploodTepo To evilagépov Tov {wypdgov, vroPipalovTtag

™V avaditnon g yonreiag Tov e§wTiopon. AANwoTe, avtdg anotelel
YVOPLHO Ypa@IKO oToteio TG eEAANVIKNG KabnpepvoTnTag, éva XvapL tng
ofwpavikng Kuplapyiag To omoio emfyTnoaV va Kataypayovy vwpitepa
noA\oi Evpwnaiot mepinyntég kahiréyvec.

Eik. 29. Niknpopos AGtpas, Naopevriv Xotlas, 1873-75.

Fig. 29. Nikephoros Lytras, Nasredin Hodja, 1873-75.

Eik. 30. Fecopyios lakwpibns, H kdpn pe ta péda, 1917.

Fig. 30. Georgios lakovidis, Young woman with roses, 1917.

210 nepiBaniov tns aotikns Taéns

Ztov avTinoda Tng EIKAOTIKNG KaTtaypa@rs Tns kabnpeptvotntag kat twv
ovvnBelwv Tov amhob KOGpOV, eMixElpeiTal OTAOLAKA OTN VEOEAANVIKT
{wypagkr kat 1 Stapopewor piag nboypagiag aoTikng Hopeng, Tov
nephapPavet oknveg kau ouviBeteg TG veodnpovpynuévng eENnvikig

In the bourgeois milieu
At the other end of the spectrum from the depiction of the everyday life

and habits of ordinary people was a gradual attempt in modern Greek art
to develop urban genre painting, featuring scenes and habits of the newly
emerged Greek bourgeoisie. This is an area in which the painter Georgios




aoTknG Ta&ng. Ze avtnv v karnyopia exwproe diaitepa e To £pyo
Tov 0 {wypagog Tewpyrog Iakwpidng, OTwg gaivetat kat anod Tov mivakd
Tov H k6pn pe Ta pdder (1917- eik. 30), 0 omoiog avtavakAd akpipwg
QUTO TO AOTIKO TIVEDHA TWV TPWTWV OeKAETLWY TOL 2000 awva.

H eikaotikr) yY\dooa tov Iakwpidn dtatnpei Ti¢ akadnuaikés voppeg g
ZxoArg Tov Movayov, evd mapdAAnla avoiyeTal 0Tadlakd fe avavewTikr
StaBeon’™ kau pog avalnTroelg Tov Iumpectoviopod — Kupiwg wg TPog TN
XPWHATIKT EMEVEVON TWV EpywV TOv. ZTOV £V Aoy Trivaka ametkovifetat
XAPAKTNPLOTIKA 1] Veapr) KoméAa oe eptBAANOV peyaloaoTikng Ta&ng,
ELKOVA IOV EVIOYDETAL ATTO TNV TIPEMOVOA EVOVUATONOYIKT] EUPAEVIOT|

NG, AANG Kat TIG EKAETTUOUEVEG, CUYKPATHEVEG KAl EVYEVEIG KIVIOELG
6. T AovAoDdia katevBHVoVV TN oKEYN TIPOG TOVG GLUPBOALOHOVG TNG
ayvoTnTag kat TG evBpavotng Hong Tovg, e TapaAAnAn mapovoia e
TN YOVauKeia Hop@r) oV amomvéel Ta idla XapakTnpLlo Tk, aAAd kat éva
ovvaioOnua pekayxoliag kat e0WTEPNG ATOUOVWOTG.

Zto mhaioto tng noypagikig Depatoypagiog mov vaNPETHTE, O
Taxwfidng e§uywoe TV eAAnvikn kabnpepvoTNTA OIKELOTIOLOVHEVOG
OKINVEG KO EMELCOSLA [LE TIPWTAYWVIOTEG MKPA TSI GE OLKLAKO
TePIPAANOV, AVASEIKVVOVTAG TEG (WG ATEIKOVIOELG TIVEVUATIKEG, LE TOV
nadikd avBopuntiopo kat v abwotnta va kabpegtiCovv Ty nbun

Kot Tig agieg ™G okoyevetakng {wne. O duecog HKpOKOGHOG TNG
KaOnHepVOTNTAG Kat ) GLVALTONUATIKOTNTA TOL SlagaivovTat 0To €pyo
oV 210 atedié Tov matépa (1884- eik. 31), 610 omoio pia opdda maudwv
OUYKEVIPWVETAL GTO EPYAOTPLO EVOG {wYpdpov yia éva — eviexopévwg
KpLPO — Ty vidL pe Ta xpwpata. TapdTt nuteléc, To épyo petagépel Tnv
ATUOGPALPA TOV EVXAPLOTOV KAl Ty VIWSOUG GTLYULOTUTIOV, HEDA ATO
TIG avemITHOEVTEG OTATELS TWV CWUATWY KAt TIG YPIYOPES TIVENLEG OTN
xpwpatikn ektéheor) Tov. H aBwotnta kat o avBopuntiopog tov naudiov
anodidovv pa TpuPepr) 6To GHYONO TG oKV, Ue Wiaitepn appovia kat
ovvaioOnua, kabwg kat pe 1OealoTikn TOTH 0TV OLOPPLA TWV UKPWY
KO AVUTIOKPLTWV LOTOPLOY TNG ()G

v kapm Tov 190v atdva Kat Tig Tpwteg dekaetieg Tov 2000, 0 XMOPOG
Bikdrog, kabnyntng otn XxoAn Kakaov Texvwv, amotehei évav and tovg
TelevTaiovg ekPPaAcTEG TNG ZXoAiG Tov Movayov, cuvexiovtag Ty
napadoon pag okovpoxpwung TaEtag péoa amd akadnuaika Oépata
onwg eivat oL ipocwnoypagies. Idwaitepo evdiagépov mapovotalet o
TPOTIOG e TOV OTIOI0 XELPILETAL TTO £PYO TOL TIG AMEIKOVITELG AVTEC,
kabwg katopBwvel va Stagopomotrioet Tn (WypagLkr Tov pe Ty
vioBétnon evog TPOoWTKOD IOLWATOG, TO 0T0i0 ekPpAleTal e

TAATLEG, VEVPDIELS TIVEALEG IOV «AQIVOLV» OTOV KAUPA TTAXLEG TAOTEG
XPWHATOG Kat TOV oo TG kiviong. tn ZvAoyn g Tpanelag,
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Eik. 31. recpyios lakwpibns, X0 atedi€ tou natépa, 1884.

Fig. 31. Georgios lakovidis, In fathers atelier, 1884.

lakovidis excelled, as shown by his Young woman with roses (1917;

fig. 30), which reflects precisely this bourgeois spirit of the first decades
of the 20th century.

lakovidis observes the academic norms of the Munich School,

while gradually opening up, in an innovative spirit,* to the quests of
Impressionism — mainly in terms of choice of colours. This painting
features a young woman in an upper bourgeois setting, an impression
reinforced by her attire, as well as by her refined, restrained and subtle
movement. The flowers call to mind the symbolisms of purity and
fragility, echoed by the female figure which evokes the same qualities, but
also a feeling of melancholy and inner isolation.

In his genre themes, lakovidis celebrated Greek everyday life, elevating
trivial scenes with children within a household setting to images of
spirituality, with the childrens spontaneity and innocence mirroring the
moral values of family life. The close-knit surroundings and emotions

of everyday life are readily discernible in his work In father’s atelier
(1884; fig. 31), featuring a group of children — perhaps secretly - playing
with colours in an artist’s atelier. Although unfinished, the painting
captures the atmosphere of a pleasant and playful moment, through the
unassuming postures and the quick brushstroke. The childrens innocence
and spontaneity convey an overall sense of tenderness, with remarkable
harmony and emotion, as well as with an idealistic faith in the beauty of
the small, unpretentious stories of life.

At the turn of the 19th century and in the first decades of the 20th, Spyros
Vikatos, professor at the Athens School of Fine Arts, was one of the last
representatives of the Munich School, upholding the tradition of a dark
palette in academic themes such as portraits. It is interesting to observe
how he treats these portrayals, how he manages to carve out a personal
idiom, expressed by broad, nervous brushstrokes that leave thick colour
pastes on the canvas and convey the pulse of movement.

His canvases The Tyrolean (1927-37; fig. 32), Double winter (1929;

fig. 33) and German boy (1920-30; fig. 34) in the Collection are typical of
his art, which adheres to internal principles that, upon closer look, seem
to strive not only to achieve a faithful representation of the subjects, but
also and more importantly to capture elements of their personality, age
and emotions, as rendered through expressionist perceptions and

colour dynamics.
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Eik. 32. Znupos Bikdtos, TupoAélos, 1927-37.

Fig. 32. Spyros Vikatos, The Tyrolean, 1927-37.

Eik. 33. Znupos Bikatos, AinAos xeipdvas, 1929.

Fig. 33. Spyros Vikatos, Double winter, 1929.




Eik. 34. TnUpos Bikatos, Meppavos épnBos, 1920-30.

Fig. 34. Spyros Vikatos, German boy, 1920-30.

Eik. 35. Ekwwp Aoukas, [pid riou rndgkel, 1920-29.

Fig. 35. Hector Doukas, Old woman knitting, 1920-29.




Ta ¢pya tov Bikdtov TuporéQog (1927-37- ew. 32), AimAds yeipavag
(1929- ek. 33) kau Tepuavos épnpog (1920-30- ek. 34) paptvpoby TOV
XapakTipa TG (wypagikig Tov, | 0TOia TAPAUEVEL TILOTI) O€ ECWTEPIKEG
ApPXEG TIOV e TTPOOEKTIKT TAPATHPNOT| EMEVOVOLY OXL LOVO OTNV TILOTH
AVATIOPACTACT) TWV TPOOOTWY, AAAA KVPiwG OTNY anoTHNWOT) OTOLEIWV
NG TPOCWTIKOTHTAG, TNG NAKiAG Kat ToL BupKo TOVG, OTIWE AVTA
ek@pdlovTtat péoa and v avtiAnyn g eEmPECIOVIOTIKNG XPWHATIKNG
Suvapukng.

EekvavTag amo Tig akadnpaikég apyég TG ZxoAng Tov Movayov, arld
SeXOUEVOG IUTPETIOVIOTIKEG Kat eEMPETIOVIOTIKEG TLPPOEG, 0 ExTwp
Aovkag kiveital og éva eidog Akadnpaikov Pealiopod, 0to omoio moAAég
@opeg pmopel va avalnnOei pia eowtepn eppnveia yoxoypagkwy
XAPAKTNPLOTIKWY. XtV ToAvTAevpn Bepratoloyia Tov evrdooovTat kat
oL oKNVEG NOOYPAPIKOV XapaKTHpa, OTIWG TO £€pyo TNG XVANOYNG Ipid
mov mAéker (1920-29- ewk. 35). H nhikuwpévn yovaika aretkoviCetat

0TO E0WTEPLKO TOV OTUTIOV TNG, APOCWUEVT 0T XelpoTeyvia Tng. H
TEPLOPLOUEVT] XPWHATIKT KAIHAKA TOV £pyOu Kat ) AT Tieptypa@LkoTnTa
EVTAO0OLY TNV TpocwToypagia otny mapadoon Tov Movayov. Tnv

idta oTLypr), Opwg, Ta adpa meptypappata, n avadeln tov yuvaikeiov
TPOCWTIOV HECA ATIO TO EVIELVOUEVO QWG, T EUPATT) GTNV ATTOTUTIWOT)
TV puTidwy 0T0 TPOCWTIO Kat Ta Xépta eivat ototyeia piag (wypagikng
oxoM¢ avalitnong tov Yyuxiopov —omws Twv OAavdwv (wypapwv-
Kol TNG TpoBeong Tov KaANTEX VN Va amo@lyeL TV AmAT TEPLYpAPIKT
anodoaor TNG HOPPNG Kat Va ATOKAADYEL TOGO TOV XAPAKTIPa TNG 000
Kat Tn oTtypiaia Stdbeon.

E&icov (Saitepng ek@paotikig Suvapkng kat avalitnong evog
TPOCWTIKOV ISIWOUATOG TAPOLOLACETAL KAL 1] EIKATTIKT EKPPAOT] TNG
Odhetag PAwpd-Kapafio. H {wypapog exkivel and to Siddypata tng
Zx0Arg Tov Movayov, ta omoia «umoldlew e pia tdtdlovoa oxedlaoTikn
defloteyvia kau evaroOnoia yo v anddoon tov ottypdTuTov. To €pyo
™¢ Movadid (1907-12- ew. 36), pia kaOnpeptvr) oxnvry and ) {wi) tov
natépa tov oudyov g, Twptln Kapapia, exmépmer akpiPwg avtry v
MY VWOT) Kat IKAvOTNTa {wypagikng EKQpaocg TG ouvatoOnuatikng
aTHOGPaLpag TG oTtypnGs. Ot okobpot Tovol Tov dwyatiov, To
LTOPANTIKO, ENAXLOTO PWG, N KAELOTH 60VOEOT) TOL XDpOL GLVTOVI{oVTaL
L€ TOV EOWTEPIKO KOO0 KAl TI| GLYKEVTPWOT) TOV EIKOVI(OHEVOL OTN|
OKEYT TOV, L€ TNV TIPOCWTIKOTNTA TOV dvdpa axedov va Stayéetat 0To
nepPAANoV Kat avTO e TN Oelpd TOL va CVAAApBAVETAL WG ATOPPOLA T
Kol TIPOEKTAOT) TOL.”
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Eik. 36. ©adsia ®Awpda-KapaBia, Movaéid, 1907-12.

Fig. 36. Thaleia Flora-Karavia, Solitude, 1907-1912.

Starting off from the academic principles of the Munich School, but
receiving impressionistic and expressionistic influences as well, Hector
Doukas expresses a kind of Academic Realism, in which one can,

more often than not, discern an inner interpretation of psychographic
characteristics. His multilateral thematic also includes genre scenes, such
as the work of the Collection Old woman knitting (1920-29; fig. 35).

The elderly woman is depicted in the interior of her house, devoted to
her handicraft. The restrained colour palette and the simple-in-nature
descriptiveness of the scene subsume the portrait under the Munich
tradition. At the same time, however, the loose outlines, the appearance
of the womanss face in intense light, the emphasis on the depiction of the
face and hands’ wrinkles are elements of an artistic language in quest for
the psyche and its state —similar to the Dutch painters' - and of the artist’s
intention to avoid the plain descriptive rendition of the figure and to
reveal not only the character but also the mood of the moment.

An equally powerful expressiveness and a search for a personal idiom can
be found in the art of Thaleia Flora-Karavia, who built on the teachings
of the Munich School, engrafting into them her distinctive drawing

skill and moment-capturing sensitivity. Her Solitude (1907-12; fig. 36),
reproducing an everyday scene from the life of her father-in-law, Tzortzis
(Georgios) Karavias, conveys precisely this awareness and aptitude to
visually express the emotional mood of the moment. The dark tones of
the room, the scant atmospheric light, the closed composition all echo the
subjects inner world and absorption in his thoughts, with his personality
almost diffusing into the surroundings, in such as a way that the latter
may be perceived as emanating and even extending from the former.”




Eik. 37. 66ppactos Tpiavtapuaidns, Epydipies otagidas, 1920-25.

Fig. 37. Theophrastos Triantaphyllidis, Raisin workers, 1920-25.

66

Zwypa@ikn nBoypagia pe Koivwviké npooavatoniopd
Kabag mpoxwpd 0 2006 auwvag, 1 kabnueptvotnta e§akolovdei va
TIPOOPEPEL OTO EIKATTIKO £PYO TELPA TIAPACTACEWY KAt EVOEIKTIKWV
OTYHWY TG avBpwivng {wiig kat oVUTEPLPOPAGS. ApKeTOl KAAAITEXVEG,
¢xovtag non apxioet va anopakpbvovTat amd Tov akadnuoiko teaiopo,
ETIYELPOVV TWPA TIPOTEYYIOELG TIEPLOGOTEPO PEANLOTIKEG KAl OE OPLOUEVEG
TEPIMTWOEL YUXOYPAPIKEG: OPLOHEVOL ATIO AVTOVG EKUETAANEVOLEVOL
TEXVOTPOTILKA OTOL el IOV €X0VV deXOel WG EMPPOES ATO TNV EMAPT| TOVG
pe SuTika pedpaTa TEXVNG. Avamthooetat £Tot éva eid0g «{LovTEépvac»
{wypagkrg nBoypagiag mov mephapPavet oknvég epyaciag, Aaikd r0n
Kot a0XOMLES, e KAToLeG amd avtég va em{nteitat va eival Teplocotepo
«TIEPLYPAPLKEGY, TNV Sta Ly OV 070 eMikevTpo dANwY Ppednke n
AVApOXAELOT KOWVWVIKOV (TNHATWY.

S P - Al

Eik. 38. OupBépros Apyupds, Aunédi otnv Afyiva, 1930-35.

Fig. 38. Oumvertos Argyros, Vineyard on Aegina, 1930-35.

Genre painting with a social orientation

Later in the 20th century, everyday life continued to provide art with a
rich array of scenes and characteristic moments from peoples lives and
behaviour. Starting to depart from academic idealism, several artists
even attempted the venture into more realistic, and often psychographic,
approaches, some of them drawing on stylistic elements acquired
through their contact with western artistic trends. This gave rise to a
“modern” genre painting, depicting, among other things, workplace
scenes or habits and activities of common people, with some of these
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IIpog avtrv TV katevBuvon, To €pyo Tov OeogpacTtov TpravTaguAAidn
Epydatpieg otagidag (1920-25- eik. 37) kabopiletat wg mpog Ty
ATHOGPALPA TOL OXL LOVO OO TNV TTEPLYPAPLKT) TPOOEYYLOT| TNG EpyaTiog
TV YOvak@y, aAd kvpiwg and 1o n0og mov amonvéet o meptPariov
Tov. O TpravtaguAlidng cuvTovilel TOVG XPWHATIKOVG TOVOUG TOL £pYOV
LLE T LLOTNPLAKT] ATHOCPALPA TOL Kat StaxetpileTau TIg yuvaukeieg
LOPPEG TTPEPOVTAG TNV TIPOCOXT OTN OTIRAPOTNTA KAl TT QAVOUEVIKT
AKIVI 010 TWV CWHATIKOY OYKWOV — TApOTL Ta xépta epyalovtat okAnpd —,
KOG Kat otV EAAXLOTN EYYPAPT TWV XAPAKTNPLOTIKOV TOV TIPOCWTIOV.
Me avtov Tov 1pomo napadidet otov Beatn) TV anoppopnuévn

OKEYT TOVG 0T UNXAVIKT epyacia kat T okvBpwmnr Tovg dabeon,
HETAPEPOVTAG [Lict GVANOYIKT] EIKOVA IOV SLAKATEXETAL AT VTIOKEIUEVIKT|
QOpTION.

To épyo Aumédi otnv Aiyiva (1930-35- etk. 38) Tov Ovpféptov

Apyvpov eivat pia omovdr| TG Kabneptvig epyaciag aTov Tpuyo,
WOWEVN péoa Ao TIG LUTIPECLOVIOTIKEG AVTIANYELG TOV €PYOV OTN|

HEAETT TOV XPWUATOG KA TG TOVIKOTNTAG TOV KAt LTIO TO TPIoHA TWV
gvaAdaywy Tov Tpoo@épet 1) Stakdpavon Tng anddoong Tov guTos 0TV
ametkoviorn Tov vraibplov xwpov. Katd avtiotoryia propei va idwbei

10 €pyo Oepropdg (mep. 1950- eik. 39) Tov Nikov PwTdkt wg akopa pia
Kataypa@n aypotikig epyaciog. Edw opwg n elkaotikn mpooéyyton
Sragépet wg mpog ™ {wypagikn Stapdpewor, kabwg eivat TpodnAo to
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works seeking to be more “descriptive” and others centred on voicing a
social message.

In this vein, in Raisin workers (1920-25; fig. 37) by Theophrastos
Triantaphyllidis, the atmosphere is set not only by a descriptive approach
to the routine of the female workers, but mainly by the ethos that the
environment exudes. Triantaphyllidis chooses the chromatic tones in
consonance with the mystique atmosphere of the scene; in handling the
womens figures, he highlights the robustness and apparent immobility
of the body volumes - although the hands are hard at work —, while
barely defining the facial features. In this manner, he conveys the women’s
absorption in their mechanical task and their sullen mood, evoking a
collective image fraught with a subjective emotional charge.

Vineyard on Aegina (1930-35; fig. 38) by Oumvertos Argyros is a study
of the daily toil of grape harvesting, viewed through an impressionist

Eik. 39. Nikos ®wtakis, Ospiouos, nep. 1950.

Fig. 39. Nikos Fotakis, Harvest, c. 1950.

Eik. 40. Banias Zepeptlibns, Yuvedpiaon xwpikwv, 1945-46.

Fig. 40. Valias Semertzidis, Assembly of villagers, 1945-46.




Eik. 41. Avépéas Mewpyiadns, o Kpns, O pydins, 1938.

Fig. 41. Andreas Georgiadis, of Crete, The Labourer, 1938,
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evLaQEPOV TOL KAANLTEX VT Yia TNV agaipeon kat Ty e§mpectovioTik
an6d00Tn XPWHATOG Kot Hop@wV. Me Tovg 0ykoug va kabopilovrat anod
TO OXNUATOTIOMUEVO XPWHA, TIG EVOLAKPITEG TIVEALEG Val Staypapovy

TIG KIVAOELG TWV YUVALKWY KAl TA TPOCWTA VA bITodnAdvovTat Hovo wg
@épovta oxnuata, 0 PwTAKIG ATOHAKPVVEL TO AVAAVTIKO TTEPLYPAPIKO
OTOLXELO ATIO TO £PYO TOV, HIVOVTAG TTPOTEPALOTITA OTNV EVIVTIWOT) KAl
TOUG GUUBOALOHOVG TNG KOTILAOTIKNG epYyaoiag.

[Tiotdg ot KAaokég agieg TG (wypagikng mapadoong kat 0T peaMoTIK
Satdnwon twv Bepdtwy Tov, 0 Avdpéag Fewpytadng o Kpng napovotadet
oto ¢pyo Tov O Epydtne (1938 eik. 41) pia avOpikn Hop@r| THY wpa TG
avamavong kot pépPng peta v epyacia. Me apecotnra, (wtikdtnTa Ko
POHAAEOTNTA, CTOLXELA TTOV QAVEPWDVOVTAL TOCO A0 TNV TTPOCEYYLON
TV QUOLOY VOLIKWY OTOLXEIWV TOL Avpa 60O Kat Ao TNV ATOTELPA Vat
TEPLYPAPEL O YUXIKOG KOGHOG TOV, 0 Tewpytddng divet tn omovdn evog
HETOV EPYATI TNG EMOXIG TTOL PaiveTan Twg ayyiet Tov Oeatn péoa ano
v okeldTNTa NG {Wypagikng anddoong Tov.

H epyaoia 61o kapvdyto kat 1 KaBnuepvotnTa TV Epyatwy Tov
anaoxolovv 1o £pyo Tov [iwpyov Behooapidn To Bayipo Tov kaikiod
(1951- e1k. 42): e SuvapLKn TPOTIUNOT) OTO XPWHA, TO OT0L0 dlaypdeet
He TAATIEG ETUPAVELEG TOVG OYKOVG KAl T GXTHATA TOL €pyov, SiveTal

1 evtonwon piag Ceotig pHépag epyaciag, fe EVTovo we.™

Me kpttid mvevpa ot {wypagikr Tov Kat fe TpoonAwor o Oépata mov
agopovy eikoveg TG EOvikng Avtiotaong, alla kat Oyelg anod t {wij Tov
Ao, Twv edipwy kat Twv aoyoAwv Tov, 0 Bahiag Zepept(idng agiépwoe
HETA TOV TTOAENO TOV 40 TO 6hHVONO TOL {WYPAPIKOD Kat XAPAKTIKOV
¢pyov Tov o avTo 1o €idog nboypagiag Tov poxHov kat

™G epyaoiag, kat epatikng dSAwong e PlomdAng Kat Twv KOVwVIKWY
Stexdiknoewv.” Xto épyo tov Zvvedpiaon ywpikwy (1945-46- ewk. 40)
ONHAsia ATOKTOVV 1 KATAYPAPT) TOL OUAdIKOD TVELHATOG, TNG
ov{ntong kat g Stapopdg andyewy petald Twv HeAWY TNG OpnRyLPNs,
OTWG Kal 1] KPLOWOTNTA TOV BEUATOG, TTOL APOPA TTPOPAVWS TNV EPyaTia
oto vnadpo. H {wypagikr tpocéyyton tov Zepeptlidn mapapével
PEANLOTIKI] WG TIPOG TNY ATOS00T TWV XAPAKTNPLOTIKDOV KAt CUVANA
eEMPEIOVIOTIKI WG TIPOG TIG TTVKVEG, adpEG ypapupég mov amodidovtat
XPWHATIKA KAt TTAPATEUTIOVY OTO XAPAKTIKO €pYO TOV.™

approach to colour and tonality and under the prism of the variations of
sunlight in an outdoor setting. Harvest (c. 1950; fig. 39) by Nikos Fotakis,
another depiction of agricultural work, can be viewed in the same
context. Here, however, the theme is treated with a different approach
and concept, as the artist is clearly interested in abstraction and an
expressionist rendering of colour and figures. With the volumes defined
by schematic colour, visible brushstrokes that delineate the movements of
the female figures and with the faces only suggestively outlined, Fotakis
strips his work of descriptive detail and gives priority to the impression
and symbolism of backbreaking work in the fields.

Adhering to the classical values of painting tradition and to realistic
representation, Andreas Georgiadis of Crete in his The Labourer (1938;
fig. 41) portrays a male figure in a moment of rest and contemplation
after work. With directness, vitality and robustness, as manifested in the
treatment of the facial features and in the attempt to capture the subject’s
inner world, Georgiadis studies the figure of an average worker of the
time, creating an image that engages the viewer with its intimacy.
Giorgos Velissaridis, on the other hand, in his Painting the caique (1951;
fig. 42), depicts a scene from everyday life in a shipyard. With a dynamic
preference for colour, applied in broad areas demarcating volumes and
shapes, the painting conveys an impression of a warm day at work in
ample daylight.*

With social criticism at the heart of his art and with themes centred

on scenes from the National Resistance or from the lives, customs

and activities of the common people, Valias Semertzidis devoted his
entire post-war painting and printmaking output to that specific type

of genre painting focusing on human toil, extolling man's struggle for

a living and social betterment.”” In his Assembly of villagers (1945-46;
fig. 40), prominence is given to the depiction of team spirit, discussion
and diverging views among the members of the group, as well as to the
importance of the matter which probably involves their work as farmers.
The artist’s approach remains realistic in the rendering of the facial
features, but at the same time has an expressionist touch with the thick,
dense lines in colour, reminiscent of his engravings.*®
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Eik. 42. Nopyos BeAiooapidns, To Bdyiuo tou kaikiow, 1951.

Fig. 42. Giorgos Velissaridis, Painting the caique, 1951.
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Eik. 43. Tewpyios Mpokoniou, H ntépa, 1939.

Fig. 43. Georgios Prokopiou, The Mother, 1939.

Eik. 44. Anbéotonos Fepains, Xwpikri, 1940-53.

Fig. 44. Apostolos Geralis, Village woman, 1940-53.

ZwypaPIikEs apnynoels otiypwv tns kadnpepivotntas

Amo v idta epiodo — To MPpWwTO Hod Tov 2000 atwva — pia oelpd
épywv (wypagikng Tng ZvAhoyng avadetkviel TeplocdTepo v TpdHeon
VL KATAYPAPOVY XAPAKTNPLOTIKEG OTIYUEG KAl AVTUTPOCMTIEVTIKOL
XAPAKTIPEG TNG EKAOTOTE Kovwviag Kat Eexwpilet yia Ty a@nynuoTikr
xpota tov. Kat avtd ta épya ototxetoBetovvtat kdbe gopd péoa and to
EIKAOTIKO 1dlwpa TOL SMULOVPYOD TOVG, TO OTIOIO PEPVEL GTO TIPOTKNAVIO
TIG SLAPOPETIKEG TEXVOTPOTIKEG TIPOCEYYIOELG TTOV TOV ATATYOAODY.

O Tewpytog ITpokomiov, yvwpipog {wypagog yia Tig Tpocswmoypagpies
TOV Kal yla TIG eONCEOYPAPIKNG TAPATTATIKOTNTAG TONEUIKES OKNVEG
Tov, 070 épyo H untépa (1939- eik. 43) mapovotdlet o€ (o Tovoug
KOl GUVTOVIOHEVT E TN QWTEVOTNTA TNG bTaifpov pia Wraitepn oTiyun
NPEUIAG KAl (NTPIKTG TPLPEPOTNTAG — EVOEXOUEVWG KAl TNV AVATIAVAQ

Painting narratives of everyday life
Dating from the same period — the first half of the 20th century —a

number of paintings in the Collection seem to be more intended to
provide snapshots of everyday life and to tell stories centred around
typical figures in interaction with their respective communities. Just as
with the works presented in the previous section, these works all denote
their creator’s artistic idiom and different stylistic approaches.

Georgios Prokopiou, a portraitist and painter of journalistic war scenes,
in his work entitled The Mother (1939; fig. 43) captures an intimate
moment of serenity and motherly affection — perhaps during a short
break from farmwork - using mild colour tones against the background
of a sunlit rural landscape. A similar sense of calm is evoked by Village
woman (1940-53; fig. 44), an example of Apostolos Geraliss “relaxing and
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Ao TNV AYPOTIKT Epyacia- avTioToyng fpepng dtdbeong eivat kat n
amnetkovion g Xwpikhs (1940-53- eik. 44) Tov Anootolov Iepaln,
péoa amo pia nBoypagukr Téxvn mov «avamavel kat eviote yontevew.

Exovtag omovdacel oty ABrva kat to Iapiot, o Tepadng cuvevaver ta
Stapopetika Siddypata twv dackdAwv Tov, enevdbovTag oTo iwpa
£VOG TPOOWTIKOD LITAOPLOROY, IOV StakaTEXETAL AMd amAOTNTA Kat
kaBapotnra oty didmhaon Tov Oépatog kat TG etkdvac.

O x@pog Tov Apaviod Kat TnG TPoKvaiag cuvOEeTal te TV Ao TIKT)
nboypagia oto ¢pyo Tov Bacov Iepuevny Ipokvpaio (1935-38- eik. 45).
H oknvn anodidetat pe Ty apecdTnTa TOL GTLYUOTUTION: O TPOTOG

7oV oL TPeLg Avdpeg culnTovy oto deki Tprpa Tov Tivaka, kabwg katn
APALPETIKT) TAOT 0T SLATVTIWON TWY LOPPWY, ILe ENAXLOTA YUOLOYVWUIKA
XAPAKTNPLOTIKA VAL KATAYPAPOVTAL, KL TOUG VTTOAOLTOVG OXHATIOUOVG
G ovvOeong va Snhavovtal pe Paon To xppa mapd To oxédto,
amoTeENOVY GTOLElO IOV GUVTEIVOLY 0TIV IPOCANYT TOV £PYOU WG piag
KaBnpeptvg kaw avemthdevTng OKNVIAG 0TO Atpdvt TG TOANG.
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Eik. 45. Baoidsios (Baoos) eppevis, Mpokupaia, 1935-38.

Fig. 45. vasileios (Vasos) Germenis, Quay, 1935-38.

sometimes charming genre art”.*” Having studied in Athens and Paris,
Geralis fuses these teachings to forge a personal version of plein-airism,
marked by simplicity and clarity.

Quay (1935-38; fig. 45) by Vasos Germenis combines a harbourscape
with an urban genre scene. The image has the directness of a snapshot:
the casual posture of the three men on the right, as well as a tendency
towards abstraction in the depiction of human figures, with few facial
features and with the remaining elements of the composition structured
by colour rather than drawing, support an interpretation of this work as a
natural everyday scene at the seaport of a city.

The depiction of common people in a manner that celebrates
ordinariness is a strand of portraiture that has never ceased to serve as a

H (wypagiki aneikovion mpoonnwy £ToL WoTe Vo avadetkvOeTat 0 amhog
KAONHePLVOG XAPAKTHPAG TOVG AMOTEAEL [ict TTVXT TNG TPOCWTOYPAPIaG
mov Stepevvartat 0TI (wypaPLkég Tpooeyyioels Tov kabnepvol KOOUOV
£WG TN GVYXPOVI| EMTOXT]. ZTOXEVOVTAG 0T PEANOTIKI AMOTOTWOT

TV LopewV — Kat oupfadifovtag TPOToV Tvd [e TN wToypaPia, wg
1pog TNV 18€a TG Stekdiknong NG anddoong TG «OTyUng» — Ta épya
aUTA eMEVOVOLY KON TTEPLOTOTEPO TNV YLXOYPAPLKT) EVEOTKOTNOT
TOV €LKOVI{OPEVO, APIVOVTAG TIAVTA EVTOVOTEPT TNV aioBnomn g
ATOKAALYNG TNG 8LAiTEPTG TPOCWTIKOTITAG TOV ATOHOV TIAPA TNG
avadel&ng Tov wg cuANoyIKOL GuBOAoU.

Eik. 46. Optotwns Kavenfns, O lepokoutaoukns, 1938,

Fig. 46. Orestis Kanellis, Gerokoutsoukis (Old man
Koutsoukis), 1938.

field of exploration for artistic representations of everyday life. Aiming
at realistic portrayal that has much in common with photography in
attempting to capture the moment, these works try to reveal the mind-
frame and individuality of the subject, rather than using it as a collective
symbol.

The portraits by Orestis Kanellis in the Collection of the Bank of Greece
are a good case in point. Gerokoutsoukis (Old man Koutsoukis) (1938;
fig. 46), part of a series featuring fishermen or farmers from the island
of Lesvos, portrays an old man, exemplifying Kanelliss moderate and
restrained painterly style. The figure is rendered realistically, with vivid

and distinctive facial features, without any intent of embellishment: the




Méoa amd authy THY TPOCEYYLoT, £XEL EVOLAPEPOV VAL TTAPATIPTOEL
Kdmolog Tig mpoownoypagieg Tov Opéotn Kavéln mov aviikovy ot
ZoMoyn g Tpamelag s EAGdog. O Iepokovtooixns (1938- eik. 46)
amoTelel Tapadetypa Tng NILag Kat ovykpatnuévng (wypagikng
npocéyylong Tov KavélAn, wg npocwmnoypagia evog nAKiwpévov avdpa
amo Tn oelpd Yapddwy Kat aypotdv TG AéoPov mov £xel anelkovioet o
{wypdgoc. H pop@r| anotunwveTton peaMOTIKA, HE To XAPAKTPLOTIKA TNG
adpd kot TEpLypagikd, dixwg va emdwkeTal N wpatonoinon: mapdAAnia,
0 poxbog g epyaoiag kat o Bapog tng nAtkiag mtpoadiopilovrat péoa
amo TIG puTideg TOL MPOOWTOL Kat TwV xeptdv. H éugaocn otov mivaka
Tov KavéAAn, opwg, dev divetat otnv 1d10TNnTa TNG HOPPNG 0VTE OTNY
evdexopevn amomnelpa va anoteréoet oVUPolo péoa amnd 1deoloytkodg
ovvelppove. ITohd meplocotepo, péAna tov kalréxvn potalet v givat
n dieiodvon oTov Yapaktipa kat Ty YyuxoohvOeon Tov avbpwmov,
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wrinkled face and coarse hands reveal a lifetime of toil and the plights
of old age. Here Kanellis is not particularly interested in the man’s job
or other collective identity that could turn him into a symbol through
ideological associations, but rather in exploring the man’s character and
psyche through the subject’s distant pensive gaze and calm posture. In
so doing, the artist invites the viewer to follow him on this path and to
explore these same features.*

Iro (1937; fig. 47) is another example of Kanelliss psychographic
approach. Here again, the vivid face with clear-cut and distinctive
features, the languid posture and the neutral background offer us a

Eik. 47. Opéowns KavéAdns, H Hpw, 1937.

Fig. 47. Orestis Kanellis, /ro, 1937.

dtepevvnon mov emiyelpei 0 i810G HEOW TOL GTOXAGTIKOV KAl ATIOHAKPOV

BAEppaTog Tov dvdpa, ald Kat TG PEUNG 0TAOTG TOL CWHATOG TOV

- em(nTdvTag kat and tov Oeatn va eloédet oe avtny Ty avalitnon,
EPELVWVTAG Tl IO10L AVTA XAPAKTNPLOTIKA. Y

Me v ida yoyoypagikr Stabeon pooeyyiCetat anod tov {wypapo kat
10 ¢pyo H Hpw (1937 ewk. 47). Kau edw, n) kaBapdtnta Tov mpocamnov,
TO «TTAAOLHLO» TWV EVSIAKPITWY PUOLOYVOHIKDV XAPAKTIPLOTIKWDY,

1 fpeun oTaon Ko EVTagn TG pHopeng oe Eva ovdétepo meptBaAlov
0dnyovv apéows oty avadiTnorn TG YuXOYPAPIKIG AVAYVWONG TNG
TPOOWTIKOTNTAG TNG YUVALKEIAG LOPPTG — 1) OTola HAALOTa €pXETaL 08
dueon «ovvophia» e Tov Beatn, xapn oto evBvBolo PAéppa tng.

Eik. 48. Ndpyos Fouvaponoudos, Mpocwrnoypagia kopitoiou, 1928-37.

Fig. 48. Giorgos Gounaropoulos (Gounaro), Portrait of a girl, 1928-37.

shortcut into the personality of the female figure, who, with her straight
gaze, engages in a close conversation with the viewer.

In Portrait of a girl (1928-37; fig. 48) by Giorgos Gounaropoulos, the
female figure looks ethereal and translucent, with her facial features

still discernible but only broadly depicted. Her presence is implied by
her emotional mood, as tentatively suggested by her direct gaze and
bright red lips. Set in an indefinite time and space and illuminated by an
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Eik. 49. Navvns Toapouxns, [pocwnoypagia tns Aéoriovas
UE Korli€ kal okourlapikia, 1976.

Fig. 49. Yannis Tsarouchis, Portrait of Despina with necklace
and earrings, 1976.

Eik. 50. Navvns Toapouxns, [poownoypagia veapou [dAAou
ano v Mnelavodv, 1976.

Fig. 50. Yannis Tsarouchis, Portrait of young Frenchman
from Bensangon, 1976.

2y Ilpoowmoypagia kopitatov (1928-37- ewk. 48) tov [iwpyov
Touvapomovlov, ) yvvatkeia Lop@r| eppavifetat agptvn kat Stdpavn, va
Statnpel meprypagid aAAd apvdpd Ta YapakTpLoTKd TG, SnAwvovtag
™V mapovoia TG péoa and tny Yyuxoloyikn g diabeon mov pmopei

va vrovoeitat and o vl PAéppa TG Kat To £VTOVO KOKKIVO TV
xethwwv . H vrap€r tng oe évav dxpovo xwpo, Xwpic GLYKeKPIEVQ
XAPAKTNPLOTIKA, OTIOV G TileTaL and pio anmpoadtopLoTn myn ¢uTtog, Tn
HETaPEPEL OTT) OPaipa TOV ovelptkol — oto Tedio Omov o TovvapdmovAog,
LLE ETUPPOEG ATIO TOV Zovpeallopo, KTileL ToV SkO TOL KOG Yia Ta €pya
Tov WG «peatoTig {wypapog TG pavtaciagy.*!

O Tiavvng Toapovyng, kKaAALTéxvnG mov 0To {wypagikod Tov épyo
VTIAKOVOE GTO HETPO, TI YVAOT), TN AoYIKN Kat To KAAAOG TG Hop@nig,*
EKPPAOTHG TNG «OLKOVUEVIKNG EAANVIKOTITAGH KAl ONHAVTIKOG
EKTPOOWTOG TNG Aeyopevng [evidg Tov 30, pelétnoe tnv avBpwmivn
LLOP@PT| OF LELOVWUIEVEG IPOCWTIOYPAPIEG KAl OE OKNVEG e VAUTEG 1)
OTPATIWTEG, ] Kot 6€ AANeG GLHPOAIKES, pHéoa amtd TO IOLOTVTIO TTPOCWTIKO
Wiwpd Tov. Xta épya tov ITpoowmoypagia veapot IkAdov and Tnv
Mmnelavaov (1976 ek. 50) kou Ilpoowmoypagia T4 Aéomovag pe koAié
ko arovdapixia (1976- ek. 49) apovotdalet §00 HopPEG peoa amod

TO WPLHO EIKACTIKO DPOG TOV, 0TO 0T0{0 Stapaivovtal ot KataPoAEc,

OL ETUPPOEG KAl OL KATAKTNOELG TNG KAAAITEXVIKIG TOV TTOpEiag. XT0
0LSETEPO POVTO Lag eTiMEdNG TPATIVNG TOVIKOTITAG, IOV HapTLpEl TN
oxéon tov {wypdagov pe tn Polavtiviy TéxVN, ot §00 pop@Eég tpofdriovy
LLE TA XAPAKTNPLOTIKA TOVG adpd AANE TIPOCEKTIKA TIEPLYEYPAUHEVA,
akoAovOOVTAG TOV XpWHATIOHO, KABWG Kol TNV Pepn Kat guvapa
SUVAUIKT) EKPPACTIKOTNTA TWV TOPTPETWY QPAYLOVLL XTIV TEPIMTWOT
NG Yuvaukeiag popene, n Aéomowva avayvwpiletat wg e§adéAgn tov,
QYaTnTO Kal Olkelo TPOCWTO TTOL €XeL LTIAPEEL TO HOVTENO Yia OeLpd
TPOCWTIOYPAPLDV TIG OTIOIEG £Xel PLhoTexVoet 0 kaltéxvng. Kat o
veapog TaAog, Opwe, anotelel LTAPKTO TPOCWTO, LOVTENO ATIO TNV
naptowvn mepiodo tov (wypagov. Kat a1 §vo mepmtaoels, to PAEppa kot
1 EKPPACTIKOTNTA TWV TTPOCWTIWY EMTPETOLY OTOV et va avayvwoet

unidentified light source, she is carried off into the realm of dreams - a

realm in which Gounaropoulos, with influences from surrealism, builds
his own artistic universe as a “realist painter of fantasy”*'

Yannis Tsarouchis, an artist whose entire career was guided by a sense
of measure, erudition, reason and physical beauty,** a proponent of

“universal Greekness™**

and a key representative of the so-called
Generation of the Thirties, was a passionate student of the human figure,
with his hallmark portraits of sailors, soldiers or symbolic scenes. Portrait
of young Frenchman from Besangon (1976; fig. 50) and Portrait of
Despina with necklace and earrings (1976; fig. 49) are two examples of
the artist’s mature style, in which one can trace the origins, influences and
conquests of his artistic path. Against a flat neutral background in green

tonalities, attesting to the painter’s profound knowledge of Byzantine
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OTOLXELO TOV XAPAKTPA TWV HOPPWDV — T1) HELNIXLL KAl KAPTEPIKT
TPOOWTIKOTNTA TNG AE0TIOLVAG, TOV TILO «avBAdn» KL EVTOVO XapaKTrpa
Tov veapov [ahhov. Exet evdiagépov n avalijtnon twv iStwv tpocwnwy
Kat og aAa épya Tov Toapoiyn, kabwg Ta éxel amelkovioel oe oelpég

mov dnuovpynoe katd T dekaetia Tov 1970, XpNOLHOTOLOVTAG T WG
ovpBola 1 TpocwmomoLoelg — TapadeiyHatog XApLy, TO TPOCWTO TNG
Aéomotvag wg 1 emoxn Avotdn. Exel, evOelkTikéq eivat n amopakpuvorn amod
TOV YUXOYpPaPLKod peaMopo TNG olkeiag kabnpeptvig Tpoownoypagiag
Kot pio SeSOpEVT AMOOTAGLOTOINOT) TIOV ElVaL AVAUEVOUEVT] HETT ATTO TNV
TIPOGEYYLOT TWV HOPPWDV WG GVUPOAWY Kat LOEWV.

v Emioxeyn (2014- ew. 51) tov liwpyov Poppn, o wypdgog
amekovilel pio yovatkeia pop@r| kabrpevn otn okdla Tov epyactnpiov.
Pealiotikiy wg mpog tnv amodoon, pe to PAéppa otpappévo otov Beat,
1 LOP@T| EVOMUATWVETAL 0TO TAAITLO TOV XWPOV TIOL TNV vITodéxeTaL, O
0TI010G, YOHVOG aTtd avTIKeipeva, OpileTal amod Tig apXITEKTOVIKES YPAHES
TOV KAl TO AVOLYpa TNG TTOPTAG OTOV TIAVW OPOPO TIOL PaiveTal va
@hogevei pia aAn voBeon Spaong. Tia tov Poppn, 000 N avBpwrvn
Hop@1) 600 Kat 0 Xwpog Stadpapatifovy onpavtikd poro otnv
AVAYVWoT) Tov £pyov, Kabwg LEoW TNG EIKAOTIKNG SLaeipLong avTv
SlapopedvovTaL Ta 0paTA KAt Un 0paTd HEPT TOV. XTH GUYKEKPLUEVT
TepIMTWON, 1 yuvaika, oe 0£0m avapovig, e KapTeptkOTnTa Kat Npepia
kaBopilet T ovvolikn atpudopapa g ovvheonc. ITapdAAnia, To
ATAETO QWG 0TO E0WTEPIKO TOL dwaTiov Sivel TNV evTdTWoN TNG
KaBapodtnTag Kat tng amhotnTag, kabwg kat Ty aiobnon g eAevepng
Snuoatag B¢aong tov Swuartiov, tpookawvtag Tov Beatr va to
TEPLEPYAOTEL AETTOUEPELAKE (WG TOTIO EEEMENG TV TEKTAVOUEVWV

TOV €pYoU.
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art, both figures emerge with their bold, clearly defined features, in

a direct reference to the colour palette and the calm, yet compelling,
expressiveness of Fayum portraits. The female figure, Despina, can be
safely identified as the painter’s cousin, a person dear and close to him
and the sitter for a number of his other portraits. The young Frenchman
was also a real person, repeatedly portrayed by the painter during his
Parisian period. In both cases, the gaze and expressiveness of the faces
provide the key to deciphering the subjects’ characters, with Despina
coming across as mellow and patient and the young Frenchman as more
brash and assertive. It is interesting to look for the same figures in the
symbolic cycles that Tsarouchis painted in the 1970s, e.g. Despina’s face
is used as a personification of Spring. In that case, the psychographic
realism of a familiar everyday portrait gives way to a certain detachment,
which is unsurprising, given that the subjects are used as symbols or
abstract ideas.

In Visit (2014; fig. 51), Giorgos Rorris depicts a female figure sitting on
the stairs to a studio. Realistically rendered, with her eyes turned to the
viewer, the figure blends into the surrounding space, which, devoid of
any objects, is only defined by its architectural lines and the open door
upstairs providing a glimpse into another storyline. In interpreting
Rorris’s art, both the human figure and space play an important role: it is
through their pictorial handling that the artist formulates the visible and
invisible parts of the painting. In this instance, the woman, waiting calmly
and patiently, sets the overall mood of the composition. At the same time,
the well-lit interior imparts a feeling of clarity, simplicity and openness
to the public eye, intriguing the viewer into taking a closer look at where
action is going on.

Eik. 51. Nmpyos Péppns, Eniokewn, 2014.

Fig. 51. Giorgos Rorris, Visit, 2014.
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Eik. 52. NikéAaos udns, Nekpn guon, 1880-90.

Fig. 52. Nikolaos Gyzis, Nature morte, 1880-90.
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H kaBnpepiva {wn péow tns vekpns puons
Me mA00¢ kabnuepvav avTiKeEvwy va amoTuIwvovTal 0TI ouVOEoelg

TOVG, avaopd a&ilel va yivel Kat 0TIG VEKPES GUOELS TNG ZVANOYTG.

Avtég amotehobv oapwg Stakpttr Oepatikn katnyopia, 1) omoia punopet
napaAAnla va peletnel tooo wg Seflotexvikr kakkitexvikn amovdn
TV AEKOVI{OUEVWV AVTIKEILEVV TNG 000 KAl WG EKATTIKI TIPOTEYYLOT|
OTOLXELWY PiAG — HOVO PALVOLEVIKA — «AYLXNG», OLKelag, kabnuepvig
TpaypaTkOTNTAG.* Méoa amd Tig vekpég gUoeLS, He Stdbeon meptypagika
aAVaTapAoTATIKN 1) Kat pe ovpBolkn xpotd, tpoParlovrtat cuvideteg
00wV PLovovy TNy KabneptvoTnTa mov avamapiotatat, eite € aypoTIKO
eite og a0tk epdAov, vodnhwvovtag kdbe popa

gvay ovyKekpiuévo Tpomo {wig.

Ztn ZvAhoyn g Tpdmeog tng EANGS0G, €vag tkavog aptBpog épywy mov
aTEKOVIOLY VEKPEG PUOELS HapTLPODV Kat TO evOLapépov Twv {wypdpwv
YU avTo To Bépa, mov mpoopépetat TapaAAnAa yia StapopeTikég
TEXVOTPOTIKEG AVAYVWOELS, péoa amd Tr dtepedvnon Twv ovvhécewy, Twv
OXNUATWY, TOL XPWHATOGS KAl TOV QWTOG.

EvSewticn g amapapding de&rotexviag tov eivan y Nexpi oy
(1880-90- ewk. 52) Tov Nikohaov ['vln. To £pyo kiveitat 610 TAAioL0 TNG
{wypagikng mapadoong Tng Akadnpiag tov Movayov, tapaAAnia opwg

Eik. 53. Avbpéas lewpyiadns, o Kpns, H auvipogid, 1940.

Fig. 53. Andreas Georgiadis, of Crete, Ensemble, 1940.

Everyday reality through still life

Still lifes, populated by all kinds of everyday objects, make up a significant
part of the Collection. They form a distinct thematic category and can be
seen as a skillful drawing study of the depicted objects or as a pictorial
approach to elements of familiar and only seemingly inanimate everyday
reality.* Whether naturalistic or symbolic, still lifes provide insights into
the daily routines and lifestyles of those who experience this reality,in a
rural or urban context.

A significant number of still lifes in the Bank of Greece Collection seem
intended to be perceived from this perspective, although they also lend
themselves to various stylistic readings through the exploration

of compositions, shapes, colour and light. Nature morte (1880-90; fig. 52)
epitomises Nikolaos Gyziss unparalleled mastery. While broadly
conforming to the tenets of the Munich Academy, the work stands out
for the more realistic and relief-like treatment of volumes and textures.
This end is also served by the contrast between the dark background
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Eik. 54. Nopyos Mouvapdnoudos, Avon, 1931-37.

Fig. 54. Giorgos Gounaropoulos (Gounaro), Flowers, 1931-37.

Eik. 55. Tpnyépios Zeuywans, Zwypagikri pe anid péoa lil, 1948,

Fig. 55. Grigorios Zevgolis, Painting with simple media Ill, 1948.

Eik. 56. Tpnyépios Zeuywnns, Zwypagikr e andd uéoa V, 1948,

Fig. 56. Grigorios Zevgolis, Painting with simple media V, 1948.

Stakpivetat ylo Tov pealloTikOTEPO Kat avayAuQo TPOTIO He TOV OTIoi0

0 {wypdgog StaxetpileTat Tovg GYKOVG KAt TNV VP TWV AVTIKEUEVWY TIOV
anewkovifovtat. ITpog avtrv v katevBuvon ovvnyopei kat n avtifeon
AVAET 0TO OKOTELVO SeVTEPO eTIMESO KAt TN XPWUATIKE TOV TIPWTOL
emuédov, 1) omola @épvet 0To TPoaknvio «(wvtavip OAn T ovvleon.

2t Sekaetia tov 1930 tomoBeteitat To mpwipo épyo Avlry (1931-37-

elk. 54) Tov [wpyov TovvapomovAov, oto omoio 10N Stagaivovtat
ototyeia G e&EAEnG Tov ¢pyov tov. H kivnon tov xpwpatog, n Stéhvon
TOL TIEPLYPAUHATOG TV AVTIKEIUEVWY KAl OL QWTOOKLATELG CLVIIYOPOVV
TIPOG i TIO APALPETIKI| TIPOGEYYLOT TOL O€paTOg, yeyovog mov
gvioybetat and tnv ehevbepn, Sixwg Wiaitepo mpoadiopiopd, Tonobétnon
Tov 0¢ £vav aXedOV OVELPIKO XWPO, LE EUPAVT OUWG ATTIKY «KATABOAR.
Zrov avtinoda avtng ¢ Aoyikig, n peakotikr anodoon xapaktnpilet
™ ovvleon H cuvipogid (1940- ewk. 53) tov Avpéa Tewpytddn tov

e
""‘f'.

r. Iﬂhﬁﬂ ﬁ‘_‘__-;.;i

and the brightly-coloured central theme, which is thus pushed into the
foreground and enlivened.

Dating back to the 1930s, Flowers (1931-37; fig. 54) by Giorgos
Gounaropoulos is one of his earliest paintings and a work that heralds
his future artistic path. The movement of colour, the diluted contours and
the shading effects suggest a more abstract handling of the subject, which
seems to hover in an undefined, almost dreamlike space, but surely in an
urban context.

At the other end of the spectrum, Ensemble (1940; fig. 53) by Andreas
Georgiadis of Crete is marked by stark realism. Combining such diverse
objects as a pitcher, a cup of coffee, a pack of cigarettes, books and a
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Eik. 57. £téAios MnAiddns, Nekpri puon, 1945-48.

Fig. 57. Stelios Miliadis, Still life, 1945-48.




Eik. 58. Xapanapnos Motapiavos, ®pouta kai xdikiva okeun, 1955.

Fig. 58. Haralambos Potamianos, Fruit and brassware, 1955.
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Kpntog, o omoiog ovvdvadet a1o £pyo avtd avTikeipeva Omwg 1 Kavata,
TO PMT(AVL KAPE Kat TO TAKETO TOLydpwV pe avTikeipeva omwg ta PiBAio
Kot To PLoi, divovtag Ty aiobnon g Aaikng kabnpepvoTnTag kat
OLKElaG avATavAag: avTioTolya, oL vekpég guoels Tov [pnydplov ZevywAn
Zwypagikh] pe amdd péoa 111 (1948 k. 55) xat Zwypagiki] pe amAd
péoa 'V (1948- e1k. 56) amomvEéoLV aTLOOPALPA OIKELOTNTAG, OTIOV O
{wypagog mapadidet mapaAAnla adpég peléteg

TWV ATEIKOVI(OHEVWY AVTIKELUEVWY.

H napactatikotnta kat n avadedn twv aviikeévwoy péoa ano tig
avTIO£0EIg PWTOG-OKIAG TTIOV EMSPOVY TIAVW GTO XPWHA ATTAGXOAODY
tov Xapdhapmo [Motapiavo ota Ppovta keu ydAkive okevn (1955-

elk. 58). Ztnv otklakr kabnuepvotnta eodyet tov Beatn kat o Ztéliog
MnAwadng pe ) Nekpr] pvon (1945-48- ewk. 57), avtipetomnilovtag okevn
Ko eddtpa pe e§aipeTn TOTOTNTA WG TIPOG TNV ATEKOVIOT], TV OTIoial
evioyVeL péoa amo pia Slaxeiplon Tov pwTog mov avadelkvoel TapaAAnia
KoL TNV «avayAveny» dtapdpeworn twv oykwv. Téhog, oto (wypagikd
¢pyo Nexprp pvon (x.x-- €. 59) tov AAé€avSpov Kopoytavvakn, ot
XPWHATIKOL TOVOL KAl ) QWTELVOTNTA LTTOXWPODY, EVID EUPAVTG Eival

1 ok Tov (WYPAPOL Va GXNUATOTOOEL Kat Va SLapopPOTeL TOVG
OYKOUG TWV AVTIKELEV®Y, TPOOIHLO TNG KVPLOTIKHG TOL avaitnong.

Eik. 59. AAgEavbpos Kopoylavvakns, Nekpri puon, x.X.

Fig. 59. Alexandros Korogiannakis, Still life, n.d.

violin, the work alludes to everydayness and an intimate moment

of leisure. Similarly, the still lifes Painting with simple media I1I (1948;
fig. 55) and Painting with simple media V (1948; fig. 56) by Grigorios
Zevgolis exude an air of intimacy, while being vibrant studies

of diverse objects.

Haralambos Potamianos in his Fruit and brassware (1955; fig. 58) seems
to be interested in evocative representation and in using the contrasts of
light and shade and their effects on colour to highlight the objects. In his
own Still life (1945-48; fig. 57), Stelios Miliadis ushers

the viewer into a domestic everydayness through a lifelike depiction

of kitchenware and onions, enhanced by the handling of light that carves
out the volumes with remarkable plasticity. Lastly, in the canvas Still life
(n.d;; fig. 59) by Alexandros Korogiannakis, colour and light are toned
down, in a visible attempt at stylisation that preludes the artist’s future
ventures into cubist territory.
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HBoypaia kai 6yels tns kaBnpepivias {wns otn Xapaktikn
Kat n xapaktikn téxvn anotehei éva yovipo medio oto omoio Ha

vioBetnBov nBoypagukd Bépara kau OYelg Tng kabnuepvig {wng,

TOOO UECQ OO TNV AQNYNUATIKT] OG0 Kl HECA ATIO TV KOLVWVIKT)

Toug dtdotaon. Idtaitepa amod Ty mepiodo Tov MecomoAépov kat

ETELTOL, YIVETAL TIEPLOOOTEPO ELPAVIG T] OTPOPT] TTPOG TOV KOLVWVIKO Ka
TOMTIKO XAPAKTIPA TG TEXVNG, KAl 0TI XAPAKTIKT QUTEG Ot avalnTroelg
eKONAOVOVTAL [IE CAPEIG TEXVOTPOTILKEG AVAPOPEG TOGO OTOV
E&npeotoviopo 000 kat 0tov Zootahotikd Peakiopo.

Znpavtikn enidpaocn wg mpog avtiy Ty katedbBvvon aokei kat n
napovoia Tov [iavvn KegaAAnvov wg Saokalov xapakTiknig otny
Avwtdtn Zxoh Kahwv Texvav, pe €pyo mov mepthapfdvet kot avtovg
TOVG TIPOPANUATIOHOVG. ATIO TO EpYATTIPLO TOL ATTOPOLTOVY XAPAKTEG

- omwg, petagd aAwv, ) Baow Katpakn, o Tdooog, o Tewpytog

MooX06, 0 Zrpatiic A TnG — ek Twv omoiwy apketoi pooeyyilovv
KOWWVIKA Bépata péoa and éva e€npeatoviotid Ae§thdyto mov anodidet
AN POTNTA OTOV eIKAOTIKO MO0 Tovg.* TTapdAinAa, n SuvatotnTa
Tapaywyng TOAATA®Y XapaKTIKOV L60OSVVAI®Y pe TO TpwTOTLTO Sivel
0TI XAPAKTIKI) TO TIPOVOLLO Va ebval pia TEXVN TIEPLOCOTEPO TIPOOITH

o€ UeyaldTEPO KOLVO — GTOLKEIO TIOV amtodidet 0TV TPOSANYI TG £vay
AUECOTEPO XAPAKTTPAL.

Eik. 60. Navvns Kepaddnvas, OsAdxos, nep. 1925-30.

Fig. 60. Yannis Kefallinos, Fellah, c. 1925-30.

Eik. 61. Zipatns ASiwdtns, Wapds, 1938.

Fig. 61. Stratis Axiotis, Fisherman, 1938.

Genre art and aspects of everyday life in printmaking
The art of printmaking also provided fertile ground for genre
compositions and everyday life themes, whether in a narrative or a
socially conscious approach. In particular, from the interwar period
onwards, art becomes increasingly dominated by social and political
overtones. In printmaking, these quests are formulated with direct
stylistic references to Expressionism or Socialist Realism.

A highly influential figure in this respect was Yannis Kefallinos as a
teacher of printmaking at the Athens School of Fine Arts and as an artist
whose oeuvre is largely informed by his social sensitivities. His studio
produced an entire generation of printmakers, including Vasso Katraki,
Tassos, Georgios Moschos and Stratis Axiotis, who often draw on an
expressionist vocabulary to convey a powerful social message.* The
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Anpovpyia tov [tdvvn KeparAnvo, n Miboypagio Peddyog

(mep. 1925-30- etk. 60) xapaktnpiletat Kupiwg amd TOV TPOTO (e TOV
omoio kataypdgetat o avhpwmivog pnox0og kat kapTeptid LITOHEVETAL

TO QPOPTIO TNG LETAPOPAG ATtO TOV €pYATN. AV Ko ipoadiopiletat aTov
XWPO TNG AVATOANG, TO €pYO ATOPEVYEL VaL LATOEL YLaL TOV YOT|TEVTIKO
e§wTIopo NG, evw TTapdAAnAa evtumwotdlet pe Ty akpiPr) Kat Aemtopepn
oxediaot Tov, 1) omoia divel TEMKA TEPLOGOTEPO TNV EVTUTIWON Hiog
{wypa@ikng anothnworng.

Tov kabnpeptvo poxbo e Baracoag kat Twv avBpdmwy NG Kataypapet
otnv Euhoypagia Papdg (1938- eik. 61) o Zrpatig A§iwtne. H
TPWTAYWVIOTIKT] LOPPT| TIPOTAOGETAL EUPANHATIKA GTO TIPWTO eTinedo
TOV XAPAKTIKOD, VW Ot OKANPEG eEMPETIOVIOTIKEG Xapd&els Kot 1y
ATOTNTA TNG EKPPAOTG SiVOLY TOV TOVO TNG AMALTTIKNAG epyaaiag Tov
KataBdAletat amod Tovg Yapddes. Katd avtiotoryia, otny Evhoypagia tng
EXévng Kwvotavtvidn AAwve (1938- eik. 62), 1) XApAKTPLA EUTTVEETAL TNV
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Eik. 62. EAévn Kwvotavuvidn, Addvi, 1938.

Fig. 62. Eleni Konstantinidi, Threshing floor, 1938.

possibility to produce multiple impressions, each considered an “original’,
made printmaking an ideal medium to this end, accessible to larger
audiences.

Created by Yannis Kefallinos, the lithograph Fellah (c. 1925-30; fig. 60)
is an engaging image of human toil, showing a man resignedly carrying
a heavy load. Despite its oriental setting, the work resists the charm of
exoticism. Its precise and detailed drawing gives the impression of

a painting.

The harshness of earning one’s livelihood from the sea is portrayed in
the wood engraving Fisherman (1938; fig. 61) by Stratis Axiotis. The
main figure is emblematically projected into the foreground, while the

nBoypagikr oknvr amod Tov aypoTiko Pio kat ekpeTaANeveETAL TIG OKANPEG
YPappég TG xapa&ng mov divouy éva Suvapiko kat oBevapd amotéleopa
ot Stapdpewon Twv akdywv kat TG avlpwmvig popene. IapaAinla,
Stapuldooet To aToLxelo TG KivoNg Kat THG pOriG 0TO £PYO0 TNG, OTIWG
avtd amodidetat pe Tov oxESIAoUO TWY OTAXVWY 0F GLVOVACHO e TOV
pLOUO TOV KAATIAGUOV TWV AAOYWV.

Eva detypa g emhoyng tov xapaktn Taooov va epyaoTei pe o péco

™G €yxpwing Euhoypagiog amotelei to épyo Papddes (1958- ewk. 63). H
Euloypagia anetkoviet pia mapéa avdpwv TV wpa Tov 08evOVV TPOG
v kabnpepviy epyaoia Tovg, TV emimovn PromdAn tng nuépac. Idaitepo
evLaQPEPOV TAPOLGIALEL O TPOTIOG [IE TOV OTIOIO O XAPAKTIG OPYAVWVEL
T ovvleon e appovia kat évay pupd, o omoiog yivetat alodnTog amod
TOV TPOTIO TIOL OL OYKOL TWV CWUATWY TAPATACTOVTAL Kt akoAovBovv
OHOLOLLOP QT KIVNOT), TOPATEUTOVTOG OTTIKA KAl 0TIV EIKOVOYpa@io TwV
TAPACTACEWV TNG EAANVIKIG Ay YELOypagiag.

Me 1 Bepratoloyia TOV Vo EMKEVIPDVETAL 08 OKNVEG EPYATIAG OTNV
vnadpo 1 oty TOAN, e1dika katd T dtapketa TG Sexaetiag Tov 1930,

o ANéEavdpog Kopoyavvaxng aftomotei tnv texvikn g Evhoypagiag

rugged expressionist linework and the starkness of expression evoke the
hardships of fishermen. In her woodcut Threshing floor (1938; fig. 62),
Eleni Konstantinidi draws inspiration from agricultural life to depict a
genre scene. The bold deep cuts produce a dynamic and vigorous effect

in shaping the horses and the human figure, while at the same time
preserving a sense of movement and flow, as suggested by the stalks of
wheat and the rhythmic tread of the horses.

Fishermen (1958; fig. 63) is an example of the output produced by Tassos
(Alevizos) after he turned his hand to colour woodcuts. This work depicts
a group of men on their way to another hard day’s work. Particularly
worth noting are the harmony and rhythm of the arrangement, palpable
from the manner in which the volumes of the bodies are aligned and
move along together, reproducing a pattern encountered in ancient Greek
vase painting.

Eik. 63. Taooos A. (AAeBilos), Wapdbes (ins Alyivas), 1958.

Fig. 63. Tassos A. (Alevizos), Fishermen (of Aegina), 1958.
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Eik. 64. Adé€avbpos Kopoyiavvakns, ©£pos, 1937.

Fig. 64. Alexandros Korogiannakis, Grain harvest, 1937.

Eik. 65. Afg€avbpos Kopoyiavvakns, Tpuyos, 1937.

Fig. 65. Alexandros Korogiannakis, Grape harvest, 1937.
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TPOXWPWVTAG OTASIAKA O€ EVaL TIPOTWTIKO EIKATTIKO 1OiwHa TOV
ovvopei pe ototeia Tov KuPiopot kat tov E§npectoviopon. Xe
Euhoypagieg Onwg To Opog (1937 k. 64), 0 Tpvyog (1937 ewk. 65), ta
Anuotikd Epya (1936 eik. 66), ot IINDatpes (1936- e1k. 67) T1g ouvBéaelg
xapaktnpilet n kivnon, pe Tt avBpwmiveg pop@ég va divovv tov puOuo.
Tnv idta oTryun, n évraon g epyaociog — apPAvupévn oe oxéon pe

Ta pata ¢pya Tov Kopoylavvakn otic apxég g idtag dekaetiag

7oV eKPPALoVV KotvwVikn StapapTupia — SlaTLTIWVETAL TOCO AT TIG
e€mpeotovioTikég xapakelg 600 Kkat amd TG KAUTVADTELG TWV OYKWY
7oL Sivouy véa SuVapK, oTIPAPOTNTA KAl LVIHELAKT| VTTOCTACT) OTA
avOpamiva owparta.

[Tepvawvtag oe NOOYpaQIKEG OKNVEG iag OLEPELYITIKNG KATAYPAPHS
NG KabnpepvoTNTAG KAt AmOTOIWONG AVTICTOLKWY AVAUVHTEWY, TO
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Eik. 66. Af£Eavbpos Kopoylavvakns, Anpotikd €pya, 1936.
Fig. 66. Alexandros Korogiannakis, Street works, 1936.

Eik. 67. AQé€avdpos Kopoylavvakns, [Avotpes, 1936.
Fig. 67. Alexandros Korogiannakis, Women washing, 1936.

With his themes mainly centred around scenes of labouring people

in rural or urban contexts, especially during the 1930s, Alexandros
Korogiannakis makes the most of the woodcut technique, gradually
developing a visual idiom that converses with elements of Cubism and
Expressionism. In his woodcuts Grain Harvest (1937; fig. 64), Grape
harvest (1937; fig. 65), Street works (1936; fig. 66) or Women washing
(1936; fig. 67), the compositions are characterised by movement, with the
human figures setting the pace. At the same time, the arduousness

of human labour - less accentuated than in Korogiannakis's earlier

evllagepov kevTpilet To povadiko Bépa evog kepkupaikol epyactnpiov
AYLOYPAPIag TTOV avamapdyet 0Tny o§uypagio Tov Ayioypdpos
epyaouevos (1914-20- eik. 69) o Mdprog X. ZaPir(idvoc. H mpooéyyton
ToL akoAovOel pealloTIKEG TATELS, OTOV TPOTIO |LE TOV OTIOI0 TO
E0WTEPIKO TOV XWPOL Kol TaL aVTIKeipeva TNG epyaciag amodidovrat

pe adpég Aemtopépeteq. [TapaAnAa, Sev Aeimet n) atpoo@aiptkdTTa

IOV ATTOTIVEOLV OL eVOAAYEG PWTOG KAl OKLAG OTOVG XWPOLG TOV
EPYAOTNPIOV, AANG Kat 1] aMOTUTIWOT TWV AaONUATWY TNG AQosiwong
Kol TG TIPOOHAWONG — SMULOVPYIKNG Yo TOV aytoypa@o kat evAafika
Opnokevtikig ya ) yovaika — 0T (@ypagiki eKTEAEOT TNG EKOVAG TOV
Evayyehiopov.

Mia oxnvn g kaOnuepvotnTag Tov Aytov Opovg, e évtova
TIVEVHATIKO XapaKTHpa, peTagépet o [TodvkAettog Péykog otny
Evloypagia Au Réfectoire - Mont Athos (Ztnv Tpame(a — Ayiov

Opog) (1934- ek. 68). Amodidetan 1 KOpLPT) TOL TPATELLOV pe TOVG
HOVaXOVG Katd TNV dpa Tov yevpatog.* To £pyo, mov opyavavetat

LE YEWHETPIKOTNTA WG TIPOG T 0VVOEDT] TOV, SivovTag EVKPIVMG TV
aiobnon tov BdBovug, Stakpivetat emiong yla Ty évtovn xapaér tov wg
TPOG TaL EEWTEPIKA TIEPLYPAPUATA KAL T YEVIKOTEPT] YPALUKT addoon
TV XAPAKTNPLOTIKOV TV HOPP@Y, 1] omoia tpoadidet e§mpeotovioTikd
TOVO 0TIV EKQPACT] TOV ECWTEPLKOD KOTLOV TOVG KAl OTNV aoaiwot)
TOVG OTO yeDaL

O Ayyelog OeodwpomovAog mapovatdlet otnv Euloypagia oe dpbio
E0No Xwpratiooa (1936- ewk. 70) éva épyo pe daitepn evatoOnoia kat
Texvikn emde§loTNTA, IOV TElvel va TAnotdoet Tn (wypagikn anddoon wg
npog TN Aemtopepetakn TG ypaer. To mpoowmo g xwplatomovAag,”

HeAayxOAKO Kat amooTACLOTOMUEVO artd Tov Oeatr), eviunwotdlel pe

Eik. 68. MoAukAertos Péykos, Stnv Tpdrela - Ayiov Opos, 1934.

Fig. 68. Polykleitos Regkos, In the refectory — Mount Athos, 1934.

Eik. 69. Mapkos ZaBitQiavos, Ayioypdpos spyalouevos, 1914-20.

Fig. 69. Markos Zavitzianos, Icon painter at work, 1914-20.

works from the same decade with their strong message of social
protest — is suggested by the expressionist linework and by the curvy
volumes that impart a dynamic, robust look and a monumental
quality to the human bodies.

Turning to genre scenes that explore and capture moments from
everyday life, the etching Icon painter at work (1914-20; fig. 69) by
Markos S. Zavitzianos offers a unique image of a Corfiot icon painter
in his studio. The artist follows naturalistic paths, with the interior and
the implements of the trade outlined in clear detail. At the same time,
however, he constructs an atmospheric picture through the alternation
of light and shade in the room and through an unmistakable feeling of
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Eik. 70. Ayyedos ©s0dwponounos, Xwpidriooa, 1936.

llage woman, 1936.

Fig. 70. Angelos Theodoropoulos, Vi

Eik. 71. Nwpyos BapAdapos, Kuvnyor oto doos, 1960.

Fig. 71. Giorgos Varlamos, Hunters in the forest, 1960.
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Eik. 72. Avva Kivduvn-Mapoudn, Mnipdins, 1954-56.

Fig. 72. Anna Kindyni-Maroudi, Maternity, 1954-56.

TNV TPOCEYHEVT XApa&l] TOV, TNV LGOTIUN TPOTEYYLOT| TOV GUVOAOL

TV oToteiwy Tov O€patog kat TV MAACTIKOTNTA 0TV anddoon Twv
oykwv. Eexwpifouv ot Aemtég Stagpopomoumoeig kou StaPabuioelg Twv
PWTOOKLATEWY, TTOL Xapifovy opadés evalayég otny anoddoon twvy
AETTOLEPELWY TNG PUOLOYVWLIAG Kot TTPOGIOOVY £vay YEVIKOTEPO TOVO
npepiag oto épyo.

v Euhoypagia Kvvnyoi oo déoog (1960- eik. 71) tov Tiwpyov
BapAdapov anodidetan n nboypagikry oknvi| TG evaoxoAnong opadag
avdpwv e To KLV yL, AANd Kat 1) OKVOYPAPLKT| TTPOGEYYLOT] TOL SAGIKOV
TOTIIOV, TTOV PapTLPEL TO EVELAPEPOV TOL {WYPAPOU Yia TN VOT|. QG TTPOG
™V Mpaypdatevon tov Bépatog, 6to onoio amodidetal n wpa avamavag
TV KLVYWV Kot OVUYKEVTpwonG TG Aelag, Eexwpilel n emdégia, oxedov
(UKPOYPAPLKT), ATOSOOT) TWV AEMTOUEPELDY TOV YUTIKOV KOGHOU, IOV
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commitment — on behalf of the man, to his creative task; on behalf

of the woman, to pious veneration — as the icon of the Annunciation
takes shape.

A scene from everyday life in the monastic community of Mount Athos
is reproduced by Polykleitos Regkos in his woodcut In the refectory -
Mount Athos (1934; fig. 68). In an intensely spiritual manner, the print
depicts the table at which monks are sharing a common meal.*® The
geometric composition creates a clear sense of depth, while the sharp
contours and an overall linearity in the rendering of facial features add
an expressionist tone that brings out the monks’ inner world and pious
attendance of the ritual.

With his wood engraving entitled Village woman (1936; fig. 70),
Angelos Theodoropoulos creates a very sensitive portrait in an
outstanding technique and almost painterly detail. The face of the village
girl,* melancholic and detached from the viewer, impresses with its
meticulous linework, even-handed treatment of all the elements of the
subject and plasticity of volumes. The subtle tonal gradations of light and

Eik. 73. Ndpyos BeAiooapibns, Mpwivé, 1938.

Fig. 73. Giorgos Velissaridis, Breakfast, 1938.
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Eik. 74. AR£€avbpos Kopoylavvakns, Aviikeiueva, 1960.

Eik. 74. Alexandros Korogiannakis, Objects, 1960.

¢pxetat oe avtifeorn pe TNV Mo apatpeTikn Slatdnwon Twv popeav. O
avOpOTIVOG TapAyOVTaG EVIAGOETAL APUOVIKA GTO TOTIO, KUPIWG HECW
TNG KOLVIG TOVIKOTNTAG IOV akoAovBeitat otn xdpagn tov épyou, evw
0TO OVVONO TOL TO €pyo TpoKalei To evStagépov xdpn otn deflotexvik
TEPLYPAPIKOTNTA TOV.

To B¢pa ¢ pntpoTNTag — Mow Xapaktnpilet To épyo ¢ Avvag Kivdovn-
Moapovdr| - tapovaotdletat otn ypapukn oduypagia Mntpdtys (1954-
56- £1K. 72), € £val XAPAKTNPLOTIKO CTLYULOTLTIO 0TO 0oTtoio amodidetat

1 TPLPEPOTNTA KAt 1] APOGiWAT) TOL &0l peTadd pntépag kat

TSV, AQAUPETIKT) WG TIPOG TNV TEXVOTPOTIKN TIPOGEYYLOT TNG, AT OF
oxedlaopo kat ovvOeon, 1) TapaoTaot Tapovotalel xpwpaTiki TOKVWOT
OTO OTUEI0 TOV EVAYKAALGUOV TNG YUVAIKAG HE TO PPpEPOG, OTIOL Ko
EKTUAOOETAL [LE EVTOVI CLVALCONUATIKOTNTA 1] OKNVI| TOL OnAaopov, evw
Ta vtoAoua Tadtd TAAUGLOVOLV TO KeVTpLKo Dépa pe evhaPikd Tpomo.
Metagépovtag Tov Oeatr) oTov eowTeptkd Xwpo, o liwpyog BeAtooapidng
napadidet pia HeAETN TWV AVTIKEUEVOVY KAl TV OYKWY TOVG OTNY
Euhoypagia Ipwivo (1938- elk. 73). ZuppeTpikr opyavwaon otn ovvBeon
Kot KAUTOAEG QOppeg Xapaktnpilovy To £pyo, 0TO 000 TaL avTIKEipEVa
QaiveTaL v avVTIHETWTICOVTAL OTITIKA Kat OPHANIOTIKA WG éVat EVIALO
ovvolo, o1ov Eexwpilovv ot capws SnAwpEvot OyKoL Kat TO OTOLXEO Hiag
apvdprg KIVTIKOTTAG.

Avtiotoiya, g pio mapopota Bepotikr Tpoceyyton, o AAéEavdpog
Kopoytavvdakng mpoxwpd pe tn xoahkoypagia Avrikeipeva (1960- eix. 74)
oTnY anddoon Tov ewTEPIKOL TEPIBAAAOVTOG KAl TWV AVTIKEILEVWY

te ouvOeTIKN YewUETPIKOTNTA, OeiyvovTag eVOLAPEPOV KAt yLal TIG
ava{ntnoelg g KuPLoTIKNG YAWooag.

Télog, iaitepa LTTOPANTIKY KAL ATHOCPALPIKT| TTAPOVOLATETAL 1] YPAUULIKT
o&uypagia tov wtn Maotiyddn Hapdbupo (1959- eik. 75), otny onoia
ATOTUTIAVETAL TO EGWTEPLKO EVOG SWHATIOV [ OPLOUEVA AVTIKEIUEVA
Tov. H 6y tov gwtetvod mapabvpov kat 1 kevy kapékha dnuovpyovv
aioBnon avapovig otov Beatn, o omoiog kakeitaw va ene§epyaotel
OTITIKA TOV XWpO, eV KatakAv{etat amd To ovvaicOnpa o evéexopevng
pehayxoAiag 1} kat amopdvwone. Ot mukvég xapdagels kat ot evalayég
KateLBOVoEWV TV ypappdv Sivovy Ty evivnwon {wypagikng
anddoong, v idta oTiypr} ov To ewg Stadpaptatilet Tov kupiapxo poAo
ot Slapdpewaon TG OKNVIG.

shade gently sculpt the details of the visage and infuse a sense of calm
into the entire image.

The woodcut Hunters in the forest (1960; fig. 71) by Giorgos Varlamos is
at first glance a genre scene with a party of hunters captured at a moment
of rest, taking stock of the game; at the same time, and perhaps more
importantly, it is a forest landscape, attesting to the artist’s love of nature
but designed like a theatrical set. The astute, miniature-like detail in the
description of vegetation is in contrast with the more abstract rendering
of the human figures. Human presence blends harmoniously into the
landscape, with which it shares the same tonality. Overall, the work can
be appreciated for its skilful descriptiveness.

One of Anna Kindyni-Maroudi’s favourite themes, motherhood, features
in her eau-forte entitled Maternity (1954-56; fig. 72). The print captures
a characteristic moment of motherly tenderness and aftection. Using an
abstractive technique, with a sparing linework and lean composition, the
image becomes denser in the pair mother-infant, leading the viewer’s
eye to an emotionally fraught breastfeeding scene, flanked by her other
children, onlooking in awe.

Bringing us to an indoor space, Giorgos Velissaridis offers a study

of objects and volumes in his Breakfast (1938; fig. 73). A symmetric
composition and round forms are the dominant features of this print;
the objects appear to have been chosen for their visual and formalistic
qualities and are treated as parts of a whole, in which the clear-cut
volumes and a hint of mobility stand out. In a similar thematic vein,
Alexandros Korogiannakis, in his copper etching Objects (1960; fig. 74),
opts for strict geometricality in both the objects themselves and the
background interior, while at the same time exhibiting an interest in the
quests of the cubist language.

Lastly, the eau-forte etching Window (1959; fig. 75) by Fotis Mastichiadis
is a highly evocative and atmospheric image of an interior with some of
its furnishings. The day-lit window and the empty chair create a sense of
anticipation in the viewer, who, possibly flooded by a feeling of sadness or
solitude, is invited to visually explore the space. The dense cross-etchings
give the impression of a painting, while the light plays a dominant role in
the modelling of the scene.
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Eik. 75. ®wtns Maocuxiadns, Mapdbupo, 1959.

Fig. 75. Fotis Mastichiadis, Window, 1959.
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To tonfo ws onpaivwy 00nyos atn veoeAdnvikh téxvn
The landscape as a significant quide to modern Greek art

To tomio amotehei otabepr) Ty éumvevong, onpeio avapopag kat
agetnpia mepapatiop@v otn veoehnvikn téxvn. H e&éhén g
toroypagiog otnv EAada Sev ovpPadilet pe exeivn ot Avon 1) omoia,
«OMOOTIOHEVT) (G ATOVOHO (wypa@iko eidog, yvwpilet e€atpetikr
avOnon apxika kata Ty enoxn Tov Mmapok tov 170 awwva Kat
apyoTepa, e Ta ToTia Twv AYYAwV TOTOYPAPWY, TWV PEAAOTOV Kt
Tv vtadplotdv TG XxoAig T Barbizon tov 190v atwva, kabwg kat
TWV «KAVOTOHWV» WTTpectoviotwy. H eNAnvikr Tomoypagio kataypdeet
TN QUOT — HETAaYEVETTEPA Kal TNV TIOAN — Kot akoAovBel Tov dikd Tng
Pruatiopod and ta péca Tov 190v atwva, TapdAnAa pe Ty anapxn Tng
KOOWKNG {wypa@ikng Tov veoeAAnvikod kpdtovs.*® Zta mpwrta épya tng
eAAVIKNG ToToypagiag TpoopeTpwvTal, PéPata, Kat ekeiva KAANTEXVWY
TIOV LN PETNOAV TO €i80G TNG EPELTOYPAPIAG KAl TG LOTOPIKNG
Tomoypagiag tov 190 aiwva, 0nwg Twv BikévTiov kat Zté@avov
Advtoa, kaBwg kat Tov Ayyelov [aAAwvd,* ot omoiot cuvédeoay Ta
ToTia e apxaio epeimia, anodidovtag Tovg ISEaMOTIKA XAPAKTNPLOTIKA
Tov TapeABOVTOG Kat TPOPAivOVTAG O [iLa POUAVTIK AVAYVWOT| TG
oDYXPOVNG TOVG TIPAYUATIKOTTOAG.

The landscape has been a constant source of inspiration, a point of
reference and launch pad for experimentation in modern Greek art.
Landscape painting did not evolve in Greece as it did in the West, where
it became a distinct genre that flourished initially during the 17th-
century Baroque era and later with British landscape painting, the realists
and the 19th-century plein-airists of the Barbizon School, as well as the
“innovative” impressionists. Greek landscape painting captures nature

- and, later on, the city — and follows its own pace from the mid-19th
century onwards, concurrently with the beginning of secular paintings in
the modern Greek State.* Amongst the first Greek landscape paintings
figure the works of artists who served the ruin and historical landscape
genres in the 19th century, such as Vicenzo and Stefanos Lanza or
Angelos Giallinas.* These artists combined the landscapes with ancient
ruins, imbuing them with an idealistic view of the past and offering a
romantic reading of their contemporary reality.
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H téxvn tns Banaoooypagias

Katd ta péoa tov 190v awwva, pia axopn karnyopia tomoypagiag
Eexwpilet oty eAAnvixn (wypagukr, kat eivat avtr g Balaccoypagiag.
Q¢ mpog v anekovion tov Bakaootvod tomiov, ot EAAnveg
KOAMTEYVEG £X0VV APXIKA WG TTPOTLTIO THV EVPWTIAIKT TTAPASOOT)

¢ Bakaccoypagiog, £Tot OnwG €xet Stapopewbel pEGa oTOV aLwva
eKEVOV,*® GUVTOUA OpWE 1) TPOCANYT TG ATHOOPALPAG TNG EAANVIKNG
Odlaooag kat 1) ekACTIKY Kataypagn TV peTAPANTWY oToLelwY

NG, ov e§apTdvTaL amd Tig oLVONKeS Kal TIG SLAPOPOTIO|TELS TOVG,
avantvooovtat pe Wtaitepn defloteyvia kat emdéxovron Stapopetikég
gpunveieg and tovg idtovg. H Bdhaocoa kat To peyaleio tng gvong,

TO TAPAKTLO TOTTO Kat 1 avOpwmivn mapovoia kat SpactnptotnTa,

oL amelkovioelg Tng Oalacoag oe GUVIEDT e LOTOPIKE YeEyovoTa Kot
TIONEUIKEG OKIVEG, 1] (wr) TNG EAANVIKNG vawToavvng, aAld kat 1) {wr) Twv
yapadwy, arotelody Tig mokileg Oepatikég mTuxég Tng Bakacocoypagiag
Kat emPefatwvovy T Suvaplki) TOL LYPOL OTOLXEIOV WG TTOAVTAEVPQ
evdlagepovTog epebiopnatog yia Toug KaAAITéx veg.

Mia oepd épywv ikavav Balacooypagwv ot ZvAhoyr g Tpamelag
¢ EANGdog avadetkviet akptBag tn onpacio TG anetkdviong tov
Balaoovov tomtiov ot (wypagikn Tov 190v awwva. To Kaiki rou
atpuomAoio (1880-84- ewx. 76) kau n Bapxa pe kovmid (mep. 1885-1900-
elk. 77) tov Entaviolov Awpihiov Ilpocaévtn @épovv v emidpaocn tng
yahhwng Bakacooypagiag oto £pyo Tov, kabwg o idtog €xel omovddoet
otnv EAada kat ) Tadhia. Xto pato €pyo dbo okden anekovifovta
TN oTyur pag katayidag otn Bdlacoa, éxovtag polig amogvyel mbavn
ovykpovor). O ITpocalévtng emevOvel 6TV EVTAoN TNG OKNVNG, He

TNV ATLOCPALPA VO SLALOPPWVETAL PEGD ATTO TA TKOTELVA XPWUATA

KO TO HOVVTO @wG. Avtifeta, otny vdatoypagio Bapka pe kovmd n
npepia tov Oalacovod tomiov emtpénet TV avadel&n evog Bépartog

{e TOTOYPaPIKO Kat n0oypagiko eviiapépov, To omoio mpoPfdaret tnv
KepKLpaikn kataywyr tov {wypdgov. Tooo n Papka 600 Kat Ot HOPPES
neptypdgovtan pe akpiPeta kat torobetovvtat {wypagikd péoa on
YaArvia @pa TG AVATOANG, EVD TO AxVO GG Kal T amahd Kat Yyoxpd
XPWHOTA IOV KuptapXoby otn 6vvheon mpoadiopilovy Ty atpocpatpa
TOV TrivaKa.

Me 016)0 va vinpeTioel To €id0g TNG LOTOPLKNG TOTIOYPAPIAG, O
loavvng IMovAakag Snpovpyei Tnv avarnapaotaon e Navgayiog

¢ Itéag, 18277 (1890-1900- ewk. 79). Ikavotnta w¢ mpog T ovvheon

Eik. 76. Awgifios Npooanévns, Kaiki kar atuénioio, 1880-84.

Fig. 76. Emilios Prossalentis, Caique and steamer, 1880-84.

Seascape art

Around the mid-19th century emerged another type of landscape art:
seascape painting. In treating marine landscapes, Greek artists initially
built on the seascape tradition that had, by then, evolved in Western
Europe.”® Soon, however, the atmosphere of the Greek sea and its volatile
nature with its changing conditions provided the scope for a particular
craftsmanship and different interpretations. The sea, the magnificence

of nature, the coastal landscape with human presence and activity,
depictions of the sea associated with historical events and war scenes,
the life of Greek seamen and fishermen make up the various thematic
aspects of marine painting and confirm the potential of the liquid
element as a multifaceted stimulus for artists.

A number of works by gifted marine painters in the Bank of Greece
Collection highlight the importance of the seascape in 19th-century
painting. Caique and steamer (1880-84; fig. 76) and Rowboat (c. 1885-
1900; fig. 77) by Corfiot-born Emilios Prossalentis bear the influence of
French marine painting, to which the artist had been exposed during his
studies in France. The former depicts two vessels in a storm at sea, having
avoided a near collision. Prossalentis invests in the tension of the scene,
with the atmosphere emerging from the dark colours and the hazy light.
In contrast, in the Rowboat watercolour, the calmness of the seascape
offers ground for the highlighting of topographical and cultural aspects
alluding to the painter’s native island. Both the boat and the figures

are described in accurate detail at the peaceful time of daybreak, while
the faint light and the soft cold colours dominating the composition
determine the atmosphere.

Committed to the genre of historical landscape painting, loannis
Poulakas creates a representation of The naval battle of Itea, 1827
(1890-1900; fig. 79). With compositional skill and astute detail, the
painter takes on the double challenge of rendering the atmosphere and
narrating a warfare event at sea. With visible influences from similar
naval battle scenes of marine painter Konstantinos Volanakis, Poulakas
moves in the same spirit, combining conventional motifs, used for

the sake of descriptiveness, with elements of a more recent painterly
approach in rendering the atmosphere.

The same period boasts two leading marine painters: loannis Altamouras
and Konstantinos Volanakis. The former with studies at the Royal
Academy of Fine Arts in Copenhagen and clear impressionist influences,
the latter with studies at the Academy of Munich and a greater adherence
to the Academy’s ideals with regard to seascapes, these two painters
showed the way forward for the potential of this genre and gave excellent
representations of seascapes. The range of their marine themes, different
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Eik. 77. Awpifios Npooafévtns, Bdpka ue kounid, nep. 1885-1900.

Fig. 77. Emilios Prossalentis, Rowboat, c. 1885-1900.

Eik. 78. lwavvns Adtapolpas, E&w and to Aiudvi, 1874.

Fig. 78. loannis Altamouras, Off the harbour, 1874.
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Eik. 79. lwavvns MoUAakas, H vauuaxia tns Itéas, 1827, 1890-1900.

Fig. 79. loannis Poulakas, The naval battle of Iteq, 1827, 1890-1900.




Ko SEVOTNTA WG TTPOG TOV OXESIATUO AETTOUEPELDV TWV AVTIKEILEVOV
xapaktnpifovv Tov {wypago, o omoiog kakeitat va anodwaet 1660 TNV
atpdoatpa 600 kot TNV eEEMEN TV YEYOVOTWV TNG VAVTIKIG TONEQIKNG
oknNVNG. Me ep@aveig Tig emppoég Tov and avtioToryeg oknvég vavpayiog
Tov alacooypagpov Kwvotavtivov Bohavdkn, o [Tovhakag kiveitat
070 810 Tvevpa ovVTapLalovtag Tapadootakovg TOTOVE YL TV
QTTAUTOVEVT TIEPLYPAPIKOTITA HE TTOL el piag veodTepnG {wypapikng
aiocOnong, 6oov agopd Ty anddoon NG ATLOTPALPAG TOV EPYOU.

Ztnv idta emoxn avikovy SVo kopu@aiot KAAAITEXVEG WG TIPOG

v npaypdatevon g 0alacoag, o Iwavvng Aktapovpag kat o
Kwvotavtivog Boavakng. Me omovdég ot Baothikn Akadnpia Kahwv
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Eik. 80. lwavvns AdtapoUpas, Sadaccoypagia, 1874.

Fig. 80. loannis Altamouras, Seascape, 1874.

for each, extends from tranquil seascapes to glorious historical moments
from naval conflicts of the still fairly recent Greek War of Independence,
always from the perspective of a European painterly approach.

Several paintings by the two artists in the Bank of Greece Collection
attest to their mastery and justify their prominent place in the history of
modern Greek art. The unique painterly idiom of Ioannis Altamouras in
rendering the open sea is apparent in Off the harbour (1874; fig. 78) and

Texvav g Komeyydyng kat ca@eic LHTPEGLOVIOTIKEG ETILPPOEG O TTPWTOG,
pabntrg e Akadnpuiag Tov Movayov pe peyavtepn mpooiAwon

ota 1dewdn g 6oov agopd ta Bakaoaotva tomia o devTepog, oL dvo
{wypagot vriédeiEav Tov Spopo yua 1§ idiaitepeg SuvatodTnTEG TOL

eidovg kau anédwoav efatpetikég napaoctaoels Oakacovwy tomiwv. To
Oalaooto OepatoddyLo Tovg, StagopeTiko katd mepinTwaon, mepthapBave
a6 ovvBéoelg yaviwv Balacooypaguov éwg £vogeg LoTopikég
OTIYHEG VAVTIKDY CUYKPOVOEWY ATIO TOV XPOVIKA KOVTLVO TOVG aydva
¢ Enavdotaong, mavtote vitd to mpiopa piag {wypa@ukng evpwtoikg
katevBuvong.

Ztn ZvAhoyn g Tpdmeog tng EANGS0G pa oetpd mivakwv twv §bo
KOATEX VWY TEKUNPLDVEL T SEELOTEXVIKT| TTOLOTITA TOV £pYOV TOVG Kol
voypapiel tn onuaivovoa B¢om Tovg 0TV WOTOpPia TNG VEOEANVIKTG
téxvn6. To povadikod {wypagikd Wiwpa tov Iwavvn Aktapodpa wg
Tpog TNV anddoon tng avotktrs Odlacoag Stagaivetal ota épya

Eéw andé to Mpévi (1874- eix. 78) kat Oadagooypagio (1874 eik. 80).

Seascape (1874; fig. 80). Small-sized, but exceptional in technical skill,
these works show the artist’s intent to bring the liquid element to the
fore, relying on the opacity or transparency of colour. Discernible in both
seascapes is the manner in which the painter gives equal weight to the
expanses of the sea and sky, sometimes blurring the line of the horizon
between them. The alternating strokes of colour give mobility and reflect
the different times of day, while crucial in both works is the handling of
light: it defines the different atmosphere in each case, suggesting a hazy,
humid day in the former and a brighter impression in the latter. Both
seascapes demonstrate the painter’s versatility in conveying an ever-
changing lyrical mood.

Eik. 81. lwavvns Adtapoupas, lotiopdpa, 1874.

Fig. 81. loannis Altamouras, Sailing ships, 1874.




Mikpwv Staotaoewy, oala eatpetikav texvikwv deflotitwy, Ta épya
avtd deixvovv v mpdBeon Tov AXtapovpa va @épeL 0TO TPOOKIVIO
TNG EIKOVOYPAPIAg TOV TO LYPO GTOLYELD, ETMUKELPDVTAG TNV TIPOTEYYIOT
TOV [ECQ ATTO TNV TVKVOTNTA 1] TN Sladyela TG XPWHATIKAG VANG. ZTig
dvo avtég Balaocoypagieg yiveTar avTIANTTOG 0 TPOTOG (LE TOV OTIOIO
o {wypagog Aappavet vtoyn e Ty idta Papvtnta TO TOTO TOGO TNG
0dlacoag 600 KaL Tov ovpavod, BoAwVOVTAG EVIOTE TN YPALHT TOV
opilovta mov ta Staywpilet. Ot evaAlAacoopeve veNég XpwHATOG
Tpoadidouy KIVNTIKOTNTA KAt avTAvVAKAOUV TIG SLAPOPETIKEG XPOVIKEG
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Eik. 82. lwavvns Adtapoupas, KapdBia, 1874.

Fig. 82. loannis Altamouras, Ships, 1874.

In Sailing ships (1874; fig. 81), Altamouras offers the study of two ships
docked at port. Special emphasis is given to the shaping of the volumes
and surfaces of the harbour buildings and of the sails, formed through
a “free” handling of colour and, secondarily, through the guidance of

the drawing. Boats on the beach (1872-74; fig. 83) echoes the teachings

OTLYHEG, VW LaiTePT) OTHLACia AmOKTA 1) Stayeiplon Tov QTG ot kabe
€pyo: eivat To 0ToLxelo mov aANAleL TV ATHOCPALPA KATA TIEPITTWOT),
KATAYPAQOVTAG pia (OLVTH Kat LYpr aioBnon g uépag 6To TpwTo
€PYO0 Kol TN QTEVOTEPT eVTUTIWOT TNG 0To debTepo. Kat ota dvo tomia
avadetkvoetat 1) eveliéia TG TeX VKNG ToL (WYpAPoL WG TTPOG TNV
Ekpaon piag Stapkig petaBariopevng Avptkng dtabeong.

Zta Iotiopopa (1874 ek. 81), 0 AXtapodpag mpoxwpd oTn HekéTn

dvo aykvpoPolnuévav mhoiwy oe Apavt- dtaitepn épgaon divetal

0T SLPOPPWOT) TWV OYKWV KAl TWV EMPAVELDY TWV KTNPIWV TOV
Apaviov, aAAd Kat TV Taviwy Tov TAoiov Tov oxnuatifovrot péoa

amo Ty «ehevbepn» Slayeiplon Tov XpwHATOG Kat, o€ deVTEPO XPOVO,
péoa amod v kabodrynon e ypappng tov oxediov. Ot Bdpkeg

oty appovdit (1872-74- ei. 83) exméumovy ta didaypata kot T
ATHOCPALPA TWV XPWHATWY TG POpeLag evpwmaikng {wypagikng péoa
otnv omoia yahovxrOnke o AAtapovpag otn Aavia. To épnuo anod
avOpvn Tapovsia TapdKTLo TOTOo Kat 0 Bapig and ovvvepa ovpavog
TPOUNVOOLY TNV éAevon Katatyidag Kat EMTPETOVY GTO OTOLXELO TNG
@UONG va kuplapyet 0tov {wypauko mivaika. ¢ eAAXLOTEG PWTELVEG
avalapmég 0To €pyo epgavilovtat ot Aevkég anodOoelg TwV KUHATWY

70V, 0 TAPAAANALOUO pe Ta 6OVVEPA, SnAdvovy T {wvtavia kat TV

and the colour atmosphere of Northern European painting to which
Altamouras had been exposed in Denmark. The coastal landscape,

void of human presence, and the heavy clouds signal the coming of a
storm and allow the elements to dominate the composition. The few
bright strokes in the work are the white crests of the breaking waves,
which, in parallel with the clouds, indicate the vitality and mobility of
the sea. Finally, the seascape Ships (1874; fig. 82) reveals the intention

of Altamouras to create a bravura image with obvious impressionist
influences: the transitional hour of the day dictates the colour scheme,
with the reddish colour dominating the sky and mirrored by the tranquil
sea. Bold, visible brushstrokes give movement not only to the sky and sea,
but also to the thick line of the horizon which is defined solely in colour,
without other drawing details. The atmosphere is lyrical, exuding a
peacefulness and windless calm befitting of this time of day. Discernible
here too, as in the other works by Altamouras in the Collection, is

the uniqueness of this painter who, without restricting himself to the

Eik. 83. Iwavvns AAtapoupas, Bdpkes otnv auuoudid, 1872-74.

Fig. 83. loannis Altamouras, Boats on the beach, 1872-74.




Eik. 84. Kwvotavtivos Bodavakns, H anoBiBaon tou Kapaiokdkn oto OdAnpo, 1895.

Fig. 84. Konstantinos Volanakis, The landing of Karaiskakis at Faliro, 1895.
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KwnTkotnta g Odlacoag. Xt Oalaccoypagio Kapafia (1874

elk. 82), Téhog, amokalvntetat nj tpobeon tov Aktapovpa va
Stapopewaoet deglotexvikd To OEpa TOV (Le EPPAVELS UTIPEGLOVIOTIKEG
EMPPOEG: 1) HETAPATIKY WP THG NUEPAG KVPLAPXEL XPWHATIKA OTO

€PYO0, e TO KOKKIVWTIO Xp@Ha va emPAANeTaL GTOV OVPAVO Kat va
avtavakAdtat otov vdatvo kabpé@tn. Evtoveg Stakpitég mveliég
divouv v kivion oxt povo aTov ovpavo kat T Bdkacoa, ala kat
OTNV TVKVT YpapL) Tov opifovTa Tov Slaypagetat HOVO XPWUATIKA,
diywg aAAeg oxediaotikég Aemtopépetes. H atpoopatpa tov épyov eiva
AVPIKT), EKTTEUTTOVTAG TN YAANVI Kat TN vipvepia ov Tatptalovy oTn
OVYKEKPLHEVT) OTLYHN TG NEépag. Kat edw, dmwg kat ota vtodotma épya
Tov Iwdvvn Aktapovpa mov avijkovy o ZvANoyT, avadelkvoetat i
HoVadKOTNTA AVTOD TOL {WYPAPOL TTOV eV TAPEUELVE TUOTOG HOVO

ota didaypata Tng OMavdikng ZxoAng 1 TG ZxoAng ¢ Aaviag ot
{wYpa@IKr| TOV, TP EVOWUATWOE GTO £PYO TOV ETUPPOLG KAL TNG
ayyAng kot tTng yahAikng tomoypagiag,® divovtag Suvaptkn wdnon
otnv e&EAEN Tov 1BLWPATOG TOV, AANA KAt TOV YEVIKOTEPOL €iGOVG TNG
eAnvikng Balacooypagiag.

Evvéa épya GuaTAVOLV TO «Oda» TNG ZVANOYNG TTOL eivatl apLepwiévo
ot {wypagikr| Tov kopvpaiov EN\nva Bakaccoypagov Kwvotavtivov
BoAavakn. ITpokettat yio épya dANoTe 10TOpLKd, 08 0XE0M €ite pe To Oépua
eite pe 1 O€0m TOVG 0TI VEOEAANVIKT) TEXVI), KL AANOTE TIEPLOGOTEPO
aoBavtikd wg Tpog TG avalnTioeg oty anddoon Tov ToTiov Kat

v atpdo@atpa mov aronvéovy. O Bohavakng eivau évag evoekexng
peketntng s Odhacoag, Ty omoia pooeyyilet pe oefacpo otn gvon
Kot anapdphn onpacia ot Coypagkr texvikr. H pabnreia tov oty
Axadnpia tov Movdyov Stadpapatilet kaBoptotikd podo oty e&éhién
TOV £pYOV TOL TIPOG avTiy TV katebBuvon: o id1og, wg AemtoAdyog
napatnpNTiHG, oxNuatilet v eodva Tov Bakaocotvov tomiov pe fdon to
ELKOVOYPAPIKO DAIKO TIOV TIPOCEKTIKA GUANEYEL, EVW 1] APECOTNTA TWV
€PYWY TOL TIPOKVTITEL akPIBDG XA TNV eEAVTANTIKA EUMEPIOTATWHEV
enegepyacia Twv oxedaotikdv Aentopepetwv.” Gpovrifovtag kabe ¢pyo
Tov Vo TpoodlopileTal amd avTEG TIG KATAKTNOELS, 0 BoAavdkng mpoxwpd
Ko 071 SLEPELYNOT TNG ATHOTPALPAG TWV EPYWY TOV, KAT avaloyia
TWV XAPAKTNPLOTIKWY TOL 1Staitepov Bépatog kat Twv cuvOnkwv mov
emuyetpet va avadeifet, pe exppaotikd péoa t deonofovoa Béon tov
XPOHATOG Kat TIG OXETIKA PeldwAEG aAAayég oTny anddoon Tov QwTos.
Epnveopevog amnd v EN\nvikry Enavdotaon tov 1821, 0 Bohavdkng
@thoteyvei Tov mivaka H amofifacn Tov Kapaiokdkn oto PiAnpo
(1895 ewk. 84) ywa va e§lotoprioeL Ty é\evon, Tov Ampilio Tov 1827,
Twv ENijvov ayoviotov ot 0éon Tpeig [Tupyot (Patnpiko AéXta),
TPOKeLEVOL Va opyavwDel emiyeipnon vo v nyeoia tov Kapoaiokakn
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Eik. 85. Kwvotavtivos BoAavakns, Ta sykaivia tns Sicopuyas
tou loBuou tns KopivBou, 1893.

Fig. 85. Konstantinos Volanakis, The inauguration of the Corinth Canal, 1893.

teachings of the Dutch or the Danish school, also assimilated influences
from English and French landscape painting,** giving a dynamic impetus
to the development of his idiom, but also to Greek seascape painting

in general.

Konstantinos Volanakis — Greece’s leading marine painter — is
represented in the Collection with a total of nine works. While some

of them are readily classified as historical, on account of their theme or
place in modern Greek art, others are more lyrical, in terms of the artist’s
quests in rendering the landscape and the exuding atmosphere. An
astute observer of the sea, Volanakis approached it with great respect for
nature and minute attention to technique. His training at the Academy of
Munich was decisive in this regard: based on meticulous observation, he
reconstructs the image of the seascape from the visual material that he
has carefully collected, while the immediacy of his works arises precisely
from the thoroughly studied elaboration of drawing details.” Building
on this groundwork, Volanakis proceeds to explore the atmosphere of
each of his works, depending on the characteristics of the particular
subject and the conditions that he attempts to highlight, relying
predominantly on colour and with rather sparse differentiations in the
treatment of light.

Inspired by the Greek War of Independence, Volanakis painted The
landing of Karaiskakis at Faliro (1895; fig. 84) to recount the arrival in
April 1827 of Greek freedom fighters, led by Karaiskakis, at the Faliro
Delta, south of Athens, as part of an operation to break the Ottoman
siege of the Acropolis. The work combines the themes of coastal
landscape and sea bay with a depiction of the Acropolis at a distance,
hinting at the purpose of the fighters’ gathering. In this coastal landscape,
instilled with muted chromatic tones and evening light, Volanakis
focuses on the narrative of the scene, on recording the gradual arrival

of the boatloads of men and the anticipation of the next day. Small
individual descriptive scenes rival for the viewer’s attention, such as the
fighters preparing their campgrounds, the men on horseback or the men
disembarking from the rowboats. Meanwhile, the ships arriving in the
background underline the dynamic presence of the Greek fleet, with the
Greek flag visible on one ship evoking general national symbolism.*
The inauguration of the Corinth Canal’® (1893; fig. 85) portrays the
historic opening of the canal with considerable realism. The painting is

yta T Aon g mohopkiag Tng AxpomoAng. To épyo ovvdvalet Oepatikd

TO TOTIO TNG AKTHG Kat TOL OANATGLOV OPUOL e TNV ATTEKOVIOT| TNG
Axpomolng oto Babog, mov vtodnAwvet Tov AOyo TG OVYKEVTPWOTG
TWV AyWVIOTOV. Z& auTO TO TAPAKTLO TOTIO, TWV FPEUWY X PWUATIKWV
TOVWY KAt TOV AOYEVHATIVOV QWTOG, 0 Bohavakng eotialet to
evSLaQEPOV TOL BTNV AQIYNOT TNG OKNVIS, 0T0 va Snhwbolv i otadiaxm
agi&n tov MABoVG Twv avdpwv Kkat To cuvaichnua TG avapovrg

yla v eE€MEn Twv yeyovoTtwv Ty emopevn puépa. Mikpd emuépoug
TEPLYPAPLKA YEYOVOTA UTOPOVV Vo EAkDGOVY To PAéppa Tov Beatr), OTwg
1 TPOETOLHATIA TG KATATKIVWOTG TWV AyWVIGTWY, Ol EQUITOL AVPEG 1)
n amoPifaocn ano tig Papkeg. IapaAinha oto Babdog, pia oetpd mhoiwv
nov katagBdvouy voypappilet T Suvapkn Tapovoia Tov EANVIKOD
VAUTIKOD GTONOV, (e TV eAAnvikn onpaia va Stagaivetat o€ £va amo
aUTd WG oneio SHAwong evog yevikdTepov eBvikov cupBoliopod.™

marked by the vividness of the depicted scene — a battleship with King
George I and his family on board watching the gun salute of the fleet
passing the channel - as well as by its festive atmosphere. With the scope
of the composition deliberately expanded, making the canal’s narrow
passage clearly visible, the landscape is symmetrically outlined by the
volumes of the canal walls in a second plane, while the foreground is
dominated by the expanse of the sea. The painting conveys a sense of
movement and captures the importance of the occasion, with a pulsating
sensation created by the white puffs of smoke from the canon salutes,
the streaming flags, and even by the crowd on the quays. Although the
dark tone of the sea draws the viewer’s gaze to the first plane, the lighting
becomes progressively brighter, reinforcing the impression of a warm
radiant day.

Amongst the other paintings by Volanakis that exude a festive
atmosphere, while also highlighting traditional customs, are Flag-
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Me dtaitepo pealiopo xetpiCetat o kaATéxvng Ty anetkovion tov
LOTOPLKOV YeyovoTog TG Stdvoigng e Stwpuyag g KopivBov oo ¢pyo
Ta eykaiviee 06 S1wpvyog Tov IoBuov TnG KopivBov® (1893- ewk. 85).

O mivakag SlakpiveTal yia TV TapacTATIKOTITA THG OKIVIG IOV
anodidet — ewkovifetat ToAepuko mhoio pe Tov facihéa Tewpyto A’ kat T
OLKOYEVELL TOV 0TO KAVAAL LTIO TIG XAUPETIOTHPLEG POAEG TOV GTOAOL —
KaBdG Kat Yo TNy atoo@atpa mavnyvptkod xapaktrpa. Me Stevpupévo

Tov opifovta TG ohvOeonG £T0t WOTE va paivetan kabapd To avorypa

Tov 160100, TO TOTIO OpileTal CUUUETPIKA ATTO TOVG XEPTALOVG OYKOVG
oTo devTepo eninedo, evw 0To TPWTO TO LATIVO TTOLElO KLpLap)el. To
¢pyo xapaktnpiCetat amd tnv aichnon e kiviong kat Tng evTdTWong
OTLTIPOKEITAL YLaL [iat OTHAVTIKT OTLYH), HE TOV TTAAUO TTOL Sivouy Ta
Aevkd o0VVEQa TwV KAVOVIOBOAOUMDY, O KUUATIOUOG TWV OTHALDY,
QKOO KAL O TTUK VA OVYKEVTPWIEVOG KOOROG oty e&€dpa. [TapdTto
OKOTEVOG TOVOG TNG Balacoag ehkvetl To PAéupa

decked ships (1889-93; fig. 86) and The festival on Tinos (1890-95;

fig. 87). In the first painting, on a calm expanse of sea, ships await the
signal for a celebration to begin. The ships are portrayed with emphasis
on the rendering of the masts and the streaming flags and pennants,

Eik. 86. Kwvotavtivos BoAavakns, ZnuaiootéAiota ndoia, 1889-93.

Fig. 86. Konstantinos Volanakis, Flag-decked ships, 1889-93.

Eik. 87. Kwvotavtivos Bodavakns, To navnydpi tns Trivou, 1890-95.

Fig. 87. Konstantinos Volanakis, The festival on Tinos, 1890-95.

Eik. 88. Kwvotavtivos Bodavakns, Akt @adnpou, nep. 1885.

Fig. 88. Konstantinos Volanakis, Faliro seashore, c. 1885.




Tov Oeatr| 070 MPWTO eMMinedo, 0 PWTIOUOG TOV £pyou yiveTat
TPOOJEVTIKA EVTOVOTEPOG, EVIOXVOVTAG TV EVIVTIWOT) piag Oepung
Kat AapLepng nNHEPA.

Epya mov amomvéouy £0pTacTIKO XApAKTHPa, VD TapdAAnAa
avadelkvoovy edipotumikég ouvideteg amotelovv ot Ttivakeg Tov
BoAavakn Znuaioorohora mhoie (1889-93- ewk. 86) kau To mavyyyvp:
6 Trvov (1890-95- ewk. 87). Zto mpwto £pyo, 0To yaArnvio Oakdaooto
TOTIO AVAPEVETAL TO OT)HA EKKIVI|OT|G VOGS E0PTATHOD Yiat Ta TAOLa
mov Ba kKAnBobvy va ovppetéxouy. Iapovaotalovtal mhoia pe éugaon
OTNV AMOTOTIWOT] TWV LOTWY, OTIWE KAt TWV ONHatV Tov kupatilovy,
npoadidovrtag Tnv aicOnon g ehagpotnrag. Xto devtepo €pyo,

T0 evilapépov emkevTpwveTa oty apién kat tn petaPiaon twv
TPOoKLVNTWV pe Bapkeg oto voi T Trjvov yla Tov e0pTacod tov
Aekamevtavyovotov. X1o kévTpo tov ivaka deonofovoa Béorn Exet
éva amo Ta TAoia, eV oL HikpOTepeg Papkes YOpw Tov Snpovpyodv
v aioBnon g KnTkdTNTAG Kat TnG Tpoopovig yta v e&eAén g
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Eik. 89. Kwvotavtivos BoAavakns, To Aiudvi tou Meipaid, 1885-88.

Fig. 89. Konstantinos Volanakis, The harbour of Piraeus, 1885-88.

conveying a sense of lightness. In the second painting, the focus is on

the arrival and tendering ashore of pilgrims in small rowboats for the
celebration of the Assumption of the Virgin Mary on the island of Tinos.
Centrally-positioned is one of the ships, half-surrounded by small
rowboats creating a sense of mobility and anticipation. This particularly
atmospheric work relies on such expressive means as the handling of
dense cloud formations and evocative light.

In Faliro seashore (c. 1885; fig. 88), Konstantinos Volanakis provides a
depiction of a calm, welcoming seashore at evening hour. On the sea
surface, the ships are crafted in masterly detail: the vertical surfaces of the
sails are particularly highlighted, while on the unraveled sails of the boats
the tonality is graduated thanks to a study of colour and light. Overall,

oknvig. Ilpokettat yia éva 18taitepa atooaLptod €pyo, [e EKPPATTIKA
péoa t SlapdpPWaoT TNG TUK VG VEQWOTG Kat TO LTOPANTIKO Qwg.
Xy Akt Qadiipov (mep. 1885- eik. 88) o Kwvotavtivog Bolavakng
napadidet TV TapdoTaon pag npeRNS, PIAOEEVNG AKTHG TNV Wpa TOV
amoyevpatog. Xt 0dlacoa, ta mhoia ghotexvodvtat Sefloteyvika wg
TPOG TIG OXESIAOTIKEG AEMTOUEPELEG TOVG: OL KATAKOPVPEG ETUPAVELEG TWV
oTiwv avadetkvoovtat iaitepa kat 1) Tovikotnta StaPabuiCetar xapn
0TI HEAETT TOV XPWUATOG KAl TOL GWTOG. ZUVOALKA OL XPWUATIKOL TOVOL
Tov £pyou Snovpyovy oxedov TNV aicbnon Hovoxpwiag, yeyovog mov
avadetkvoet kt AAeg eVpWTAIKEG MPPOEG TOV {WYPAPov, OTIWG AVTEG
amo v OMavdkn XxoAn, tépav Twv avTAyewy e Akadnuiag Tov
Movdyxov. To evSiagépov kevipilet aTo épyo kat n avBpwmvn mapovaia,
TO00 e TN (wypagikn kataypagr TG opadag Twv yoapadwv Tov
Had@vouy ta SixTua, HapTupwVTaG TO Teheiwpa piag pEpag epyaoiag,
000 Kat e T anddoor Tov veapov Levyaptod To omoio amolapPavet
10 O¢apa Twv kapaPidv mov xovv aykvpoPolroet oTHV aKTH —
TAPAKLVOVTAG EUpeca Kat Tov Oeatr} va Tovg pupnOei.™

Eva and ta daitepa peletnpéva tomio tov Bohavakn amotehei To
Apéve Tov Ietpaude (1885-88- ewk. 89), meployn oty onoia é(noe

UETA TNV EMOTPOPT| TOL a6 To Movayo To 1883. Xtn ovykekpiuévn
Apevoypagia, suvdvaletat i anodoorn g Badlacoag kat Tov xepoaiov
TUAHATOG TOV AHAVIO HEGT ATTO TNV KATAYPOPT) LAG HPEUNG WPAG GTO
Aave pe Adyootry Spaotnprotnra. EXdyiotn kivnrikotnra mpoodidetat
OTO €PYO LE TNV ELPAVIOT TWV PapKWV IOV HETAPEPOLY EMPATEG

amno 1 mpog ta aykvpoPolnpéva loto@opa. Kat edw, n ovvieon
napovotaleton efatpetikd empeAnuévn, pe Wiaitepn AentdTNTA TOCO
OTOV XeLPLOpO TV 0XeSA0TIKWV AemTopepeldv 000 Kat oTiG StaPabpioelg
Kol AAANAOKAADYELG TV XPWHATIKDY TOVOV KAl TOV QWTOG, IOV
avepwvouv v emdiwn Tng Apikng eppnveiag péow tng avadeng
TOV TIOWNTIKOV XAPAKTHPA TOV TOTIOV.

EvatoOnoia kat Avpikotnta avadvovtat and 1o épyo Ado yapddika
(mep. 1890 etk. 90). Metagh @wtog Kat ok1dg, o¢ pua ovvOeon mov Sivel
MV aioBnon g oLWTHG TIG TPWTEG YAANVIEG DPEG TNG NHEPAG KATA

TNV avatoAr] Tov nAiov, anekoviovtar bo Papkeg pe yopdades va
palevovy ta diytva Tovg. Ot 0KoOPOL TOVOL XPWHATOG IOV VioBeTovVTAL
010 p@To enimedo Tov mivaka Eavoiyovy e Tig pOSveG amoypwoeLg
TOL oVpAVOD, evd 1) Bakacoa gaivetat va Stadvetan oto Pabog tov
opifovta pe 10 Tpwvod Pwg. AvtiBeta, peyalvtepn éviaon paptupei

n napdotaon tov épyov Oadacooypagin (1885-90- eik. 92), chvOeon

oe ehagpa Tpikvpopévn Bdlacoa mov avtmapaBaiiet Svo Tvmovg
KapaPLov, evog LOTIOQOPOL Kal evOG atpomAotov. Me otabepr| kat

npeun mopeia aneoviletal otov Staywvio d§ova tng ovvOeong To

the tints almost create a sense of monochrome, denoting the artist’s
other European influences, such as from the Dutch School, apart from
the tenets of the Academy of Munich. The viewer’s curiosity is piqued
by human presence, with the motifs of the trio of fishermen mending
their nets, implying that a day’s work has come to an end, and the couple
gazing at the anchored ships near the shore - indirectly inciting the
viewer to similarly indulge in the view.”

One of Volanakis’s more elaborate vistas, The harbour of Piraeus (1885-
88; fig. 89), shows an area where the artist lived after his return from
Munich in 1883. This harbourscape combines a rendering of the sea
and of the land area of the seaport, captured at a tranquil hour with little
activity. Only slight mobility is infused by the appearance of rowboats
tendering passengers to or from the moored sailboats. Here as well, the
composition is extremely elaborate, with particular subtlety both in the
handling of the drawing details and in the graduations and overlappings
of colour tones and light, indicative of the artist’s intention to provide a
lyrical interpretation by highlighting the place’s poetic qualities.
Sensitivity and lyricism emanate from Two fishing boats (c. 1890;

fig. 90). Between light and shade, in a composition that evokes a sense of
quiet during the first peaceful hours at daybreak, two boats are depicted,
the fishermen aboard hauling in their nets. The dark tones used in the
first plane lighten into the rose hues of the sky, while the sea seems,

in the distance, to dissolve into the morning light. On the other hand,
Seascape (1885-90; fig. 92) conveys greater intensity: a composition with
somewhat rough seas, which juxtaposes two different types of ships, a
sailing vessel and a steamship. Following a steady course, the steamship
is distancing itself along the diagonal axis of the composition, while the
sailing vessel, on an aligned route, is presented in the foreground moving
towards the viewer. Volanakis portrays the sailing vessel with detail and
clarity, as it cuts through the choppy seas with its sails unfurled and its
hull at a slant. Dark colour tones and subdued lighting have been chosen
as a way of working the rough weather conditions into both the sea and
the sky.

Finally, Nocturne (1895-1900; fig. 91) represents one of the numerous
night scenes in the oeuvre of Volanakis. In an environment scantly lit

by an invisible moon, the dark enables a different rendering and new
interpretation of shapes. The dynamics of shadow, the dominant feature
in this work, introduce romanticism as a new element into the approach
of the sea theme, on a chromatic scale consisting of thick dark, but also
brighter tones. A realistic addition — and a device to which Volanakis
resorted at the end of the 19th century, after exhausting the scope of
romantic refinement® - is the genre scene with the fishermen, who are
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Eik. 90. Kwvotavtivos BoAavakns, Ao wapdbika, nep. 1890.

Fig. 90. Konstantinos Volanakis, Two fishing boats, c. 1890.

Eik. 91. Kwvotavtivos BoAavakns, Nuxzepivo, 1895-1900.

Fig. 91. Konstantinos Volanakis, Nocturne, 1895-1900.
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Eik. 92. Kwvotavtivos BoAavakns, Gadacooypapia, 1885-90.

Fig. 92. Konstantinos Volanakis, Seascape, 1885-90.
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ATUOTAOLO, EV®, EVOVYPAPUOHEVO HE AVTO, TTAPOLOLALETAL GTO TIPWTO
eminedo 1o 10TIOQOPO va anopakpvvetat. O Bohavakng meptypaget pe
AETMTOpEPELQ KAl EVAPYELL TOV CVYKEKPILEVO TTAOLOYPAPIKO TOTTO, IOV
ep@avietat He avolkTa Tavid og EALYHO, TPOKELEVOL VAl TTAEVOEL TNV
Kupatiopévn Oalacoa. e avto To £pyo, 0L GKOVPOL XPWHATIKOL TOVOL Kol
TO VTIOTOVIKO QWG TIPOTILWVTAL A0 TOV {wypdago, 1oL woTe va dobein
EVTUTIWOT] TOV «POPTIOHEVWV» KAPIKWV ouvOnKdv otnv anddoon t0co
¢ Bdhacoag 660 kat Tov ovpaAvVoU.

Téhog, To NuyTepivo (1895-1900- etk. 91) amotedei pia and 11 apboveg
VUXTEPLVEG OKNVEG GTO €pyo ToL Bolavdkn. Ze éva eAdxiota wTiouévo
nepPaidoy, dixws va yivetal elgavig 1) Tapovaia Tov geyyapLov, To
okotadt divel Tr SuvaTodTNTA TNG SLAPOPETIKNG KATAYPAPTG KAt VEAG
gpunveiag Twv popewv. H kupiapyn Suvapikr tng okidg elodyet To véo
oTolyeio Tov Popavtiopov otn dwayeipton tov Hakaocovod Oépatog, oe
Hia xpopatikn kAipoaka Tov pmopel va Stabétet mukvodg akobpoug, pa
KOl QTELVOTEPOLG TOVOUG. Peakiotikr mpoopeEn otn Bepatixn Tov
nivaka — 6Tl eio 0To 0moio Katépuye 0 Bohavakng oto téhog Tov
aLVa, Emerta amd TN e§AVTANOT TWV POUAVTIKOV EKAETTUVOEWV®

- n nBoypagikr| oknvr TwV Yapddwy, ot onoiot anekovifovtat
OVYKEVIPWHEVOL KATW AT TH QWTIOHEVT) TEVTA TOV KATKLOV TOVG. XT1)
OKNVI} QUTT), EKTOG a0 [LLat OTLyUr| TG Kabnpeptvotntag, anodidetat

Kat pa eotia Oeppov pwtog, Tov €pxetat oe avtifeon pe T yoxpr,
«AOTHEVIOY AVTAVAKAAOT) TIAVW GTO TIAVE TOV LOTIOQOPOL 6TO SeVTEPO
eninedo Tov (wypagikod Tivaka.

Me 1o népacpa otov 200 awwva, 1) Oepatikiy g Oakacoag katéxet e§icov
onpavtikn 0¢on oty eAAnvikn Coypa@kr, pe o TAetdda KaAAITeX V@V
VO TIPOXWPODY 0TIV ATEKOVIOT] TNG, K&dBe Popd vTd TO Tpicpa TOV
TPOCWTIKOV TOVG EKAOTIKOV IOIWHATOG, TTOL APKETEG POPEG ETPEPEL
VEWTEPLOUOVG Kat o€ avtod To idto To eidog TN Tomoypagiag. Katd
aQUTOV ToV TPOTIO, 1| Bakacooypagio Hével TdvTa 0TO TPOTKNAVIO OF €pya
7oV TPOTOLY wG O¢pa dANote T Odhacoa, Sixws aAXa agnynuaticd
oTotxeia, AANOTE TIG AKTEG Kat T Atpdvial THG Kt AANOTE Tat Hikpd OKAQN
1 TS YapOPapke: £Vag TOTOG AvAPOPAG WG TTPOG TNV «apriynom» NG
Hopgoloyiag Tov Balacotvov Tomiov, Twv SpacTnpLOTHTWY Kal TWV
ovvnBewv mov Tyadovv and avto.

To ¢pyo Nuytepivy pavtacia (o K&fog 116 Kvpdg) (1906- eik. 93) tng
Zogiag Aaokapidov — g pwtng ENnvidag {wypdgov mov éyve Sexth
otn Zxohn} Kahwv Texvav — anotekei tn Oakacooypagia tng ZvAloyrig
¢ Tpamnelag g EAAdog mov pag etodyet ypovohoyika atov 200
awwva. H (@ypagog avamaptotd to Tomio Tov akpwtnpiov Aevkdtag ot
Agvkada, yvwotod kat wg Kapov g Kvpdg, and omov ovpgwva e tny
napadoon 1 mowtpla Zangw £dwaoe téAog ot (wr) g TdDVTAg 0T
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portrayed huddled together under the illuminated tent of their caique.
Apart from a moment of everyday life, this scene represents a source of
warm light, which contrasts with the cold, silvery reflection on the sail of
the vessel on the second plane of the painting.

At the turn to the 20th century, marine themes continue to hold an
important place in Greek painting, with a score of artists providing
depictions of the sea, each time from the perspective of their personal
artistic idiom, which often brought innovations into this type of
landscape painting as well. Thus, the sea always remains a central topic,
not only in works depicting it free of any narrative elements, but also

in those with a focus on coasts and ports or small boats and caiques,
providing a context for a “narrative” approach to the morphology of the
seascape and the associated activities and habits.

Nocturnal Fantasy (Kavos Kyras) (1906; fig. 93) by Sophia Laskaridou -
the first woman to be admitted to the Athens School of Fine Arts - is the
seascape in the Bank of Greece Collection that ushers us into the 20th
century. Depicted is Cape Lefkatas, also known as Kavos Kyras, on the
island of Lefkas, where, tradition has it, the poetess Sappho leaped to her
death. The nightscape, rendered by Laskaridou in a romanticist idiom,
takes on poetic and symbolic dimensions. The raging sea dominating the
composition and the imposing dark cliffs rising up in the background are
elements suggestive of nature’s overwhelming power over man and, in
this particular instance, over the women seated on the rocks by the sea.
Impressionist values permeate the painting, as the sea is modelled with
visible thick brushstrokes and the use of white highlights to accentuate,
where necessary, the image of the stormy waves. This element contrasts
with the dark rock in the background, indicating an expressionist mood
and stirring up the emotion caused by a turbulent moment.

Vasileios Chatzis, who studied under Konstantinos Volanakis and is
considered his successor, delivered classically-inclined - i.e. academicist —
images of the sea, as well as other important versions in which the
proposal of an expressionist idiom is discernible, with a focus on both
the “explosiveness” of colour and emotional effect. Seascape (1900-

10; fig. 94) belongs to the latter category: its subject-matter is a view of
the sea, and only the sea, void of any interfering element. With low-key
and uniform lighting, the dynamics of the canvas centre around the
movement of the water through an expressionist brushstroke, applied to
both sea and sky, without any intention of clearly delineating the horizon.

Eik. 93. Togia Aaokapibou, Nuxtepivii paviaoia (O KdBos tns Kupds), 1906.

Fig. 93. Sofia Laskaridou, Nocturnal fantasy (Kavos Kyras), 1906.
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Bdlaooa. To vuxteptvo Tomio amodidetat and T Aaokapidov péoa and
™ YAwooa tov Popavtiopod, A\appavovtag 0To GUVOAO TOL TOUTIKEG
Kot 6VpPoAkEG Staotdoets. H tpikvpiopévn Oakacoa kuptapyet

070 O¢pa g lwypdgov kat 0 TKOVPOXPWHOG PPdxog emPariel
EUPATIKA TNV TTapovoia Tov — oToteia Tov avadetkvoovy T Hon wg
Kupiapxn Suvapn évavtt Tov avlpmov, edw EvavTt TWV yuvakwy mov
Bpiokovtau kabiopéveg oty akpn tov Ppdyov. Iunpectoviotikég adieg
N6 {wypagikig amotumwvovTtal 6Tov mivaka, kabwg n Stapopewon
TOV VOATIVOVL OTOLXEIOV TIPAYHATOTOLETAL [LE SLOKPITEG TIaXLEG TIVEALEG
mov pwtifovrat pe Aevkod XpwiLa, OTOL givat amapaitnTn 1 o

¢vtovn dnhwon TG avatapayng Twv kupatiopwy. To ototeio avtd
¢pxetal oe avtibeon pe Tov okotevo Ppdyo oto Babog tng ovvbeong,
avadekvoovtag pia e&mpeatoviotikn Stabeon ot Statdmwon Tov Epyov
KoL avapoyhevovtag To cuvaiocOnua mov eyeipel pio Tapayuévn oTrypr.
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Chatzis gives prominence to the properties of colour, opting for a freely-
drawn composition, thus volatile in the manner in which it is visually
and emotionally perceived by the viewer.

Clouds (1936; fig. 95) by Nikolaos Othonaios is crafted in the
impressionist style — or in what could be called a more Greek version of
plein-airism. The image of the sea, emotionally charged, converses with
the evocative overcast sky and the few clear blue patches through which
sunlight illuminates its surface, transforming it at this time of day into a
smooth bright mirror.

Staying on the particular subject of seascape, an impressionist spirit also
characterises Nikolaos Magiasiss South-eastern winds, Palaio Faliro
(c.1950; fig. 96). The artist depicts the slightly rough sea with realism

in terms of the colour differentiation and the movement of the water
and its interplay with the rocky ledge jutting out into the sea. Achilleas

MoaOntrig kau Oewpovpevog ovvextotns Tov Kwvotavtivov Bolavakn, o
Baoihetog Xat(rg mapadidet 0o cuvolikod épyo Tov KAAGIKOTPOTIES

- o TV évvola Tov Akadnpaiopod — Oalacooypagieg, kabwg

Kol AAAEG, onpavTikéG ekdoyxEC andyewv TnG Odlacoag oTiG omoieg
Sagaivetat  TPOTAOT TOL Yia T1 SLaTVTIWOT) £VOG EEMPETLOVIOTIKOD
IOLOHATOG, [LE EVOLAPEPOV TOTO LA TNV «EKPNKTIKOTNTA» TOV XPWUATOG
000 Kat yta TV ékgpaocn tng Ovpkng Stabeong. Xn devtepn avtr
Katnyopia avrket to épyo tov Oadacooypagia (1900-10- ei. 94), To
0TI0{0 WG TPOG TNV elkOVOypaPia Tov Tapovatdlet tn Bakacoa povn,
Sixwg v mapepfodn kamotov dAov ototyeiov. Me xapnAo kat eviaio

QWTIOUO, ] SUVALKT TOV £PYOU ETUKEVTPWVETAL 0TIV Add00T) NG
KIVIIONG TOV VEPOD [ETOL aO TNV EETPECLOVIOTIKI| TIVEALE, IOV ATA@VETAL
T600 0T0 VOATIVO HEPOG 6T Kat 0TOV ovpavo, dixwg Tpobeon cagn
Staxwptopov tov opifovra. O Xatlrg emhéyet va evanobéoet oTig

(OO TNTEG TOL XPWHATOG KupiapXo poro, agrivovTag T ohvOeot] Tov

Varvaressos conveyed different aspects of the Saronic Gulf in his works
Sunset on the Saronic Gulf (n.d.; fig. 97) and Daybreak on the Saronic
Gulf (n.d;; fig. 98). Here, once again, prevailing importance is attached to
the impression of the moment — with the clarity of the scene determined
by the light of each respective hour - and to the colour palette chosen by
the artist for his rendering of the sea.

Turning to examples of harbourscapes or seascapes combined with
coastal scenery, Fishing boats in Tourkolimano (1931-36; fig. 99) by

Eik. 94. Baainsios Xatlhs, Salacooypapia, 1900-10.

Fig. 94. Vasileios Chatzis, Seascape, 1900-10.

Eik. 95. Nik6Aaos OBwvaios, Zuvvepid, 1936.

Fig. 95. Nikolaos Othonaios, Clouds, 1936.




oxedlaoTika «eAevBepn» Kat, KaTd OLVETELQ, EVUETAPANTT OTOV TPOTIO
TIOL TPOOAAUPAVETAL OTITIKA KAt CLVALCONHATIKG artd Tov Beartr).

210 0@OG Tov Iumpectoviopo — 1) katd TV eEAAnVIKOTEPN ekdoXN TOV
vrtatdptopov — o NikoAaog OBwvaiog Stapoppwvet To €pyo Zvvvepid
(1936- e1k. 95). H Bdlacoa w¢ etkdva amomvéel cuvatoOnpatikn ¢opTion
€V OLVOLAEL [1€ TOV LTTOPANTIKA GUVVEPLATHEVO OVPAVO KAL T APl
avoiypata péoa and ta omoia déopeg NAoL TEQTOVY OTNY EMPAVELA TG,
yla va petapopwiel autiy TV @pa TG NUEPAG OE EVay HPEUO PWTELVO
KaOpéptn.

[apapévovtag otny iaitepn Bepatikn Oyewv Tov Bakacovov tomiov,

(UTPECLOVIOTIKO TIveDpa xapaktnpilet kat tn Bakacooypagia
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Stelios Miliadis typically illustrates how the artist draws on the teachings
of Impressionism, to which he had been exposed during his studies and
sojourn in Paris. Volanakis, it should be noted, had recognised Miliadis’s
talent in seascape painting as far back as in 1898 and was the first to
urge him to study at the Athens School of Fine Arts.* Miliadis exploits
the hazy and volatile setting at sunrise and transposes a sense of fluidity
through the iridescence of the light and the fragmentation of colour, as

Eik. 96. NikéAaos Mayidaons, Avepior votioavarodikol, ladaid ®dAnpo, nep. 1950.

Fig. 96. Nikolaos Magiasis, South-eastern winds, Palaio Faliro, c. 1950.

Tov Nikoaov Maylaon Avepor votioavatorixoi, Ialaio PaAnpo
(mep. 1950- etk. 96), 610V 0 (WYPAPog amodidel TNV EAAPPd TPIKLIOUEVT
Bdlaooa pe pealiopd T060 wG TPOG TN XPWHATIKY SlapopoTmoino

KO TNV KIVNTIKOTNTA TOL VIATIVOL GTOLYEIOL 000 KAl 0TN OXEOT) TNG
KIVONG QUTHG Le TOV PpdXo IOV ELOYWPEL OTO VEPO. ALAPOPETIKEG

Opelg s Baldaootag meptoxng Tov Zapwvikol petagépet o AXIANEAG
BapPapéoog pe ta épya tov Hhofaoilepa otov Zapwviko (x.x. eK. 97)
Kot Enpépwpa otov Zapwviko (x.xX. elK. 98)- ki edd TpwTapXIKr onpacia
QTTOKTOVV 1] EVTOTIWOT) TNG XPOVIKNG GTLYUNG — E TOV QWTIOHO Kabe
wpag va poodiopifel Ty kabapoTnTa TG OKNVAG — KAl TN XPWUATIKY
TaAéTa oL eMAEYeL 0 KAAATEX VNG yla T anotvmwon ¢ Bdhacoag.
I[Tepvwvtag oe mapadeiypata épywv AMipevoypagiag, aAld kat ovvdeong
Tov Bahdootov TOTOV (e TOV TAPAKTIO XWPO, To épyo Papofapkes

oto Tovpkodipavo (1931-36- eik. 99) Tov Zréhov MnAiadn amotehei
{a oo TIG xapaktnpLotikég Dakaccoypagieg otnv omoia o {wypdgog
avantvooet Ta Sidaypata Tov Iunpesioviopo, £Tol Owg Ta €xet
vioBetroet petd Tig omovdég kat T mapapoviy tov oto Iapiot. To
TaAEVTO TOL OTIG etkOVeg and T Bdhaooa Sev eival xwpic onpacia ot
7o eixe avakalvyet o Bohavakng to 1898 kat mpwtog tov ovpPovlevoe
va omovddoet atn Zxol} Kahwv Teyvav tg ABnvag.” O Mnhiddng
afomotei To axvo kat evpetaPAnTo TEpPAAAov TNG avaton Tov

nAiov kat petagépet Ty aichnon e pevoTrg EIKOVAG TOGO GTOVG
(PLOLOUOVG TOV PWTOG Kot TN SLAOTIAOT) TOL XPWHATOG 000 Kat 0TIG adpd
OXeSLAOHEVEG LOPPEG TWV KATKLWY Kat TwV avOpwmwy, yla va anodwoet
NV eVTOTWON TNG OTLYHNAG O€ piat KaOneptv) KNy 0To Apdv.
Avapeoa ota dputikd péAn g «Opddag Téxvny, o TlepcAng Bu{avtiog
avikel 0Tovg KaAAtéxveg mov egéMigav taitepa t {wypagkr) Tovg
péoa and ta Stddypata twv onovdwv tovg oto Iapiot. Xto épyo Tov
Bépreg (1930-34- ewk. 100) eivat epupavig n TpoTipnon Tov yia pa
Avpikr Tooypagia Suvapkng voPfolng, mov Paciletan oY agaipeon
TV AenTopepelwy Kat aTny fa Stafdbuion Twv XpwHaTik®y TOVoY.
AmlovoTevovtag Tr oxediaon Twv OyKwV Kat TV TEPLYPAUHATOY TWY
HOPPWY, 0 CwYpAPOg Sivel TIPOTEPALOTITA GTO XPWHA KAl TO QWG yLa

™ Slapdpewon g atpoc@alpag Tov épyov. Me To va dnpovpyei Ty
EVTUTIWOT) TG 1) DA Xavel T otépen 8toTnTd e, o Bulavtiog evioyvet
péoa otn ovvOeon Tig Oeppég knAideg PwTOG Kat TIg evallayég Twv
AmMAADV XPOUATOY,” TPOXWPWDVTAG OTNY ATOTHTIWOT) TOV AHavioD

Kat g Odlaooag wg evog Tomiov avapeoa 6To peaAloTIKO Kat TO
PAVTACTIKO, TO YILVO KAl TO OPAHATIKO, Kot SNA@YOVTAG TNV TPOTIUNOT
ToV TIPOG it améptrtn {wypagikr popavtikng evaodnoiag.

To ¢pyo tov Anpntpn Navvovkdkn Zto Apdvi (ep. 1938- ewk. 101)
AVTAVAKAQ TOV TPOTIO (e TOV 0TI0i0 0 {WwYpdPog akolovOnoe Ta

Eik. 97. Axifiéas BapBapéoos, HAioBacidsua otov Yapwviko, X.X.

Fig. 97. Achilleas Varvaressos, Sunset on the Saronic Gulf, n.d.

Eik. 98. Axiniéas BapBapéoos, Fnpepwiia otov Zapwvike, X.X.

Fig. 98. Achilleas Varvaressos, Daybreak on the Saronic Gulf, n.d.
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Eik. 99. ztédios Mnfiaéns, WapdBapkes oto ToupkoAiuavo, 1931-36.

Fig. 99. stelios Miliadis, Fishing boats in Tourkolimano, 1931-36.

Eik. 100. NMepikAhs Bulavuos, Bdpkes, 1930-34.

Fig. 100. Periklis Vyzantios, Boats, 1930-34.




VTaOPLOTIKA Kat HETAIUTPECIOVIOTIKA pEdHATA G TIPOG TN Slapdppwaon
TOV £IKAOTIKOV IOLWpATOG Tov 0TNY Tomoypagia. O Tavvovkdkng
napadétet S0o Oepatikd enimeda- 0To MPWTO TAPOLOLALEL LLKpd oKApLA
Sepéva 010 Mpdve, v 0To devTEPO epavilovTal pe OXETIKI EVKpPIvELa OL
OyKoL Twv peyakvtepwy mAoiwy. Eupévovtag otov oagr Kat meptypapiko
oxedlaopod g mPog Tn SLATLTIWOT) TWV OYKWYV KAl TWV TTEPLYPAUUATOV
TOVG, 0 {WYPAPOG EMALYEL LTIOTOVIKO Kat XUNAO QWTIONO, KaBwg Kat
{OVVTOVG TOVOVG OTO XPWHAL, TTPOKEWWEVOL Va SwaeL TNV LTTOPANTIK

KoL vypr) atpdopatpa Tov Aaviod, kat Ty aichnon g dedopévng
oTtypng e nuépag. Ty ewova twv aykvpoPoAnévwy moiwv oto
Apdve avamapdyet kat o AAéEavdpog Kopoytavvakng otov mivakd tov
Kapdpia (1950-60- k. 102), divovtag éugaon otny kabnuepvotnra.

Eik. 101. Anpatpns Navvoukakns, Xto Aiudvi (Kaikia oto Aludvi), npiv 1o 1938.

Fig. 101. Dimitris Giannoukakis, At the port (Caiques at the port), before 1938.

well as through the roughly-sketched boats and human figures, as a way
of conveying a moment from an everyday scene at the harbour.

A founding member of the Techni Group (literally “Art Group”),
Periklis Vyzantios figures prominently among the painters whose art
was profoundly influenced by their studies in Paris. In Boats (1930-34;
fig. 100), the artist aspires to create a lyrical and evocative landscape,
based on an abstraction of detail and using subtle tonal gradations. By
simplifying the volumes and contours, the painter gives priority to colour
and light as a way of capturing the atmosphere. Creating the impression
that matter has lost its solidity, Vyzantios enhances the warm patches of
light and the alternating soft colours in the composition,” choosing to
represent the port and sea as a landscape midway between reality and
fantasy, the mundane and the illusory, and stating his preference for a

simple painting of romantic sensitivity.
At the port (c.1938; fig. 101) by Dimitris Giannoukakis reflects
the manner in which the artist followed the plein-airist and

Eik. 102. ARé€avépos Kopoyiavvakns, KapdBia, 1950-60.

Fig. 102. Alexandros Korogiannakis, Ships, 1950-60.
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Eik. 103. Baoos (Baaifcios) Mepuevis, Torio s Xaviopivns, 1935-38.

Fig. 103. vasos (Vasileios) Germenis, Landscape of Santorini, 1935-38.

Eik. 104. NoAukdertos Péykos, Movri Ztaupovikrita, 1934,

Fig. 104. Polykleitos Regkos, Stavronikita Monastery, 1934.
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Eik. 105. Anpntpios Fafdvns, lotiopdpo, 1928.

Fig. 105. Dimitrios Galanis, Sailboat, 1928.

Edw ot mpupveg Twv mAoiwy eyypagovTal 6To TpWTo eMinedo Tov Epyov
EUPATIKA, WG OYKOL OL OTIOI0L HITOpEl va SivovTal 1o apatpeTikd HEoa
amod Tov oxedlaopo Tovg, emParlovtal OpwS pe To uéyebog kat Tov
£VTOVO XPWHATIOHO TOVG.

2o épyo tov Baoov Teppevry Tomio t6 Zavropivyg (1935-38-

etk. 103), To oKkAnpo kat Suvatd gwg avalapPavet va anodwoet e
pealopd Ny évraon kat Tr OeppoTnTa ToL VoWwTkoL Tomiov. Onwg
Kot og AN €pya Tov, o Teppevic @aiveTat va emAEyeL fiat «{ir) EVVOIKT)»
onTikr] yovia® yia va aneikovioet 0yelg Tov otkiopob Twv Prpav,

1 ool OpWG ToL divel TNV eLxEPeLa va Tipooeyyioet TtapdAAnia to
Baldooto Tomio, TV mapaiakn akTh kat Tov andTopo Ppdyo Tov
VOOV e TA XAPAKTNPLOTIKA AEVKA OKTHaTa. «ZTNptlOpevn» oe
Staydvio afova, ) ovvBeon apovotaletat LooppomnuéVN Kat TAPNG.
HapdAAn)a, o (wypagpog xpnotpomotei peydha xpwpotikd emimedo ya Tn
LOPPOTIOINGT TWV OYKWY, Tipoadidovtag agatpeTikn Sidbeon ato £pyo,
v onoia kaBopilovy To xpwpa Kat 1 Kivon Tov mvéov.

Me 10 avayvwpiotpo 19og TG {wYPAPIKHG TOL SHOVPYOD TOV EUPAVEG,
10 ¢pyo Movr Zravpovikhta (1934- eik. 104) Tov IToAvkAettov Péykov
Tapovotalel TOOO T XAPAKTNPLOTIKA KAt TIG apxES TG Pulavtivig
TEXVNG TIOL 0 KAANLTEX VNG VIOOETNOE TNV EIKAOTIKT) YA\WwoOA TOL —
omnwe t otadiakn) e§ovdetépwon Twv Oykwy, TNV emBoAn emumedoTnTag
1 TN pelworn TG TPOOTTIKNG 6TH 6UVOEDT — 600 Kat T1) oNHacic Tov
£VTOVOL XPWHATOG Ot SLANOYO |E TO PG, CTOLKEID TTOV AVTAVAKAA TNV
ETIAQPT) TOV [E TA HOVTEPVA KIVIHATA, OTIwG 0 DwPLopog, amnd to tagidt
tov oto ITapiot to 1930.°' To €pyo Tov Péykov, fipepio kat Teptypagiko,
napovotalet pia ouvhOn kat yYhagupr etkdva eNAvikod ToTtiov pe
¢ugaon oto Bakacovo ototxeio.

Ze avtibeon mpog aLTAHY TNV Npepia, 6TO XAPAKTIKO €pyo TOL AN TpLov
Tahdvn Iotiopdpo (1928 ewk. 105) mpotdooetat i) SLaLOpPwoT) £vOg
voBANTIKOD Xdpov Kat 1) anddoon pag Buehhwdovg Bakaoovrig
atpoo@atpag. ITAR00¢ évtovwv xapafewv StagopeTikov mayoug kat
ve1ig oe Balaooa kat ovpavo, apatdTepa SlaoTHATA AEVKOV — KUPIWG
ota mavtd Tov kapaPov — kat 1) a§tomoinomn Tov umhe xpOHATOG,

0€ oVVSVLAGO IE TO AOTIPOHALPO TNG Xapadng, dnuovpyody Tig
AmAPALTTEG EVAANAYEG PWTEVOTNTAG, £TOL WOTE VA TIPOKDEL

EVOL EKPPAOTIKO Kat SUVALIKO WG TTPOG TNV Kivior Kat Tov puOuo

TOL €pyo.

post-impressionist trends in the development of his idiom as a landscape
painter. Giannoukakis superimposes two thematic planes: a first one
with small boats moored at port and a second one with the volumes of
larger vessels emerging with relative clarity. While insisting on clear and
descriptive drawing in the rendering of volumes and contours, the artist
has chosen a subdued and soft lighting and sombre colour tones, as a way
of conveying the evocative and humid atmosphere of the port and the
sense of the specific time of day. The image of ships anchored at port is
also reproduced in Alexandros Korogiannakiss painting Ships (1950-60;
fig. 102), which focuses on everyday life. Here, the sterns of the ships are
emphatically placed in the foreground as volumes which, albeit rendered
in a rather abstractive drawing, impose themselves with their size and
bright colour.

In Landscape of Santorini (1935-38; fig. 103) by Vasos Germenis, it

is the strong, harsh light that undertakes to realistically convey the
intensity and heat of the island landscape. As in his other views of the
Fira village, Germenis seems to choose an “unfavourable” perspective,”
which however also gives him the freedom to encompass in his scope
the seascape, the coast and the island’s steep cliffs with its characteristic
white houses. Structured on a diagonal axis, the composition gives an
impression of balance and completeness. At the same time, the artist uses
large colour fields to shape the volumes, giving his work an abstractive
feel, supported by colour and the brushwork.

With its recognisable style, the painting Stavronikita Monastery (1934;
fig. 104) by Polykleitos Regkos presents both the characteristics and
principles of Byzantine art that the artist incorporated into his idiom

- e.g. the gradual flattening of volumes, the two-dimensional or the
elimination of the composition’s perspective — and the importance of
strong colour in dialogue with light, an element that denotes Regkos’s
contact with modern movements, such as Fauvism, from his trip to Paris
in 1930.%" This piece, calm and descriptive, produces a familiar and vivid
image of a Greek landscape with an emphasis on the sea component.

In contrast to this tranquillity, in the woodcut Sailboat (1928; fig. 105) by
Dimitrios Galanis, the primary concern is to create an evocative space
and convey a stormy sea atmosphere. A multitude of intense cuts of
varying thickness and texture in the sea and sky, sparser whites — mainly
in the sails — and the use of blue on top of the black and white woodcut
generate the necessary alternations of brightness to yield an expressive
and vibrantly rhythmical work.

Quests for the modern in landscape painting
in the first half of the 20th century
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Eik. 106. Obuacéas ®wkas, Torio Artwdias, 1927-29.

Fig. 106. Odysseas Fokas, Landscape of Aetolia, 1927-29.
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Avadntnogls tou povtépvou oto (wypa@ikd tonio

Katd to npwto pioé tou 200U aiwva

Agrivovtag tn Oepratoloyia tng Oalacooypagiog kat oTpEQOVTAG TO
PAéppa ipog TV dtaitepn atpdo@atpa g {wypagikng g viaibpov
KoL TOL aoTkov Tomiov, a&ifel n Stadpopn va Eexvioet pe n (wypagik
TV TPOTWV eKALTLOV TOL 2000 ALDOVA KAl VO CUVEXLOTEL [LE TOVG
KaAATéxveg TG Aeyopevng eviag tov "30. Katd to mépacpa otov

200 awva, 1 EAANVIKT {wypagikn TpayHatomnotel onpavTikd Prpata
ATTOUAKPLYONG ATt TOV akadnpaiopo kat avalntei pia mo ehevlepn
HETAPOPA TNG TIpAYHATIKOTNTAG, KaBwg ot KaAATéx veg LIOBeTOVY
Sidaypata kat emppog TOV SUTIKOV HOVTEPVIOUOV OTNV TEX VI TOVG.

Ot mpwteg SVO GeKaAETIEG TOV AWV — e TIG KAANMTEXVIKEG TIPOEKTAOELG
TOVG OTIG EMOEVEG — EKPPAaLovy «Tov BpiapPo g eEAAnVIKNG
TOTOYPAPiaG»,* VTIO TO TPioHA TG KATAVONONG KAl TNG XP1ONG TS WG
EKPPACTIKOV «KaBpé@Tny yla v efwTtepikevon TG oo TNTAG Kat NG
ovaiag TG eAANVIKNG QOoNG péoa amod pia povtépva texvotpomia. H
EAANVIKT] QUOT amOKANDTITETAL KAt EPUNVEVETAL ATtO {WwYPAPOVG OTIWG,
peta&d aMwv, ot Kwvotavtivog Maéag kat Emvpog [Manalovkd,

Eik. 107. AukoUpyos KoyeBivas, Kepkupaikd torio, nep. 1930.

Fig. 107. Lykourgos Kogevinas, Landscape of Corfu, c. 1930.

Turning from marine themes to the particular atmosphere generated
by countryside and city sceneries, our course is best started with

the first decades of the 20th century, before moving on to the so-
called “Generation of the Thirties” At the turn of the 20th century,
Greek painting began to distance from academicism towards a freer
representation of reality, as the artists began to increasingly internalise
the teachings and influences of Western modernism.

The first two decades of the century - together with their rippling
effects throughout the following decades — mark “the triumph of
Greek landscape art’,** understood and used as an expressive “mirror”
for bringing out the quality and essence of Greek nature through a
modern style. Greek nature is revealed and interpreted by such painters
as Konstantinos Maleas, Spyros Papaloukas and others, who placed
the Greek countryside and its light at the heart of their dual quest for
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KaBg N VTadpog Kat TO PWG TNG TPWTAYWVIOTOVY TNV avalrTnon
TO00 TNG EAMNVIKNG TATOTNTAG 00O Kal THG TPWTOTOPIAG KAt TOV
HOVTEPVIOUOV. AKOAOVOWVTAG, £TEPOL TOTILOYPAPOL TOV MeCOTOAE(OV
- Baoog I'eppevrg, Afpog Mnpaéooag, Nikohaog Maytdong k. &. — Kat
noA\oi ekmpocwmot TG Aeyouevng Feviag tov’30

- onwg ot Nikog Xat{nkuptakog-Tkikag, Ayivwp Aoteptadng, Zmvpog
Baot\eiov — diepevvouv Tov Tpomo mov 1 eNAVIKT Ttapddoor kot

T0 EAANVIKO TOTO KAl PG TIPOTPEPOLY TO UETPO pe BAoT To oToio

1 EYXWPLA KAT|POVOLLLE UTTOPEL VAL LTINPETHOEL TN GVYXPOVI TEXVN,

péoa ano pia lwypagikr mov evotepviletal — AANOTE TEPLOGOTEPO KL
dA\ote Atyotepo — didayég g dutikig mpwtomnopiag. Kat edw, n gvon
napapével otabepn) afia TV EKATTIKOV avalToEwY, LOVO TTOL AUTHV
TN QOpA TapaTnpeiTaL Kat TAPAAANAN HETATOTIOT TTPOG TO ACTIKO Kat
KATOLKNUEVO TOTIO KAt KATd GLVETELR TTPOG TOV idto Tov avBpwmo.®
Mia oelpd épywv téxvng TG ZvAloyne g Tpamefag tng EAGdog
QTOKAAVTITEL TIG KALVOTOEG TTPOOEYYioElS Twv EANvwy ko itexvav
0€ OX€O0T) e TO TOTIO: KATA KUPLO AOYO KAt TNV TAELOVOTNTA TOV TO
eAANVIKO, Kat o€ SVO TEPIMTWOELS TO YAAAIKO HEGOYELAKO: KOVTA OTNV
TAPACTATIKOTNTA, T} TAOT) TPOG TNV APAipEDT), ) XPTIOT PWTEVDY Kot
eMinedwy XpOUATWY, N KATAPYNON TNG TPITNG OLACTAONG AtoTeEAOVY
Kamola and Ta ototxeia SuTikng empporg Tov MovTepVIGHOD OV
gyKoATwvovTat ot KaAAitéxveg oTn (wypagikr) Tovg, AANOL TEPLOTOTEPO
TOAHNPA Kat AANOL e Eval OLYKPATNEVO VPOG.

2TV avyn Tov awva, Wiaitepa onpavTikn eivat n ovpPolrn Tov Odvocéa
Dwkd 660V APOpd TN OTPOPT) TOGO TPOG TO Béa TG ToToYpaAPiag OGO
Ko TIpog véeg adieg, Tig omoieg TPOTELVEL HETA ATIO TO £PYO TOV HETA TNV
emoTpo@r Tov ano to [apiot kat Ty eykataotact Tov otnv EAAada.
AT6 TOVG TPWTOVG TOTILOYPAPOLG, pali pe Tov Tewpyto Xatl{omovlo,
TIOL APTOAV TO EPYACTIPLO YLa Va epYAcTovV 0To UTtadpo,™ o Dwkag
TAPOLOLALeL 0TIV TOTOYPAPIA TOV EUPAVEIS EMPPOEG Ao Tr) ZXOAN
¢ Barbizon kat toug unpectoviotég. Q¢ mpog avtny v katevBovvon,
XapakTnptoTikod pmopel va OewpnOei to épyo Tomio Artwling (1927-29-
etk. 106): yla Ty amddoon avtod Tov QTEVOD Kat KATAPuTov daotkov
Tomiov, 0 Pwkdg emevdveL e {WYPAPIKA XAPAKTNPLOTIKE, OTIWG 1) AeTTh|
TVEALA TTOV SLoXEEL TO XPWHLA OTOV TIVAKA KAl ETITPETEL TNV EVOWUATWOT
TOV ATHOOPALPIKOD PWTOG, 1| HEIWOT TNG VAKOTNTAG TWV AVTIKEILEVWY,
N VP AQALPETIKT AMOTOTWOT] TOVG KAl TAVTOXPOVA 1] KATAYpaP
oplopévwy Aemtoptepetdv. [ia Ty mpocéyylon tov tomiov dlaitepn
ONUasio ATOKTA 1] YEVIKOTEPT] VTTOKELUEVIKT| HATLA TOL {wYpagov wg
TPOG TNV €MAOYT TG OTTIKAG

NG ovvheong Kat TNy Kataypagr tng evrdnwong pag dedopévng
XPOVIKNG OTLYUTG.
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national identity and avant-garde modernism. Later, other landscape
artists of the interwar period - including Vasos Germenis, Dimos
Braessas and Nikolaos Magiasis — and several representatives of the so-
called Generation of the Thirties - like Nikos Hadjikyriakos-Ghika,
Agenor Asteriadis and Spyros Vassiliou — explore how Greek tradition,
landscape and light offer a means of harnessing Greek heritage to serve
modern art, through a style of painting that embraces - in varying
degrees — the teachings of the Western avant-garde. Once again, nature
remains a constant value in artistic quests, only this time there is also

a shift towards the urban and inhabited landscape and, by extension,
towards man himself.*’

A number of works of art in the Bank of Greece Collection reveal the
innovative approaches of Greek artists in relation to the landscape:
chiefly and mostly the landscape of Greece, and on two occasions of
Mediterranean France. Alongside figurativeness, a tendency towards
abstraction, the use of bright and flat colours, the elimination of the
third dimension are some of the elements of the Western influence

of Modernism that the artists embrace, some more boldly and some
more cautiously.

At the dawn of the 20th century, particularly significant was the
contribution of Odysseas Fokas to the shift towards both landscape
themes and new values, as proposed through the works he produced
after returning from Paris. As one of Greeces first landscape artists,
along with Georgios Chatzopoulos, to leave the atelier to work en plein
air,** Fokas shows obvious influences from the Barbizon School and the
Impressionists. Landscape of Aetolia (1927-29; fig. 106) can be regarded
as a typical example: in order to render this bright and lush forest
landscape, Fokas invests in such painting devices as the thin brushstroke
that diffuses the colour in the painting, allowing the atmospheric light
to blend in; the vague, abstractive representation of objects that seem
to have been stripped of their material substance; and, at the same time,
the addition of certain selective details. The approach to the landscape is
largely determined by the artist’s overall subjective gaze in terms of his
choice of perspective and moment.

Although closer to the classicist perception in his Balkan war scenes,
Lykourgos Kogevinas seems to unlock a difterent potential in his
landscape paintings of his native Corfu, which show a bolder, more
innovative approach and chromatic and compositional quests.
Landscape of Corfu (c.1930; fig. 107) in the Bank’s Collection is
indicative of such intent and the influences of post-impressionists

Van Gogh and Gauguin. The countryside landscape stands out for

its strong colour statements that shape the objects, as well as for the

[TapoTt TepIOGOTEPO KOVTA 0TV KAAOIKIOTIKI avTIAnyn o€ €pya Tov
OTWG AVTA TTOL TTAPOLOLALOVY OKNVEG aTTO TO pETWTO TNG Bopetag
Hreipov, o Avkovpyog Koyefivag gaivetat va amelevBepavet
SLAQOPETIKA XAPAKTNPLOTIKA TOV EIKACTIKOV IIOUATOS TOV, OTAV
npoxwpd oTnV Tomoypagio TG matpidag Tov Képkvpag. Ztnv
TEPIMTWOT) TWV EPYWV AUTWV, TO KEPKLPAIKO TOTHO amelkovileTat
TOAUNPOTEPQ, [UE AVAVEWTIKI| TIVOT| Kat TTPOPAANOVTOG TIG XPWHATIKEG
Kkt ovvBeTIkéG avalntioeig Tov {wypagov. To Kepkvpaikd Tomio

(mep. 1930- ew. 107) tng ZvAloyng tng Tpdmelag eppaviCet axptPag
aUTEG TG TIPoBETELS Kau TIG eTppogg Tov €xet SexOei o KoyePivag amod

™ Cwypagikn Twv petaipmpeotoviot@v Vincent Van Gogh kat Paul
Gauguin. To vraiBpto tomio Tov mivaka Eexwpilet yia Tig évroveg
XPWUATIKEG SIATVTIWOELG IOV OXNUATOTTOLOVY Ta avTiKeipeva, kabwg

KAl Yo TV KIVITIKOTNTA TNG YPNYOpnS Tvehtdg mov avadelkvoel oe
KUpiapxo SOKO GTOIKEIO TO XPpWHA, TPOGdIdEL TO EKPPACTIKO OTOLXELO
™G £§apong TG PVONG Kot ouvapa SLOXeTEDEL CLVAUTONHATIKT POPTLON.
E€ioov kabBopioTikr eivan kat i ovotnpatikr evacyoAnoen tov
Avkovpyov Koyepiva pe tn xapaktik), and Tnv omoia Tpogkuye To
xapaktikd AeOkwpa Le Mont Athos to 1922, anotéAeopa TG eMiOKeYNg

Eik. 108. Aukoupyos Koyeivas, Movn Staupovikita, 1922.

Fig. 108. Lykourgos Kogevinas, Stavronikita Monastery, 1922.

quick brushstroke that supports the supremacy of colour, expressively
conveying the profusion of nature and diffusing an emotional charge.

An equally important aspect of Lykourgos Kogevinass art is his
committed engagement to printmaking, culminating in his album Le
Mont Athos published in 1922. Having visited Mount Athos in 1918,
Kogevinas was one of the first artists to attempt this journey for the
purpose of studying the landscape and the monastic buildings.” From
this album and part of the Bank’s Collection, the eau-forte Stavronikita
Monastery® (1922; fig. 108) depicts the compound of the Monastery
perched on a steep hill. Discernible in Kogevinass approach is the
accuracy in the rendering of both the building and the vegetation, so that
particular details appear amidst the multiple incisions. While aspiring for
clarity and detail, he also manages to capture the movement and intensity
of the light, which falls amply on the walls, sea and sky. In so doing, he
makes the most of the eau-forte technique and its potential to render the
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Eik. 109. Anpntpios Fafdvns, Torio, 1922-30.

Fig. 109. Dimitrios Galanis, Landscape, 1922-30.
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1oL 670 Aylo Opog 1o 1918, w¢ £VOG amd TOVG TPWTOVG KAAAITEX VEG
nov Ba emexelprioovy avtd To Tagidt yla va peAetioouvy To Tomio Kat Ta
povaotnplakd apytrektovipata.” To xapaktiko épyo g ZvAAoyng
Mov# Zravpovikta® (1922- eik. 108) avijket 0To Aebkwpa avto Kot
QTTEKOVI(EL TO GUYKPOTNHA TNG EV AOYW HOVIG KTIOHEVO GTV KOPLPT|
£VOG anmokpnuvov Bpdxov. tnv mpooéyyton tov Koyeiva Eexwpilet n
akpifeta pe Ty onoia oxedidlet 1000 TO OikNHaA 000 Kat TN PAdoTNON,
¢T0L WOTe va epavifovtat iaitepeg Aemropépeteg Peoa amo Tig

oA amhég xapakelg Tov épyov. Avtr 1 andmelpa Snpovpyiag evog
kaBapod kat Aemropepovg oxediov cuvdvdleTal fe THY ATOTVTIWOT)

NG 181G TNG Kivnong aAld kat TG £€VTaong ToL WTOG, Tov dtayéeTat
duvatod atoug Toiyovg, T Bdhacoa kat Tov ovpavo. Katd avtov tov
TPOTO AMOKAAVTITETAL Kot 1) SUVATOTNTA TNV OTOi0l TAPEXEL 1) TEXVIKT
G ofuypagiag 600V agopd Ty anddoomn eVOIAHETWY TOVWY QWTIOUOV.
Avtiv ) Suvatotnta expetalAedetat o Koyefivag mpoketpévon va
TAPOVOLATEL £V OG0 TO SUVATOV TIEPLOGOTEPO EKPPACTIKO KAl AUECO
EIKAOTIKO AMOTENETHAL.

H eAawoypagia tov Anurtplov Takavn Tomio® (1922-30- ewk. 109)
anotelel £va and ta {wypagika épya Tomoypagiog Tov omovdaiov
KaAALTEX VT, TTPLY eyKaTaleiyel oploTikd To {wypagikd (Eco to 1930
Kot a@ootwBel amokAeloTikd TN XapakTIky. Me tTnv Tomoypagia va
amotelel pExpL TOTE KeVTpiko Bépa Twv (wypagikdv avalntioewy Tov
Toddvn, 010 £V AOYWw €pY0 AMOTUTIWVOVTAL OL APXIKEG ETIPPOEG TOV ATO
Tov Cézanne kat To kivipa Tov PwPLopov wg mpog Ta xpdpaTa Kat
TOUG GUOXETIOUOVG TOVG, KaOWG Kat wg Tpog TNV ppnveia Tov wTtog,
He TpoTo Tov va kaopiel kat avTod TV EvTaoT Kot TNV TOLOTITA TWV
xpopatikwv Stafabuicewv. XapmAoi Bduvol kat mukvotepa uAopata
ATOTLTIWVOVTAL [E PEOVOEG Kl KAUTTVAEG YPALHES XPWHATOG,

{e To 0810 va eppavileton eEAdxiota kat ovo omov xpetaleta
vnootnpiktika. H ovvBeon mapovotaletat péoa and tn ocuvtoviopévn
MK Kiv)on OAwV TwV avTKepévwy, Sivovtag Katd avtov Tov Tpomno
v aiocOnon piag atpoopatpikng Kat TOVWTIKNG avpag katd T Stdpketa
NG KAAOKALPLVAG HEPAG.

v Euloypagia oe mAaylo §OAo tov Takavn LArcadie (1928- ewk. 110)
amotvnwvetat avtifeta To Tapayuévo tomio tng [ehomovviicov

Aiyo mpwv To §éonaopa piag katatyidag. Kabe dykog — twv tpuov
SLAPOPETIKWY OPEVWY OYXNUATIOUDY, TOL OVPAVOD Kol TOL VOATIVOL
oTOLElOL — avTipeTWTI{eToL pe SLlapopoToinoT WG TPOG TIG XapdEeLs,

ot omoieg epgavifovv oe kabe mepintwon petaPariopevn katevbuvon,
SlaQopeTikn TUKVOTNTA, £VTAOT) KAt «GVOTACT)» WG TPOG TO TIAXOG Kat TO
oxnua Tov ypappudy. Me v egaipetixn deflotexvia mov kabopilet tnv
noldTTa TG XApagns tov, o Takavng katopOwvet va Swoet vty TV

mid-tones of light to maximise the expressiveness and immediacy of the
visual outcome.

The oil entitled Landscape (1922-30; fig. 109) by Dimitrios Galanis®”

is one of the last landscape paintings by this great artist, just before he
gave up painting to concentrate exclusively on printmaking in 1930.
With landscapes having been a central theme for Galanis until then,
this particular work reflects his initial influences from Cézanne and the
Fauves in terms of the colours and their interactions, as well as in terms
of the interpretation of light as another determinant of the intensity
and quality of chromatic gradations. Low shrubs and denser foliage

are modelled by flowing and curved brushstrokes, with the drawing
relegated to a minimal, ancillary role. The composition emerges from
the concerted pulsating movement of all the objects, suggesting an
atmospheric invigorating breeze on a summer day.

Galanis's woodcut LArcadie (1928; fig. 110), on the other hand, depicts
a turbulent landscape from the Peloponnese just before a storm. A
differentiation in cuts — varying in direction, density, texture and

shape - is used to mould each of the volumes that make up the
composition: the three different mountain formations, the sky and

the water element. With great mastery, Galanis succeeds in conveying
an atmosphere of expressionist tension and suspense, all the while
approaching the forms with clarity and exceptional vividness, without
excluding the romantic element of the superiority of nature and its forces
over man.

An innovator in Greek painting and predominantly a painter of
landscapes, Konstantinos Maleas developed a personal artistic idiom
building on impressionist and post-impressionist elements from

the Nabis and the Fauves, as well as his first-hand contact with the
landscapes of the Orient. His Landscape (1917-20; fig. 112), as well as the
two paintings with the same title Monemvasia (1920-28 and 1924-28;
fig. 111 and 114) are characteristic compositions, in which these choices
become increasingly visible. In Landscape, the impasto technique
shapes the surfaces of the rocks, sky and clouds, but also of the water.
Bold contours define the forms, giving them a monumental air, while
the flattening and stylisation echo the decorative patterns of Japanese
painting and the Art Nouveau, moving the overall composition away
from descriptiveness and endowing it with symbolist connotations.**

In Monemvasia (1924-28; fig. 111), the flattening of forms is more
manifest, with solid, plain colours and clear-cut outlines. Also of crucial
importance is the intensity of the light, directly and vividly conveying the
sense of the Greek landscape. In the namesake painting from 1920-28
(fig. 114), the artist’s architectural interest seems to take precedence
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ATHOGQaLpA EEMPECLOVIOTIKIG EVTAOT|G KAl TTPOOUOVHG TwV e§elifewy,
npooeyyilovtag mapdAAnla TiG HOPQEG [e TaQTiveLa TTEPLYpAaPrG Kat
Olaitepn TAPAOTATIKOTNTA, Kot SiXWG VAl aOKAElEL TO POHAVTIKO
OTOLXElO TNG LTIEPOXNG TG PVONG Ko TwV SUVAHEDV TNG EVavTL

Tov avBpwmov.

Avavewtng g eMnvikng (wypagikng kot KaATéxvng mov

aTEKOVIOE Kupiwg Tomia, o Kwvotavtivog Makéag avéntule éva
(OLaiTEPO TIPOOWTIKO EKAOTIKO ISIWLA e 0O YO UTPECIOVIOTIKA

Kall LETATUTTPECIOVIOTIKA OTOLEla KIVI|HATwV OTtwg ot Nauri kat o
QWPLOROG, KaBwG Kat TV epmelpia Tov anod Ta tomia tng Avatoln. To
¢pyo Tomio (1917-20- ewk. 112), kaBwg kat ot Vo mivakeg v1d Tov id1o
titho MovepPaoid (1920-28 kat 1924-28- k. 111 kat 114) anotelodv
XAPAKTNPLOTIKES TOL {wypagikég ouvOETELS, 0TI OTolEG AVTEG Ot
eMAOYEG TOV StagaivovTat kKApakovpeves. Xto Tormio o mayd avayAvugo
XPWOUA SLAOPPMDVEL OXNUATIKA TIG EMPAVELEG TWV PPAXDY, TOV
0VPAVOD Kal TWV GLYVEQ®Y, aANd Kat Tov vd&TIVOL oTotxeiov. Evtovo
nepiypappa Staywpilet Ti¢ popPés, mpoadidovtag pvnpetwdes VYOG,

EVW 1) eMLTESOTOINOT) KAl 1] OXNHATOTOINOT) TOVG TAPATEUTIEL GTOVG
StakoopunTkog TOTTOVE TNG tamwvikng {wypaikng kat Tov Art Nouveau,
ATTOHAKPOVOVTAG TO PY0 0TO GVUVOAD TOL ATO TNV TEPLYPAPIKOTNTA KAl
XapiCovTtdg Tov GLHPOALOTIKEG TIPOEKTATELG. ™
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Eik. 110. Anpntpios Fafdvns, L’ Arcadie, 1928.

Fig. 110. Dimitrios Galanis, L' Arcadie, 1928.

in this partial view of the Monemvasia town, although the modernist
elements that impose a distance from simple description are once again
present: the stylised volumes, the sharp delineation of the flat surfaces
and the pervasive light that captivates through the intensity of pure
colours are features of Maleas’s original composition that elevate the
Greek landscape to a symbolic level.

In his short lifespan, Michalis Oikonomou painted only landscapes,

a genre to which he devoted himself, transfusing into it expressive
elements developed during his years in Paris. In the Street in old
Marseilles (La montée des Accoules) (1920-25; fig. 113),% on the narrow
uphill pedestrian street, between tall house walls formed by flat, vivid
colours and defined by thick outlines, historical time is measured by
the “weight” of the volumes which appear to close in on the centre of
the composition and the hunched figure of the woman walking up the
stair path. With an abstraction that alludes directly to the chromatic
monumental forms of Gauguin and to the fluidity of form of the Nabis,

Eik. 111. Kwvotavtivos Mafnéas, MoveuBaoid, 1924-28.

Fig. 111. Konstantinos Maleas, Monemvasia, 1924-28.

Eik. 112. Kwvotavtivos Madéas, Torio, 1917-20.

Fig. 112. Konstantinos Maleas, Landscape, 1917-20.

Xto anekovi{opevo tomio tng MoveuPaoidg (1924-28- e. 111) 1
emuedonoiNon TWV HoPPWV yivetat o eppatikn, kabwg mhéov Ta
xpwpata pe ta omoia anodidovrat o oxfpaTa eivat TAaKATA Kat
«LOVOOSOUKA, [E OPLOHEVO akOpa Kat To TeAeiwpd Toug. Kaboplotikn
onuacio anoktd emiong 1 £vTaon Tov wTOG, LETAPEPOVTAG AUESA

kat {wvtavd v aiodnon tov eAknvikov tomiov. Avtiototya, oty

é1epn tomoypagio tng MovepPaoids (1920-28- ewk. 114) gaiveta

VAL TIPOTACCETAL TO APXLTEKTOVIKO EVOLaQEPOV TOL {wypagov yia

TNV KaTaypagr| LEPOVG Tov otkiopob, dixwg mapdAAnia va xavovtal

TAL VEWTEPLOTIKA GTOLELO TIOV ATOUAKPHVOLY ATtd TV oA
TEPLYPAPIKOTITAL OL OYNHUATOTIOHEVOL OYKOL, Ot oa@eis Staxwptopol
TV eNiMedWV EMPAVELDV KAt TO KLPIAPX0 PwG oL KabnAdvet péoa and
v évtaon Twv kabapwv xpwpdTwy anoTeAovV XapakTnpLoTIKA TG
TPWTOTLTING 0VVOeEOTG TOV Makéa, Ta oMol HETAPEPOLY TO EAANVIKO
Tomio og oVUPoAKo emimedo.

Ztov Bpaxv Pio Tov, 0 MiyaAng Okovopov aoyohndnke amokAeloTikd
LLE TNV ToTIOYpaia, €id0G TO oToi0 LIINPETNOE peTayyilovTag oe avTd
EKPPACTIKA OTOLElO TTOL SIAUOPPWOE KATA TNV TTOAVETT) TTAPALOVT) TOV
oto Iapiot. Zto épyo Apopos tn6 mariks Maooadiog (1920-25-

eik. 113),% otov avngopiko otevo me(odpopo kat aTovg YnAovg
ToiY0VG TWV OIKNUATWYV ekatépwBéY Tov, ot omoiot oxnuatifovrat pe
emineda, (wvtava xpopata kat opifovtat anéd maxd meptypagata, o
LOTOPIKOG XPOVOG HETPLETAL ATTO TO «PAPOC» TWV GYKWYV IOV pHotalovv
va Awyifovy pog To e0WTEPIKO TNG oVVOEG KL T OKUUUEVT] HOPPT),
kaBwg avePaiver Tig Pabuides. Me tnv agatpetikr {wypagukr Tov

VoL TIAPATIEUTIEL AHETO OTIG XPWHATIKEG [IVIUELAKEG POpLieG Tov Paul
Gauguin kot otn pevotoTnTa TNG POpHag Twv Napmi, o Owovopov
napadidet TV TPOOWTIKI} OTITIKY) TOL Yiat TO TOTO, TV oTtoia epmAovTilet
pe daitepo ovvaioOnua.

To Xwpi6 oty Aéafo (1924- ei. 115) Tov EZmvpov Iamakovkd aviket
0€ GELPd TOTOYPAPLDY IOV PLAOTEXVNOE 0 {wypdgog katd tnv e&apnvn
napapovr) Tov oto vioi g Aéopov. Ta tomia avtd, padi pe Ta Tomio Tov
ano 1o Aylog Opog (1924), anoteholv it WPLUn GTLYUr 0TV EIKACTIKT
Topeia Tov, Katd TNV onoia ovykepalovTtat Ta oTotxeia TG PulavTtivig
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Eik. 114. Kwvotavtivos Maféas, MoveuBaoid
(Znitia otn MovepBaoid), 1920-28.

Fig. 114. Konstantinos Maleas, Monemvasia
(Houses at Monemvasia), 1920-28.

Eik. 113. Mixains Oikovépou, Apdpios ts nadids Macoadias
(La montée des Accoules), 1920-25. Eik. 115. £ndpos Nanafoukas, Xwpid otn AéaBo, 1924.

Fig. 113. Michalis Oikonomou, Street in old Marseilles Fig. 115. Spyros Papaloukas, Village on Lesvos, 1924.
(La montée des Accoules), 1920-25.
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glkovVoypagiag, TNy omoia LNPETOVOE TAPAAANAQ, [E XAPAKTNPLOTIKA
an6 tov KuPiopo kat tov @wPiopo mov pekétnoe otn Sidpketa Tov
ta&1d1o0 tov oto Iapiot to 1917.7° Ztnv mhaytd Tov Aogov mov emAéyet
va ametkovioet o {wypaog, omitia kat SEvtpa eppavifovron and Ty
npooBia Oy, puéoa amd pia e§oupeTikn emmedomnoinor, oTolyEio oL

o [Tanahovkdg petagpépet 0Tny Tomoypagio anod T PulavTive TEXVN.
[apdAnAa, Opwg, evtdnwon mpokalei | OOHWOT) OV eTtyelpeitat

He pia StagopeTikn xpwuatikn Stoxeipton n omoia gavepwvet SUTIKES
ETUPPOEG: AVTIPEANLOTIKEG ATIOXPWOELS, 0€ eVOAayT Yuxpwv Kat Oeppwv
TOVWY, GXNUATOTOLODY Kat SLapoppOVOLY TOVG OYKOUG KTIOHATOV Kal
PAaoTNONG, EVW 1 XPT|OT) OXESIACTIKOD TEPLYPAUATOG ELVaL EAAXLOTN.
Zovavtavtog Ta Siddypata Tov QPLoTWV WG TPOG TNV £VTAT] TOV
XPWHATOG Kat TiG apyég Tov Cézanne wg mpog Ty kabapotnta Tng
doung, o Iamakovkdg opyavwvet T avvleot| Tov, avadelkvoovTag Ta
PaoiKd XApAKTNPLOTIKE TWV HOPPWY, O APUOVIKA EVAANATTOUEVES
ETUPAVELEG TIOV ETUSEXOVTAL TO PWG WG VA ETUTAEOV GTOLEIO
kabapdTnTag tov Tomiov.

To povoxpwuatiko oxédio and kappovvo kot pehdvt Artikr - Evar
mevxo (1924 ewk. 116) tov Pwtn Kovroyhov npoideadet ya tnv
vgoloytkn eEEAEN Tov (wypdgov Ty Tomoypagia, e TPOTLTIO TN
At petafolavrivi (wypagn” kat Ty ideoloyikn Tov enoifnon ya
NV EAANVIKT TaVTOTNTA, e oePacpod ot PulavTiviy Kot AaiKr TEXVN.
210 €pyo NG ZVANOYNG, 0 HEYAAOG OYKOG TOU YUAAWUATOG TOV SEVTPOV
KataAapBdvel TOV KEVIPIKO XWPO TOL OXeSIOV, EVW AVATAPAYETAL WG
oKLa aplotepd Tov. [TapoTt To oxEdLo eivat amépLTTo Kat aQatpeTiko,

dev otepeitan TaLTOXPOVA PEAALOTIKAG ATOSOOT|G, YEYOVOG IOV

VOO TN PICETAL ATIO TIG YPI|YOPEG, VEVPIKEG YPALLUEG OTOV KOPHO TOV
SévTpov Kkat 1 StapopPwor Tov eddPovs, TOVE PWTELVOVG TOVOLG OTO
BdBog mov LITOSNAWYOLV TO PWG TOL ATTIKOD TOTIOV, KABWG KaL TNV
Tayelo ektéAeon, Sixwg avaykn «SlakoounTIKMOV» GToteiwY, N OTtoia
emiteivel Ty aioBnon g evivnwong g oTyuns.

Ot dvo mivaxeg Tov Ayrvopa Aoteptddn Xioviouévo tomio (1925- ek.
117) kat AtT1x6 Tomio (1944- eik. 118) mpogpxovTatl amod Ty mpaTh
nepiodo TOL £PYOL TOV KAANLTEX VI, TIPLY TNV £8paiwaT| TOL TPOCWTIKOD
Tov 1 paTog oL Eexwpilet yio T emumedOTNTA, TN HOPPLKT|
OVUTOKVWOT] KAt T YEWHETPIKOTNTA OTNY anddoon Twv xWpwV. Xe AUTEG
TIG IPWTEG TOTUOYPAPLKEG TIPOOEYYIOELS, 0 KAANITEXVIG TTAPAUEVEL TUOTOG
o€ TapadoCIaKOTEPES ATEIKOVITELG TOV TOTO, LioBeTWVTAG oTadLaKA
gvav evpomnaiko xapaktipa. Etol, oto Xioviouévo tomio arobntr yivetat
1 emppor| Tov Iumpectoviopod wg mpog T Sthvon TG POpHaG HECW TOV
XPWHATOG Kat TOL TG, kabwg kat 1) emagr) pe v Art Nouveau, oo
TNV omoia AVTAEITAL TO GTOLKELO TNG OXHATOTOINONG KAl TNG avVaPOpAg
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Oikonomou gives his personal take on the landscape, which he enriches
with a strong emotional overtone.

Village on Lesvos (1924; fig. 115) by Spyros Papaloukas belongs to a
series of landscapes painted by the artist during his six-month stay on
the island of Lesvos. These landscapes, together with his earlier ones

of Mount Athos (1924), represent the artist's mature period, fusing
elements of Byzantine iconography, which he continued to practice, with
characteristics of Cubism and Fauvism, which he studied during his trip
to Paris in 1917.7° On a hillside, houses and trees are depicted in a frontal
view, through an extreme flattening, an element that Papaloukas borrows
from Byzantine art. This, however, he also combines with a difterent
colour management that denotes Western influences: unrealistic tones of
alternating cold and warm colours stylise and shape the volumes of the
buildings and vegetation, with a minimal use of drawing in the contours.
Bridging the lessons of the Fauves as to the intensity of colour with the
principles of Cézanne as to the clarity of structure, Papaloukas organises
his composition by highlighting the main features of the forms into
harmoniously alternating surfaces that receive the light as an additional
element of clarity of the landscape.

The monochrome charcoal and ink drawing Attica — A pine tree (1924;
fig. 116) by Fotis Kontoglou heralds the artist’s stylistic development in
landscape art, along the lines of austere post-Byzantine painting”' and
denotes his ideological convictions on the subject of Greek identity,
with respect for Byzantine and folk art. In this work belonging to the
Collection, the large volume of the tree’s foliage occupies the central
space of the work, its shadow replicated to the left. The drawing,

albeit sparing and abstractive, is not without a realistic rendering, as
supported by the nervous, quick linework on the tree trunk and the
ground, the bright tones in the background suggestive of the light of the
Attican landscape, as well as the rapid execution, without the need for
ornamental elements, heightening the sense of the impression of the
moment.

The two paintings by Agenor Asteriadis, Snowy landscape (1925; fig.
117) and Landscape in Attica (1944; fig. 118), are from the artist’s earlier
period, before he consolidated a personal idiom marked by flatness,
formal condensation and geometricity. In these first approaches to
landscape art, Asteriadis remains faithful to more traditional landscape
depictions, gradually adopting Western European elements. Thus,
Snowy landscape shows an influence from Impressionism as regards the
dissolution of form through colour and light, and from Art Nouveau,

as regards the stylisation and decorativeness. The neutrality and tonal
equality of colours, as well as the serenity of the composition are

Eik. 116. ®wtns Kévioydou, Atk — Eva rievko, 1924.

Fig. 116. Fotis Kontoglou, Attica - A pine tree, 1924.
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Eik. 117. Ayavwp Aatepiadns, Xioviougvo torio, 1925.

Fig. 117. Agenor Asteriadis, Snowy landscape, 1925.

Eik. 118. AyAvwp Actepiadns, Atiiké tonio, 1944.

Fig. 118. Agenor Asteriadis, Landscape in Attica, 1944.
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0T SlakoouUNTIKOTNTA TWV Hop@@v. H ovdetepotnta Twv Xpwpdtwy, pie

TOVOUG IOV TIAPAUEVOLY «i0OW HETAEL TOVG, kat 1) npepia Tng ovvleong
ovvadovv mpog TNV anddoon Hiag OLWTNANG ATHOGPALPAG, ECWTEPIKOV
xapaktipa. Avtifeta, To petayevéotepo ATTIKG TOTiO HeTAPEPEL TO
AUTTEPO PG WG EKPPATTIKO TAEOVEKTIHA YLt TN SLApOPPWOT| EVOG
nivaka {wvtavo, pe oo Kat puBukoTnTa. Xe avtd ovpPaiet kot

1 VTOQPWOKOVOA YEWHETPIaL, [e TNV oTtola 0 AGTEPLASTG OpYaVMVEL
TNV AEKOVLOT) TOL TOTTiOV, opifovTag évav adpo kavvafo oTo TPWTo
eninedo Tov €pyov, yia va cuvexioet o eAevBepa Kat TPOOTITIKA T1
Sidtadn Twv vodomwy dykwv ato devtepo enimedo. O {wypdgog
dnuovpyei v aiocnon e kiviong péoa amod t dtakoyikr oxéon
IOV avanTOOOETAL HETAED TWV XPWUATWY, £TOL OTIWG TPOKVTITEL ATLO
NV evaAAayr TOVIKOTNTAG HEGA o0 AETTEG, APALPETIKEG TILVEALEG TIOV
ETUTPETIOVV TNV ELGXWPTOT TOL PUTOG ETH TOVG, AANA Kot StaxvTa
0TO GUVOAO TOV TivaKa.

160

Eik. 119. recpyios Npokoniou, AukaBniids, 1930-35.

Fig. 119. Georgios Prokopiou, Lycabettus, 1930-35.

Eik. 120. MixanA A€enos, H nadaid ABrva, 1927.

Fig. 120. Michael Axelos, Old Athens, 1927.

consistent with the rendering of a silent, esoteric atmosphere. In contrast,
Asteriadis’s later work Landscape in Attica captures the bright light

as an expressive advantage to create a vivid painting, with pulse and
rhythm. This is also accomplished through the underlying geometry of
the composition, which starting from a rough grid on the first plane,
develops more freely and with more perspective in the arrangement

of the remaining volumes on the second plane. A sense of movement

AvpLopo kat TVELHATIKOTNTA amoTtvéeL 1) (wypagtkr) amoyn

Tov AvkafnTTov (1930-35- e1k. 119) Tov [ewpytov Ilpokomiov.
Amewkovifovrtag to Bpaxwdes Dywpa kat T Sacwdn epLoxr| mov
eKTElVETAL UTPOTTA TOV, 0 TIpokomiov amodidet éva xapakTnpLoTiko
oTHelo TNG TOANG e tumpectovioTiky Stdbeom), kabwg dev empévet
oe AemTopépeLeg, Tapd amhomotei TV TapdoTaot), dixws PEPata

VO ATTOPAKPOVETAL ATO TNV TEpLypaPkoTnTa. Avtifeta, Suvapika

is suggested by the interaction of colours, as emerging from tonal
alternations through fine, abstract brushstrokes which allow light to
penetrate them, but also to diffuse itself over the entire canvas.
Lyricism and spirituality exude from the painterly view of Lycabettus
(1930-35; fig. 119) by Georgios Prokopiou. In depicting the rocky
hill and wooded area stretching out in the foreground, Prokopiou
renders a city landmark in an impressionist manner, not insisting on
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TAPACTATIKY Kat SOOUEVT HE EVTOVA TTEPLYPALOTA KAl XPWHATA TIOV
potdfovy va «amoppo@odv» OAn T B¢ppn Tov PTG, amodidetat

H madawk ABfva (1927- ek. 120) tov Mixank Aelov. Ta veokAaotkd
OlKHaTa, o€ SLAAOYO (e TIG apXatdTnTEG 0TO TPoonTiko Pabog,
kabopifovv t ovvBeon Tov épyov, vodnAwvovtag T oVvdeon
LOTOPIKOD TTVEDUATOG KAl OVYXPOVIG TTPAYUATIKOTNTAG IOV ETIXELPEL

0 {wypdgog, péoa and TV TPOCWTIKI| TOV EKACTIKI YADOoA oL £xel
vioBetnoet EexaBapa 1o PPLOTIKO XPWHATIKO 18iwa.

ZUVEEOUEVO (L€ VEWTEPLOTIKEG AVTINYELG — TIAPA TH CUVTHPITIKOTEPT
yeviny 0¢on ¢ Cwypagikig Tov — mtapovatdletal to épyo Amd Ta
Koapiviao (mptv amo 1o 1949- e. 121) tov Afjpov Mnpagooa. 1o €pyo
anekovifovtat o otkiopog Kapivia, 0nwg avantvooetat otn Ppaxwdn
neploxn ¢ Ydpag kat n BAactnon mov tov nepiParier. O (wypagog
Tovilet T onpacia Tov oxediov, 0To omoio mapapéve TMOTOG 1Sk GTO
TPpWTO eMinedo TOL Tivaka, TNV idta OTLYHT OpWG TPOXWPE Kal OE o
AQALPETIKT AtOG00T TWV OYKWY, EIIKA OGOV apopd TIG OpUES OTA
ynhotepa enineda tov €pyov. ITapdAAnha, vioBetel TV WUTPEGLOVIOTIKT
TPOCEYYLOT TNG TOTIOYpaPiag, kabwg expeTaleveTal T «yepdTar
XPWHATA KAt TIG TUKVEG TIVENEG Yla val amodDOEL T1) VINOLWTIKT
PWOTEVOTNTA IOV EKTEUTETAL ATIO TO TOTIO, AANA Kat T1) AEVKOTNTA TWwV
APYITEKTOVIUATWY.

Amo ta mpwipa pya Tov [avvn Xmvponovlov, to Tormio (Téhog
dexaetiag 1930- ewk. 122) mpoépyetat amod Ty mepiodo TG apytkng
gvaoXoAnomg Tov e To Oépa tng Tomoypagiag, kabwg Kkat TI§ TPWTES
SUTIKEG eMLPPOEG IOV KABOPLOAY TNV EIKATTIKT YPAPT) TOV €KeivN TNV
nepiodo. O TpoHTOG pe Tov 0T0i0 OpyavOVETAL TO TOoTio Tov {Wwypagpov
HoapTupei To oelavikng PAong oxédo Tov, Opws vITapxeL TPOTIHNON OTa
ovvOeTa 0LSETEPA XPWHATA, 1) OTIOLA VTIOVOEL Lict ECWTEPLKT) VTIOGTAOT
NG VANG.”> Dapdiég mveNLEG Kat oot} TEPLYPAUUATA XPTOLLOTIOLOVYTAL
and Tov {wypao yia Tn Stamlaot Twv OyKwy, al\d Kot TNG TPOOTTIKNG
ToV TOTtioV, TO 0T0i0 amokTd Bdbog kot emtineda péoa and Ty Kivnon
Tov xpapatoc. To tomio cupmANpwveTaL amd TOV HOVVTO, OXeSOV
eTUTESOTOMUEVO OVPAVO, IOV CVVTACOETAL [E TOVG YOUWSELG TOVOLG TOV
€PYOV, EVIOXDOVTAG KATA AVTOV TOV TPOTIO TNV AnOTELPA andS00NG EVOG
gviaiov onTikoy oVVOAoU.

Eik. 121. Anpos Mnpagaoas, And ta Kauivia (Xwpid ts Yopas), npiv and 1o 1949.

Fig. 121. Dimos Braessas, From Kaminia (Village of Hydra), before 1949

Eik. 122. navvns Znupoénounos, Torio, éAos Sekaetias 1930.

Fig. 122. Jannis Spyropoulos, Landscape, end of 1930s.

details, but resorting instead to a simplification that does not rule out
descriptiveness. In contrast, Old Athens (1927; fig. 120) by Michael
Axelos is a strongly figurative piece, rendered with bold contours

and with colours that seem to absorb all the warmth of the light. The
neoclassical buildings, conversing with the Acropolis in a perspective
background, determine the composition, implying the artist’s attempt to
link historical spirit and contemporary reality, through a personal idiom
in which the fauvist views of colour have clearly been adopted.

From Kaminia (before 1949; fig. 121) by Dimos Braessas is associated
with modernist perceptions — despite the generally more conservative
nature of his oeuvre. The work depicts the village of Kaminia and the
surrounding vegetation, spread out on the island of Hydra’s rocky terrain.
Braessas emphasises the importance of drawing, to which he remains
loyal especially in the first plane, while at the same time proceeding to a
more abstract rendering of the volumes, especially in the planes further
up. Meanwhile, the artist adopts an impressionist approach to landscape
painting, taking advantage of full colours and dense brushstrokes to
render the brightness of the island landscape, but also the whiteness of
buildings.

One of the early pieces by Jannis Spyropoulos, Landscape (end of 1930s;
fig. 122) comes from the period of the artist’s initial involvement with
landscape themes, as well as with the first Western influences that defined
his style at that time. Underlying the composition is a Cézannesque
drawing, although the preference for composite neutral colours suggests
an essence beyond material reality.”” Wide brushstrokes and clear
contours are used to shape the volumes, but also the perspective of the
landscape, with depth and planes arising from the movement of colour.
The scenery is crowned by a sombre, almost flattened sky, resonating
with the earthly tones, thereby supporting the effect of a coherent visual
whole.
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Eik. 123. Ayyeios B=06wponounos, Torio (Adoos), 1934,

Fig. 123. Angelos Theodoropoulos, Landscape (Forest), 1934.
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To tonio otnv eAlnVIKA XAPAKTIKA

Katd to npwto piod tou 2000 aiwva

2t ZvAAoyn mepthapfdvetal opdda xapakTikay épywv amnd
KaAALTEXVEG TTOV A0XOANONKAV Kat {le TNV Tomoypagia, dlatnpwvTag
OTNV €IKAOTIKT YAWGOA TOVG TO OTOLXEIO TNG TAPACTATIKOTNTAG KAt
€VIOTE CUYXWVEVOVTOG KATAKTHOELG IOV TIOPATIEUTIOVY O VEWTEPLKES
avthyets. Kat og autryv v mepintwon, n XapakTikr @avepovetal
G £€va yovipo medio, oL TEXVIKEG TOV OTOIOV EMUTPETOLY VAt
napaxBobv 1dlaitepeg elkaoTiKéG TOLOTNTEG 0T SLALOPPWOT) KAl TNV
avadelEn tov B¢partog Tov tomiov.

To Tomio (Adoog) (1934- k. 123) Tov Ayyehov Oeodwpomoviov
eivat uhoypagia oe hayto EVMo, oty omoia o xapaktng amodidet
éva 1dlaitepa aTpoOQaALPIKO Kat puoTnpLako meptpailov. O
Oe00wpOTOVAOG ETUTPETEL VAL ELCXWPEL TO PWG ATIO CVYKEKPLUEVA
onpeia, emMOIWKOVTAG GTO £PYO0 Va KVPLAPXOLV Ol GXNUATIONOL TWV
SévTpwy, oL Koppol kat Ta TUKVA QUANWHATA, Ta omoia arodidovTat
He EVTOVEG YPApKEG Xapakels €ToL doTe va amokTovy puBukdTnTa
Kat eEKPPaoTik e&MpeatovioTikr évtaot). To eAAnvikd tomio
amoteAei oLY VN TNYT €UMVELONG Yia Tov O@eodwpomovlo, eival de
Ao TOLG TPWTOVE TIOL AMESWOAV TO VNOLWTIKO Atyaio péca amd

e eploodTepo KuPLoTikny avtidnyn.” Iapakolovbwvtag avtiy
v avtiinyn otnv Evhoypagia tov oe 6pbio EVlo Kvkdaditiko
Tomio pe aveudpvio (Zavtopivyy) (X.X.- €IK. 124), XapakTnpLOTIKY
elval | oxnNUATOMOINOT TWV OYKWY TWV KTIOUATWY, AAAA Kat TV
vnohotmwv Sopkwy ototxeiwy. IlapdAAnAa, n xdpaln emtpénet Tnv
eu@avion 1dlaitepwv wTookLacewy Kat divel T duvatotnTa piag
akopa o Suvapkng enegepyaciag Twv OXNUATOVY Ao TOV XAPAKTH,
EVIOYVOVTAG KAl TNV TOAPACTATIKOTITA LLE TNV OTOla (LETAPEPETAL TO
VNOLWTIKO TEPLPAAAOV.

To Povuehwtiko omiti (1936- ewk. 125) tov lewpytov Mdoxov
avadelkviel To eVOLAPEPOV TOV XAPAKTH YLat TH Ak apXITEKTOVIKT.
H ovykekptpuévn Euhoypagia oe mhayto EOAo avamapayet Tnv
eowTeptkn ABOOTPWTN AVAT Kal Ta OKAHATA TTOV TNV TteptPEAlovy
péoa otnv kabnuepvotnta piog yerrovids. Eexwpilet daitepa

0 TPOTIOG [LE TOV OTIOLO O XAPAKTNG TPAYHATEVETAL TIG ETUHEPOVG
ETUPAVELEG TOV €PYOV, SiVOVTAG EVTAOT) OTO EKPPACTIKO OVVOAO (e
™ Staxeiplon TOIKIAWY TEXVIKWV OKIAOTG, OTIWG TO «OKAYIULO» [Le TO
KaAépt TNG AOOOTPWTNG AVANG, OL pikpEG KAOETEG EVTOVES YPALLHES T)
ot opt{ovTieg o empnkels. H amapaitntn Ppdyvvon tng mpoomnTiknig
Kat 1 aAAoiwon Twv avaloylwv yla TNy anodoon Tov Bépatog
BupiCovy avTidyelg TO00 TNG Adikng TéXVNG 000 Kat TNG KVPLOTIKAG
OTmTIKNAG, SlXWG OUWG VAl XAVETAL ) TAPACTATIKOTNTA TNG OKNVIG.

The landscape in Greek printmaking during

the first half of the 20th century

The Bank of Greece Collection contains a number of prints by

artists who also chose to represent landscapes, retaining an essential
figurativeness in their artistic idiom, but sometimes also incorporating
elements that allude to modernist perceptions. As with painting,
printmaking offers a fertile ground for treating and making the most
of landscape themes, thanks to the effects that can be produced through
its techniques.

Landscape (Forest) (1934; fig. 123),a woodcut by Angelos
Theodoropoulos, is a highly atmospheric image imbued with an aura
of mystery. By letting the light permeate specific areas, the artist gives
prominence to the tree formations, the trunks and the dense foliage,
all rendered with bold linear incisions that create a sense of rhythm
and an expressionist intensity. The Greek landscape was a frequent
source of inspiration for Theodoropoulos, who was among the first to
depict the Aegean island landscape through a more cubist approach.”
This approach is evident in his wood engraving Cycladic landscape
with windmill (Santorini) (n.d.; fig. 124), marked by stylisation both
in the volumes of the buildings and in the other structural elements.
The cutting process accentuates the shading effects and provides an
opportunity for a further and more dynamic elaboration of the shapes,
adding to the vividness with which the island environment is conveyed.
House in Roumeli (1936; fig. 125) by Georgios Moschos is indicative
of the artists interest in popular architecture. This woodcut reproduces
a cobbled yard and the surrounding houses in the daily routine of a
neighbourhood. What stands out in particular is the way in which the
artist handles the different surfaces, giving tension to the expressive
whole through the use of diverse shading techniques, such as the
chiselling in the cobbled yard, small sharp vertical incisions or more
elongated horizontal ones. The necessary foreshortening and the
distortion of proportions are reminiscent of folk art as well as of cubist
perceptions, without however compromising figurative representation.
Tree trunk (1938; fig. 126) by Tassos (Alevizos), depicting a landscape
from his native region of Messinia, is one of the artist’s early works that
provides evidence of his evolving potential. What impresses the viewer
is the rendering of the tree trunks with their plasticity, robustness and
convoluted movement, elements both of a realistic approach and of a
monumental symbolic tone surrounding the theme of the olive tree and
the Greek landscape in general. In addition, the alternation of thin and
thicker lines and the skilful transitions from light to shade enhance the
expressive effect, underscoring Tassos’s masterful technique.
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Eik. 124. Ayyefos ©=06wponounos, KukAabitiko tonio pe aveuduuno (Zaviopivn), x.x.

Fig. 124. Angelos Theodoropoulos, Cycladic landscape with windmill (Santorini), n.d.

Eik. 125. Fedpyios Méoxos, Poupusdictiko oniti, 1936.

Fig. 125. Georgios Moschos, House in Roumeli, 1936.
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O Koppdg (1938- ewx. 126) tov Taooov, Bépa and to peoonviakod Tomio
TNG YEVETELPAG TOV, gival £va amo Ta TPWLHa Epya TOV XApAKTH), OTO
omnoio Stagaivetar n e€ehiocopevn Suvaukn tov. Evtunwon mpokalei
N an6doon Twv KOpHOY TwV dEVTIpWY wg Tpog TN Stayeiplon Twv
OYKWYV, TNG POHAAEOTNTAG KAL TNG OLOTPOPNG OTNV KivN|OT) TOVG,
ototxeia Tov SnAWVoVV TOCO TN PEANLOTIKE OTITIK OGO Kal TOV
pvnpetakd ovppolikd Tovo oe oxéon pe o Bépa Tov dévrpov NG
eALAG Kat To EAANVIKO ToTio yevikotepa. EmmpooDeta, n evallayn
TWV AEMTWOV KAl TAXVTEPWV YPAUUWDY, KaBWG kot ot de§loTexvikeég
HETABAOELG AT TO YWG OTN OKLA, EVIGXVOLY TO EKPPAOTIKO
anotéleopa, voypappifovtag Ty aptia texviki tov Tdooov.
Avrtiotoia, to Tormio pe Sévipa (X.X.- €. 127) tng Bdowg Katpakn
SatvnveTal pe pia TAOVOLA, EKPPACTIKN YADOOW, ELPAV) TOGO amod
TO YEVIKOTEPO €VPOG TNG 0LVOEOTG 000 Kat amtd Ta AEMTOUEPELAKA
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Eik. 126. Taooos A. (AdeBios), Koppids, 1938,

Fig. 126. Tassos A. (Alevizos), Tree trunk, 1938.

Eik. 127. Baow Katpdkn, Torio e 5évipa, xx.

Fig. 127. Vasso Katraki, Landscape with trees, n.d.

Similarly, Landscape with trees (n.d.; fig. 127) by Vasso Katraki draws
on a rich, expressive language, visible in the overall composition and
its individual details. The thick and dense foliage of the trees fills out
the space, leaving few openings for the light in the sky and in the
undergrowth on either side of the large tree. The latter dominates the
space and visually imposes itself, mainly by means of its massive trunk,
rendered with great plasticity.
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Eik. 128. lwavvns Ztivns, H £édagos eni tas nnyds twv uddrwy, nep. 1950.

Fig. 128. loannis Stinis, The deer at the streams of water, c. 1950.

xapaxtnplotika te. Ta maxid kat Tukva guAA@HaTa Twv SEvIpwy
«yepifovv» TOV XWPO TOL £pyov, aprvovtag Aiya avoiypata gwtog
0TOV 0VPavo Kat 0Tn XapunAn PAdotnon g yng ekatépwbev Tov
peyalov dévtpov. To tehevtaio deamolel atov xwpo kat kabopilet
OTITIKA TO €pYO0, KVPIWG e TOV KOPUO TOV, 0 0Toiog amodideTal
oykwdNG Kat pe dtaitepn TAAOTIKOTNTA.

H élagog emti Tag mnyds Twv védtwy (mep. 1950- eik. 128) tov lwavvn
2tivn avamaplotd €va aypoTiKo TOTO Kat TapdAAnAa avamapdayet
™ oKk evog Yalpov and tnv Ilakad Awabnkn, oe éva épyo

7oV LooppoTiel peta& peakiopov kat vevpatikotntag. H oknvn
anodidetat pe kaBapdtnta Kat yaknvn, EekdBapn wg mpog tnv
nepLypa@kotnTd 6. To oxédio avtnig g Evhoypagiag oe TAGyLo
EOMO eivat a6 kat Stawyég, ot OyKoL TwV QUANWHATWY KAt Ot HEYANES
em@aveteg PAaoTNONG amodidovtal loOTOVA KAl [e YPappKkn Xapagn
TIOV QPEPEL WG XAPAKTNPLOTIKO TNG TNV Npeun didpbpwony Tng, evw
KVPIapxo OAWV TWV OTOLXEIWY TTAPAUEVEL TO EVTOVO PWG.

Tnv anmotdMwon piag Hikpng vVoLWTIKNG EKKANGiag Kat Tov
nepIpdAlovtog Tomiov TG emA€yel va @Lhotexvioet o [ldpyog
Behiooapidng atnv Evhoypagia tov oe 6pBlo EVho Amd T Zépigo
(1954- eik. 129). Eexwpilovv n évrovn avtiBeon dompov kat padpov
— OTIOV OL OKOTELVEG ETLPAVELEG LOOOKEAI{OVTAL [E AVTIOTOLXES
eAev0epeg Aevkég PWTEIVEG — KABWE Kat OL APTIEG PWTOOKLATELG.
ISwaitepo evdiagépov mapovotdlet n anddoon Tov ovpavov: o
XAPAKTNG EMAEYEL VA SLAPOPPWOEL AVTOV TOV XWDPO [E EKPPATTIKN
gvtaon, 1 omoia emrvyxavetal pe Suvapikég Staywvieg xapagelg
avtifeTikng kivnong.

Aelotexvikn meptypa@ikotnTa Xapaktnpifet to épyo tov lwpyov
Baphapov Opervé tomio (1959- ewk. 131), o onoio Eexwpilet yia tnv
apdeatpikn amoyn g anddoorg Tov. O BapAdpog avadeikvoet
LE TO €PYO TNV aydmn Tov yla T @Uom- Stabétet vynAr Texvikn
apTLOTNTA Kol eTULNTEL T1) AETITOHEPELAKT] AVATIAPAOTACT) OE
HUKPOYPAPLKT KAIHoKa, OTOLKELQ TTOV EKUETAAAEDETAL GTO EMAKPO
oe avtnv v Euloypagia og TAGyLo EVA0. Evaldayég ewTog kat
OKL4G Staxwpilovv TIG EMPAVELEG KAl TOVG GYKOVG TOV £PYOUV, EVA)

1 PEAMOTIKI| KATAYPAPT EVTELVEL TV OTITIKT aioBnon {wypagikod
oxediov.

To peyddo §évipo (1975-76- ew. 130) Tov Nikov Xat{nkvptakov-
Tkika amotehel ypappkn ofuypagia mov cuvtacoetat péoa
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The deer at the streams of water (c. 1950; fig. 128) by Ioannis Stinis
represents a forest landscape while also reproducing a scene from

the Old Testament, in a woodcut that hovers between realism

and spirituality. The scene, rendered with clarity and serenity, is
straightforward in its descriptiveness. The drawing is simple and
translucent, the volumes of foliage and the large areas of vegetation are
rendered in equal tone and with calmly-articulated linear cuts, while
prominent among elements is the intense light.

In the print From Serifos (1954; fig. 129), Giorgos Velissaridis chose to
portray a small island chapel and its surrounding landscape. What stands
out in this wood engraving is the stark contrast between black and white
— with the dark surfaces balanced out by the corresponding blank bright
white ones — as well as the intricate interplay between light and shade.
Of particular interest is the rendering of the sky: the artist has chosen

Eik. 129. Ndpyos BeAiooapibns, Arid tn Zépipo, 1954,

Fig. 129. Giorgos Velissaridis, From Serifos, 1954.
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Eik. 130. Nikos Xat{nkupidkos-Tkikas, To sydio 6évipo, 1975-76.

Fig. 130. Nikos Hadjikyriakos-Ghika, The big tree, 1975-76.

Eik. 131. Nopyos BapAdapos, Opeiva tonio, 1959.

Fig. 131. Giorgos Varlamos, Mountain landscape, 1959.

Eik. 132. ®dwns Maouxiadns, Audn, 1960.

Fig. 132. Fotis Mastichiadis, Backyard, 1960.
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amnd TNV TPOCWTIKY EKACTIKY YADToA TOL {wypd@ov, pe Bépa

TO TOTO €T0L OTWG TOV anaoXOAnoe kad’ OAn N didpketa TG
EIKAOTIKING TTOPELAG Tov. ZT0 XapakTiko Eexwpilovy ta avatnpd
TEPLypAppaTa, N KUPLOTIKR amddoon TwV HOPPWY Kol Ol EMPPOEG
NG LamVIKNAG {wYpaPIKNG WG TPOG T SLAKOOUNTIKOTNTA KAl THV
emunedomnoinon Twv em@avelwy — atotyeio Tov avadelkvhovtal HEow
TNG AEMTOUEPOVG KAl TTVK VNG, SlapopoToInpuéVNg ava mepintwor,
xapa&ne. To épyo mapovaialel évrovn ovvBetikn doun, e Tov
«@OP0 TOL KEVOD» Vo EMITPEMEL EAAXLOTA HOVO avoiypata wTog.
Agonolovoa kevTpikr| pop@ry amotelei To peyalo §Evtpo, Opwg
oty mapdotaon epgavifovtal kt dAAa yvopipa Oepatikd potifa
tov Xat{nkvptdkov-Tkika, 6Twg mapdBupa, Kapaowtd, kabnuepva
avTikeipeva kat «akavlwtd» guAA@pata mov mepimAékovtal AAAOTE
oe yewpeTtpikn Sdtadn kt dAAote wg AaBupvOwdn ovpmAéypata.
Téog, mepvavtag and to Kadpo otV TOAN, Hia YVOPLUN OY TOV
AOTIKOV TOTHOL TTApOLOLaieTaL 0T ypappkn o§uypagia Tov Pty
Maotixadn AvAs (1960- eik. 132). Aneikoviletat 0 akAALTITOG XWPOG
HETAED TTOAVKATOLKLWY, HE KEVTPLKO HoTifo Tr okala vmnpesiag Tov
€VOG 0IKOGOUNHATOG, 1] OTrola, EALKOELONG Kat EMUAKNG, Oivel TOV
PLOKO TOVO TNG TTEPLOTPOPTG OTNV AVATIAPACTAOT. XAPAKTNPLOTIKO
Tov £€pyov Tov MaoTiytadn eivat n Snpovpyia pedayxoAkng
ATHOCPALPAG KAl EVOG VTTOTOVLKOV, )PEHOV cLVALTONpHATOG o€

Oxéon He TNV Kabnpeptviy OKNVI| TOL ametkovi{eTat, LIOVOWVTAG pa
devtepn avdyvwon Twv Tpaypdtwy Tiow anod T gavopevikn.” Qg
TPOG TNV TEXVIKT TOV, 0 MaoTiXtddng vtootnpifet TNy atpdo@atpa
QUTT), XPOLHOTIOLDVTOG TTUKVEG YPApULKES Xapaels ue evalhayég
otV KatevBuvor| Tovg Kat amoPevyovTag va eppavioet «kabapég»
£0TIEG PWTOG: AP VEL HOVO HOVVTA aVOiyHaTa TTOV EVTEIVOLY TOV
ULOTNPLOKO XAPAKTHpa TOV €pyou.
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to shape this space with expressive intensity, achieved with dynamic
diagonal incisions moving in opposite directions.

Skilful descriptiveness characterises Mountain landscape (1959;

fig. 131), a woodcut by Giorgos Varlamos, which stands out for its
amphitheatric view. Highlighting his love for nature and drawing on his
sound technique, Varlamos seeks to produce a detailed representation
on a miniature scale, elements that he exploits to the fullest in this work.
Alternations of light and shade separate the surfaces and volumes, while
the realistic recording intensifies the impression of a painterly sketch.
The big tree (1975-76; fig. 130) by Nikos Hadjikyriakos-Ghika is an
etching and aquatint composed in the artists personal idiom. Its theme
is the landscape in the manner in which it preoccupied him throughout
his career. Strict contours, a cubist rendering of shapes and the influence
of Japanese painting in terms of decorativeness and the flattening of
surfaces are elements that emerge through the detailed, dense and, in
each case different, etching. The compositional structure is strong, with
a horror vacui that allows just a few openings for light to seep through.
The large tree is the dominant central figure, but other familiar motifs
of Hadjikyriakos-Ghika are also present, such as windows, trellises,
everyday objects and the spiky leaves entwined at times in geometric
arrangements and at other times in labyrinthine clusters.

Finally, moving on from the countryside to the city, Fotis Mastichiadis
offers a familiar view of an urban environment in Backyard (1960;

fig. 132). This eau-forte depicts the space left unbuilt behind adjacent
apartment buildings, with the tall and spiralling service staircase, at
centre, giving a rhythmic tone of rotation to the representation. Typical
of Mastichiadis's oeuvre is a melancholic atmosphere and a mild, calm
feeling in relation to the daily scene depicted, implying a second reading,
behind the apparent. ™ As regards his technique, Mastichiadis enhances
this atmosphere by using dense linear incisions alternating in direction
and by omitting the depiction of “clear” sources of light: he leaves room
for only dull openings of light which intensify the mystic air.



Eik. 133. £nupos Baaifsiou, ABrva, 1978.

Fig. 133. Spyros Vassiliou, Athens, 1978.

Nées ekdoxés tou toniou

oto 6eutepo pio6 tou 2000 aiwva

Ao tn dekaetia Tov 1950 kat peTd, ) EAANVIKT ToTOYpagio amotehel
Oepatixn mov e§elicoetan and KaAATéX Ve oL omoiot wg eTti To TAeioTOV
eppaviCovtat otoi akoAovbot Tov eidovg. AkOpa Kat yia auTovg Tov
evotepvilovtat Suvapkotepa T Y\ooo TG agaipeong — 1 onoia

oo Ta TéAN TG Sekaetiag kat petd yvwpilet peyakvtepn amodoxr

otnV eAANVIKT TEXVN — 1 ToToypagia anotehei éva evolapépov medio
ek@paoTikng SokipnG. Exei, To pealioTikd meptypagikd ototyeio
VTTOXWPEL KAl TO TOTIO ETIXELPEITAL VA TTPOCGSIOPLOTEL ATIO XAPAKTNPLOTIKA
OnwG To Xpwpa avtd kabeavto, o pududs, n Kivnor, oL GXNUATOTOLOELG
KOl 1] EKQPAOTIKY] ECWTEPIKOTNTA TN agaipeonc. IIEpav TovTov,
euPANpaTiKég TPOoWTKOTITES TNG EANAVIKNG (WYPAPIKG, OTIWG
napadeiypatog xaptv o Iavayiwtng Tétong, kataypdpovtat oTnv
LoTopiat TNG VEOEANVIKIG TEXVNG WG STHLLOVPYOIL pLag SIKNG TOVG
TPWTOTUTING EIKAOTIKIG «VUTTOYPAPTIG» O OXEOT) LLE TV TOTILOYpaPiaL.
A6 ) Sekaetia Tov 1980 kat e&ne, padi pe Ty emotpo@n piag véag
TAPACTATIKOTNTAG TNV eEAAViKn {wypa@ikr, Tapatnpeitat Kot pio véa
oTpo@r| evilagépovtog Tpog TNy tomoypagia. ITapadootakoi aAla kat
véolL ipoPAnpatiopoi gaivetatl va anacxolovv TAE0V TOuG dNULOVPYOUG:
TO TOTIO TNG PUONG eppaviletat wg pio Oepatikr vooTakykng
napatipnong 1 epParAovTikng avnovyiag, Ve 1 TOAN Tapapével To
OKINVIKO TIOV KATAYPAPETAL TTAVTOTE AMd TOUG KAAMTEYVEG [e OKOTIO Vot
Prwbei 0 TapoG TG EKACTOTE CVYXPOVIG TIPAYHATIKOTNTAG.

Zra xvapta g Aeyopevng Feviag Tov "30, ekgpaoTng evog 1dtoTumon
€PYOL 0TO TAAIGLO TOV EAANVOKEVTPIKOD LLOVTEPVIOUOV, 0 VP0G
Baotkeiov avéntule kupiwg pia Oepatoloyia Tov avadetkviel TG «UKPEG
OTIYHEG» TNG VEOEAANVIKIG KaONUepvOTNTAG e YAWOOA TAPACTATIKT),
Apikr Stabeon kat mhovaoto xpwpa. Mépog avtrig Tng Oepatoloyiag
anoté\eoav ot anetkovioelg tng ABrvag, Tig onoieg 0 Baotkeiov Eexivioe
amo T dekaetia Tov 1920, amoTLIOVOVTAG TIG AAAAYEG TOV «TTPOCMTIOV
NG OANG» e €pya mov £potalay va mailovv Tov poro evog idiaitepov
XPOVOYPAPHUATOG. AVO amd avTEG TiG ekdOXEG 0TO £py0 TOV XZTVPOL
Baotkeiov Stabéter n ZuAloyn g Tpdmnelog, Toug mivakeg IToAiTeio
(1965- e1k. 134) kaw AOrva (1978 ewk. 133). H ITohiteior apBpwvetan wg
éva TpinTuyo €pyo, oo onoio N ABNva eppavifetat avayvwpioun anod ta
Tomoonpd G — Stakpivovtat ot aTvdot Tov Ohvpmiov Aldg, To Zamnelo,
To pwnVv gpyootacto PIE - kat o€ pia cVyypovn kataypagr| Tne. Me
Wiwpa mepypagiko, aAAd Kat agatpeTiko wg Tpog TNy anddoot) Twv
Hoppwv, 0 Baotheiov petagépet Tov maApd tng moAng pe pealiopo kat
HKPOYPa@LKT) S1A0e0T), ETA OTIG XPWHATIKEG ATTOXPWOELG KAl TO PG
HLag TIPOXWPNUEVNG amoyevpativg wpag. H mokn mapovotaletat Sixwg

New strands of landscape art

in the second half of the 20th century

From the 1950s onwards, Greek landscape art has continued to evolve,
driven by artists devoted, for the most part, to this theme. Even those
who are more strongly inclined to abstraction — which from the late
1950s onwards gained broader acceptance in the Greek art scene -
landscape art was an interesting field for experimentation. Realistic
descriptiveness now gives way to attempts to define the landscape
through colour, rhythm, movement, stylisation and the inward
expressiveness of abstraction. In addition, iconic figures in Greek
painting, like Panayiotis Tetsis, left their own original and personal
signature on Greek landscape art. From the 1980s onwards, together with
the comeback of figurativeness in Greek painting, the landscape became
a subject of renewed interest. Traditional as well as novel avenues are
explored by the artists: the natural landscape is approached as a theme
for nostalgic contemplation or environmental concern, while the city
remains a setting for recording the pulse of contemporary reality.
Following in the footsteps of the so-called Generation of the Thirties,
Spyros Vassiliou produced a singular oeuvre within the framework

of Greek Modernism. He worked mainly on themes that highlighted
“small moments” of modern Greek everydayness, using a vivid language,
a lyrical style and rich colour. As part of this thematic repertoire, he
painted several views of Athens from the 1920s onwards, which chronicle
the changing face of the Greek capital. Two of these views are in the Bank
of Greece Collection: City (1965; fig. 134) and Athens (1978; fig. 133).

In the former, structured as a triptych, Athens is easily recognisable
from its landmarks — the Temple of Olympian Zeus, the Zappeion

Hall and the Fix brewery can be made out — in a contemporary setting.
With a descriptive, yet abstractive vocabulary in the rendering of forms,
Vassiliou conveys the pulse of the city in a realistic and miniaturist
approach, amid the hues of the twilight hour. The city is depicted without
its people, densely built, as night is about to fall, as suggested by the
silvery band of the lights at the foot of Mount Hymettus. In Athens, by
contrast, a lyrical and atmospheric mood prevails. In this tondo, the
artist offers a view of an Athenian neighbourhood, presented like a stage
set. Here, the composition seems to be organised in the reverse manner:
the centre of the canvas showcases the everyday life of inhabitants in a
district of Athens where the neoclassical past of the city still survives,
while in the background, a chaotic contemporary version of the city is
expanding beyond control. This painting features several of Vassiliou's
favourite motifs, such as neoclassical balconies with their intricate
griffin-shaped and ornate railings, pendant lamps and glimpses of house
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Eik. 134. znupos Baaoifsiou, MoAitsia, 1965.

Fig. 134. Spyros Vassiliou, City, 1965.
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TouG avBpwmovg TG, ahkd Tukvodopnpévn, £Toln va mdpet Tn Ppadivi
NG Oy, OTIWG HapTupei 1) aonuévia Awpida amd ata oTovg Tpomodeg
Tov Yunttoo.

Zmv Abrva, avtifeta, kopiapyn eivar n Avpikn kat aTpoo@atptk
Siabeon tov (wypdgov, kabwg amodidet o éva petahio éva gidog
OKNVOYPAPLKNG TIPOTEYYLoNG piag abnvaikng yerroviag. ESw ot opot
NG oUVOEONG HOLALOVY VAt «aVTIOTPEPOVTAL: 0TIV KEVTPIKT) TIEPLOXT|
Tov ¢pyov EedimwveTal 1) kabnuepvoTNTa TWV KaToikWV TNG TTOANG O€
LLLQL TIEPLOXT| TIOV TO VEOKAAOIKO TtapeABOV TG mpwTebovoag emiPiivet,
evw oe devTepo emimedo 1 XaoTikn cOyxpovn ekdoxr| TG avantvooetat
aveféheykta. Xapaktnprotikd potia g {wypagukng tov Baoiheiov,
OMWG Ta VEOKAAOIKA HITAAKOVIQL, OL AETITOHEPELEG TWV HETAAAKWY
KIYKASWHATWY TOVG e ypUTeg Kat SLaKOOUNTIKA, Ot AAUTTEG Kat Tal
AVTIKEIUEVA ATIO TO ECWTEPIKO OTITLDY, AVATIAPAYOVTAL Kt €, EVD O
id10¢ 0 kaAAITEX VNG avToNposwTOYpageital, LOdexOUeVOG Tov Deatr)
0TO £pY0 AUTO ATO TO (ILOAVOLYTO TTapdbvpo TOL TPWTOL VEOKAAGIKOD
OLKNATOG.

Ovyeig g ABnvag mapovotalovrtat kat péoa and To LAITEPO EIKATIKO
Wiwpa Tov Havaywwtn Téton otovg mivakeg Tomio 1176 ABHvag (1960-
elk. 135) kat Apdnt7og (1960- ewk. 136). [IpooekTIKOG TapatnpnTrg

Tov eAAnvikov tomiov, o Tétong mapovatalet £va ¢pyo 6mOV TO PG
pmaivel péoa oo xpwpa kat kabopilet t Sopn g ovvOeong wg
AVATOOTIAGTO GLOTATIKO TOV. AUTO £)EL, LIE TT) GELPA TOV, ATOTEAETHLA VAl
dnuovpyodvTal Suvatég XPWUATIKEG YKALEG IOV YEVVODY €K VEOL QWG
{éoa ooV xwpo. Ztov ApdnTTo, 10 Sopnuévo mepiPailov oxnuartiletat
HEOQ OO YEWHETPIKA OXHLATO KAl EVTOVEG XPWHATIKEG ETUPAVELEG,

og ovvopuhia Le To YUOLKO ToTiO TTOV «TtapepPaivery Héoa GTOV XWPO.
2o Tomio TG ABRVaG, XapakTnploTIKO TNG TUKVHG YEWHETPIKNG
SLapopPwong amotehovV T Youwdn XpWHATA TTOV TAPATEUTOVY dHETAL
0TI VEOKAAOIKT) apXITEKTOVIKT HéPOVG TNG TOANG. Kat T dvo épya
eivat evOelkTikd TG (wypagikng Téxvng Tov Téton, Tov agopouwvet
oTolyeia Tov MovTepviopol kat TG Agaipeong, dixwg Opwe va xdvet
TNV TAPACTATIKOTNTA TNG, KaBWE Kat TNG aydmng Tov yla T eEAAnviko
Tomio, To omoio anodidet e Tétota ehevOepia kat {wvTdvia xpwpaTog Kat
PWTOG, TTOL CLYKLVOUV Kol £YEipOLY T PLopatiky pvipn kabe tomov.
AapPavovtag wg évavopia TiG emokéYel Tov 6To vnoi g Yopag”™ kat
TO £VLAPEPOV TOV YLAL TO VI|OLWTIKO TOTIO Kol TIG SpaoTnpLOTNTEG TOV, O
[Tapic Tpéxag dnptovpyei to €épyo Havid kaikiwy (1962- ei. 137),

{e TTAOTYO T1| YEWUETPIKT APAUPETIKT YAWOOA KA TNV EKPPATTIKT
Shvapr TG va LITIOVOEL XAPAKTNPLOTIKA KAl APTYHOELG HEGQ AT T
AtotTd ™G, Ot emavadapPavopeveg Aevkég emPAVeLEG TOV EPYOUV

— TIOV TIAPATTEWUTIOVV OTITIKA O€ AVOLKTA TTAVIA — SOUOVV TO YEWUETPIKO
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Eik. 135. Navayidns Téwons, Torio tns ABrvas, 1960.

Fig. 135. Panayiotis Tetsis, Athens landscape, 1960.

Eik. 136. Mavayidtns Téwons, Apdntios, 1960.

Fig. 136. Panayiotis Tetsis, Ardettus, 1960.

interiors. The artist has even worked a small self-portrait of himself into
the painting, welcoming the viewer through an open French window on
the first floor of the neoclassical building.

Views of Athens are also featured in Athens landscape (1960; fig. 135)
and Ardettus (1960; fig. 136) by Panayiotis Tetsis, through his unique
visual idiom. A keen observer of the Greek landscape, Tetsis presents

an oeuvre where light blends into and becomes an integral part of
colour, determining the structure of the composition. This, in turn,
creates strong chromatic arrays which regenerate light into the space. In
Ardettus, the built environment is shaped through geometric patterns
and bright colour surfaces, in a dialogue with the natural landscape
which “intrudes” into the space. In Athens landscape, the dense
geometric arrangement is marked by earth colours that directly allude
to the neoclassical architecture found in some parts of Athens. Both
paintings are indicative of Tetsis’s art, which assimilates elements from
Modernism and Abstraction without abandoning figurativeness, as well
as of his love for the Greek landscape, rendered with a freedom and
vibrancy of colour and light that arouses emotions and the memory of
personal experience from each place.

Inspired by his repeated visits to Hydra’ and driven by his interest in
island landscape and activities, Paris Prekas painted Sails (1962; fig. 137),
relying on the expressiveness of geometric abstraction and its potential
to suggest features and narratives through its austerity. The recurrent
white surfaces on the canvas — which visually allude to open sails -
define the geometric setup and provide a key to the theme. The image of
sailboats and the island landscape are implied by the few earth-coloured
shapes on the lower part of the composition, serving as a pedestal from
which the sails rise up. A sense of balance and order is achieved through
the repetition of the white motif, which also gives the impression of a
relief, thereby pointing to Prekass involvement with architectural and
sculptural design. This quasi-relief quality alongside the large size of

the abstract compositions endow the painting with a monumental and
symbolic character, which leads the mind away from a visual perception
of the subject itself towards seafarers, life at sea or the island landscape, as

%é“!r ke Faic
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Eik. 137. Napis Npékas, Navid kaikichv, 1962.

Fig. 137. Paris Prekas, Sails, 1962.
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nepPaAlov Tov kat vonpatodotody to Oépa. Tnv elkova Twv KoKy

KOl TO V|OLWTIKO TOTO GUVEipoLY Ta Ayootd youwdn oxipata 6to
K&t PEPOG TNG oVVBeDNG, TOL AettovpyovY cav Pacn Tdvw TNV omnoia
otnpiletat o oxedlaopog Twv wtiwv. Iooppomia kat Tdén emrvyxdvovtat
Héoa amd TNy emavaAnyn Tov Aevkov potiPov, To omoio Sivet ka ia
aioBnon avayhd@ov, mapaméumovTag Katd avtdv TOV TPOTO 0T 0XE0T
Tov Ipéka pe TOV apxITeKTOVIKO Kol YAtk oxedtaopd. H aicBnon

au T, KaBwg Kat To Heyalo péyedog Twv apaipeTikwy cuvhéoewy,
npoadidovy 0To €pyo £vav pvnpetakd uUBoAKO XapakThpa, Tov
QTOHAKPVVEL ATIO TNV OTITIKT AVTIAIYT TOL avVTIKELEVOL Kabeavtd
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Eik. 138. Napyos Maupoidns, Yopa, 1961.

Fig. 138. Yorgos Mavroidis, Hydra, 1961.

these are mirrored in the plain white colour and the reflection

of light on it.

Strong, expressive colour is also the key to the painting Hydra (1961;
fig. 138) by Yorgos Mavroidis. Warm red and earth colours with a
patch of white delineate the spaces and buildings of the island in an
abstractive fashion, as if we were looking at a reflection of their real

Kol TpOocavatoliCel T okEYN 0TI I8€EC TNG VALTOOVVNG, TNG
Bokaoowvg (wig Kat TOL VIIOLWTIKOD TOTIOV, £TAL OTIWG (TOPOLY Va
aVTIKATOTTPICOVTAL ATTO TO ATEPLTTO AEVKO XPOHA KAL TNV AVTAVAKAAO
TOV QWTOG TIAVW TOV.

To évtovo, ekgpaoTikd Xpwpa anotelel TOv 081 yod oL el0AYEL TOV
Oeatn) kat o0 épyo Tov Tidpyov Mavpoidn Ydpa (1961- ewk. 138)- Oeppa
KOKKIva Kat youwdn xpwpata oe cuvdvacpo pe to Aevko dtaypdgouy
APALPETIKA TOVG XWPOLG KAL TOL OLKT)LATA TOV VIOLWTIKOD TOTHOL Kal
HeTagEpovy aTov Deatr| éva el00G «avTAVAKAAONG» TNG EIKOVAG TOVG.
KaBwg xavetal n peakioTikn anotdnwon twv Sopwy, evuvapwvetat
AKOT TIEPLOGOTEPO 1) VA TNOT) TOL XAPAKTAPA KAl TNG ATHOOQALPAG

TOV TOTOV, Héoa amod ToV pLOUO Kat TNV Kivion TNG XPWHATIKNG TAAETAG.

Opotag Suvapukng epgavifovtat kat oL EKPPAoTIKES avalTNOELS TNG
Kovlag Mapaykonovlov ato épyo H T(iax (1971-76- ewk. 140): edcw,
0 Sopnévog xwpog mapovaotaletat emmeSomomuévog Kat Tukvd
SapBpwEVOG, e TO XPOA VA OPYAVWDVEL TOCO TI| YEWHETPIKT
apxLTeKToVIKT ovvheon 000 Kat Ta oTotxeia TnG OoNG oL euPolua

image. As the realistic representation of the structures gradually gives
way, the exploration of the character and atmosphere of the landscape
grows in intensity, through the rhythm and movement of the colour
palette. Similar dynamics are evident in the stylistic quests of Koula
Marangopoulou in her work Tzia (1971-76; fig. 140). Here, the built
environment is depicted in a flattened manner, tightly articulated, with
colour organising both the geometric architectural composition and
the patches of natural landscape inserted into the scene. Colour plays
a further, functional role: bright and dynamically rendered in visible
brushstrokes, it reveals the artist’s expressionist aspiration to arouse
emotions in the viewer.

In Red tree (n.d.; fig. 139) and Impressions (n.d.; fig. 141) by Lambros
Orfanos, we witness the artist’s gradual liberation from carefully designed

Eik. 139. Adunpos Opgavés, Kokkivo S€vipo, xX.

Fig. 139. Lambros Orfanos, Red tree, n.d.
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Eik. 140. KouAa Mapaykonodiou, H Tga, 1971-76.

Fig. 140. Koula Marangopoulou, Tzia, 1971-76.

Eik. 141. Adunpos Oppavos, Eviunaosis, X.X.

Fig. 141. Lambros Orfanos, Impressions, n.d.




elogpyovtal on oknvi). To xpapa €xet akopn évav «Aettovpytkd» polo
OTO GUYKEKPIUEVO £pY0, KaBWG EvTovo Kat Suvapikd dlaypapopievo, (e
opatég mvelés, pavepwvel TNy e&npeatoviotikn Stabeon g (wypdagov
va eyeipet ovvalocOnpata péoa and Ty anoTvNwWor| Tov.

Ta é¢pya Tov Adpmpov Opgavod Kokkivo §évtpo (x.x. - etk. 139) ko
Evrunwoeig (x.x. - €. 141) petagépovy otov Oeatr) tn otadiamn
amodéopevor Tov {wypdov and Ty TPooEKTIKE oXeSLATHEVT POpHQ,
OMwG StagaiveTal and TovG o eEAevBEPOVS XPWHATIKOVG CXNUATIOHOVS
TV ToTtiWV. ZTNV Tepintwon tov £pyov Tov Oppavod, ) emthoyn g
APAPETT|G PEPVEL GTO TIPOOKNVLO TIG avalnThoeLs Tov (wypagov yia
Vv anddoorn evog TOTOV TEPLOGOTEPOV ATHOTPALPLKOD Kol AVPLKOV,
TIOV ATTOKTAL VOTLLAL KALL ETILTPETIEL TIPOCWTILKEG EPUNVELEG HETA ATIO TN
puotnprakn aiodnon mov amomnvéel, kabwg kat amo T petaPAnToTnTa
Tov pLOUOD Kat TV VTOKEIUEVIKT ATOG00T) TWV XPWUATWY.
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forms, as suggested by the freer colour treatment of the landscapes. By
opting for abstraction, the painter can focus on his quest for a more
atmospheric and lyrical landscape, which acquires meaning and allows
for personal readings through the mystic aura that it exudes, as well as
through a volatile rhythm and a subjective rendering of colours.
Relief-like and unassuming, with descriptive and expressive power,
colour determines the design and enhances the expressionist vocabulary
of Koula Bekiari, as evidenced in her works Autumn (1950s; fig. 142)
and Paysage - Umbrellas on the beach (1956; fig. 143). Bekiari does not
totally forgo the essentials of form - as clearly discernible in Autumn,
where the forms of the trees are suggested schematically and highlighted

Eik. 142. KouAa Mnekiapn, @6ivénwpo, dexagtia tou 1950.

Fig. 142. Koula Bekiari, Autumn, 1950s.

«E€epyo» kat avemtndevTto, mepLypagikd Kat EKPPACTIKE ONHAIVOV, TO

xpwpa kaBopilet Tov oxedlaopo kat evOuVapVeL TV eEMPEGLOVIOTIKT
ypaer| g Kovhag Mmekidpn, Omwg gaivetat Kat oo ta épya TG
DOwonwpo (Sekaetia 1950 - eik. 142) kau Paysage - Oumnpédes oty akth
(1956- ek. 143). H Mnekidpn Sev eykataleinet evieAd TO TPOTUTIO TNG
(QOPUAC OTNV ATOTVUTIWOT TWV HOPPWV TNG — OTWG YIVETAL EUPAVEG OTO
DOwomwpo, 6TV OL POPLEG TWV FEVTPWYV EXOVV OXNUaATIK BAon Kot
avadetkvoovTat amod Tig eVAAAAYEG TWV KAPE Kal KITPIVWY XpOUATIOU®DY,
aM\d kat 0TI Opmpéreg oY akTH, £pY0 GTO OTIOIO TAL XPWHATAL KAt
TIAAL VTTOVOOVV TOV OXNHATIONO TWV AVTIKEIUEVWY Kat TV eAedepwy
LOPPWY TOL VEPOD Kat Tov TeptBAAAOVTOG ToTtioL. ZTa €pya TNG
Mrekiapn, Opwg, taitepn onuacia anoktd TpwtioTwg n aneAevdépwon

Eik. 143. KouAa Mnekiapn, Paysage - Ounpénes otnv aktn, 1956.

Fig. 143. Koula Bekiari, Paysage - Umbrellas on the beach, 1956.

by alternating brown and yellow tones, or in Umbrellas on the beach,
where colours once again suggest the shapes of the objects and the free
forms of the water and the surroundings. However, the artist seems to be
primarily interested in unleashing thoughts and emotions through her
expressionist idiom.”® The impression of a given day or season, as well as
of a space with its environmental conditions and the objects it contains,
is left to the suggestive potential of her colour palette, which seizes the
eye and elicits a different response from each viewer.
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oKéYEV Kat ouVaUSONpATWY pEca amod To e&mpeatovioTikd Wiwpa Tov
eMAEYEL’® 1] EVIUTIWOT] [LLAG HEPAG T} LLAG ETTOXTG, TOV XWPOV KAl TWV
TepPAANOVTIKOV CLVONKWOY TOV, KAl TWV AVTIKEILEVWY TTOV oAV TWVTOL
0€ AUTOV, VTTOKELTAL TV VTTOPANTIKT SUVALKT] THG XPWHATIKAG TNG
nakétag, mov SuvapuriCet To PAéppa kat emkaleitat To Eexwploto Popa
Kd&Oe Oeatry.

O youévog mapadeioog (1960- eik. 144) tng Zehéot IToAvxpoviadn
amOTEAEL XAPAKTNPLOTIKO TTapddetypLa €pyov, 6To omoio o {wypaikog

190

Eik. 144. reftot NoAuxpoviadn, O xauévos napddeicos, 1960.

Fig. 144. Celeste Polychroniadi, Paradise lost, 1960.

Paradise lost (1960; fig. 144) by Celeste Polychroniadi is a typical
example of art in which the painterly locus is guided both by the artist’s
rationale and by the viewer’s freedom of interpretation at a purely

TOMOG 0dNYeiTaL TOOO Ao TN OKEYT TOV KAAAITEXVI] OG0 Kat amod Ty
eAevOepia eppnveiag Tov Oeatn oe apyws cupBoAiko eminedo. Amo to
1945 kau petd, oto £pyo NG IToAvypoviddn, 0To mAaiolo evog 1IdLOTLTOL
«aQnpNUéEVOL» Zovpeallopol, EMKEPOLYVTAL ) VTTEPBAOT) TOV OPATOD
KOOUOV Kal 1) HeTaPaomn o€ £vav avTioToLXo LIEPPATIKO, 0 OTOI0G

Sev kabopiletar and v alAnlovyia mpaypatik@y ovpBdvtwy, alld
eMTPEMEL TOANATAEG AVAY VWTELG [ETA ATtd GUUPOALKES AVAPOPES Kat
alnyopieg. H TTohvypoviadn Stepevvnoe pe tn wypagikr TG tTnv
ant6d00T1 aVTOL TOL eEAeVOEPOL GVUTIAVTOG, TTOV YLt TNV eEEIKOVION TNG
KOOHOAOYi0G TOV, akOpa Kat OTIG TIO apnpnHéves ouvBéaelg, i) guon

Oa émpeme va anotedel Ty agetnpia.”’ Xtnv agnpnuévn ovvbeon g,
gva ovpmay avtifeTikav puOpwy kat AAANAOGLUTANPOVHEVWY OYKWV
TpoP el WG TO TOTIO £VOG XAUEVOL TIaPadeioo, EVOG TOTIOV Avapopis
APXETLTIKWY GUUBOAWV aTtd TIG amapyEG TG avOpwTOTNTAG, 0 OTOI0G
propei va mapovotaletal @IAOEEVOG GTOVG LTTAVLYHODG TAVTOXPOVA TNG
TPAYHATIKOTNTAG KAl TOV OVELPLKOD pobov.

Tn petaPaon and to Tomio 0TOV TOTO — VAKO, TVEVHATIKO, CUUBONIKO —
HEOW TNG aPaipeong eMIXeLpel e TNV EIKAOTIKY ypa@r) Tov kat o liavvng

symbolic level. From 1945 onwards, Polychroniadis output, in a personal
version of “abstract” Surrealism, attempts to go beyond the visible world
towards a transcendent one, not determined by the sequence of actual
facts and allowing for multiple readings through symbolic references
and allegories. In her oeuvre, the artist explored ways to convey this

free universe and its cosmology, which, even in the most abstract
compositions, can only be brought to life by using nature as a starting
point.”” In this abstract composition, a universe of conflicting rhythms
and complementary volumes emerges as the landscape of a lost paradise,
a topos of archetypal symbols from the dawn of mankind, which can play
host to hints at both reality and dreamlike myth.

This transition from landscape to locus — whether material, spiritual or
symbolic — through abstraction is also attempted by Yiannis Adamakos
in his own visual language. This is exemplified in Ochre landscape (2008;

Eik. 145. Mavvns Adapdakos, Torio os wxpa, 2008.

Fig. 145. Yiannis Adamakos, Ochre landscape, 2008.




Adapaxog. Xapaktnplotikd épyo tov To Torio o wypa (2008- eik. 145),
TO OTI0(0 SLALOPPWVETAL WG [LiCt VITAUVIKTIKT] «TOTIOYPAPIO» LLE OVELPLKT|
ATUOGPALPA, OTIOL 0 KAAAITEXVNG eMSLdKeL va emavanpoodiopioet

™ oxéon xwpov kat PAéppatoc. Ia tov Adapdako, onpaoia anoktd n
TPOCEYYLOT TNG TPAYHATIKOTNTAG HEOQ ATO TO LTTOKEIUEVIKO PAEppaL,
fe okomo T avadvomn tov ovvatsHnpatoc. Onwg yevikotepa aTo €pyo
Tov, £T0L kat 071 6UVOeon TG ZLANOYIG, Ol PWTELVOL Kat Ol OKOTELVOL
TOVOL, 1] EVOANAYT| 0TI XPWHATIKEG EVTACELG 1) OL LOVOXPWLLES, 1]
aAMNAEVOETN OXE0T PWTOG KA OKLAG ELOGYOLY O€ £vay LOLAiTEPO VAIKO
Kal oLvaonpatiko xwpo-tomio, 0 omoiog dtepevva TV anodéopevon
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Eik. 146. Ndopyos Zadtagpépos, Epyo No3, 2011.

Fig. 146. Giorgos Saltaferos, Work No3,2011.

fig. 145), articulated as a suggestive “landscape painting” in a dreamlike
atmosphere, where the artist seeks to redefine the relationship between
space and gaze. For Adamakos, what matters is an approach to reality
through a subjective gaze, in an aim to bring emotions to the surface.
In his oeuvre as a whole, just as in this composition belonging to the
Collection, bright and dark tones, alternating colour intensities or

aTtO TOV ANTO KOO0 Kat TNV €l0080 € pia elaoTikn avalitnon pe
TIVEVHATIKEG 1) KO Kat DTIAPELOKES TPOEKTATELG.

2to idto mvevpa, to Epyo No3 (2011- ewk. 146) tov [iwpyov Zaktagépov,
TapOTL EEKIVA AT TNV KATAYpagT] (ag peaNOTIKNG OYNG TOL XWPOL
Kol ToL epBAANOVTOG, AUETT AVATAPACTATIKAG, KATEXEL TAVTOXPOVA
NV eKQpacTiky Suvapikn TG A@aipeong, n omoia divet TPOTEPAUOTNTA
070 Ae§IAOYL0 TV ECWTEPIKWY OTOLXEIWY TOV £pyov. AvTiOETEIS pwTOG
KAt OKLAG KAt eVAANAYEG TOVIKOTITAG TWV XPWUATWY KVPLAPXOUV

Kot yapaktnpifovv tn ohvOeon tov €pyov, i omoia, HOAOVOTL éXel
apXITEKTOVIKT dopr), TNV it oTyur) T «xavew, kabwg Ta avTikeipeva
e§abAdvovTaL kat petatpénovtat oe {wypa@kong TOMTIKOVG XWPOLG
TIOV UTLAPYOVV O PETAPVOLKT] OLWTIH).

[apaAAnha pe T YA\wooa tng Agaipeong kat tn Stadpopn

TV ECWTEPIKWY AVl THOEWY TNG, OTI CUYXPOVI] ELKACTIKI
TPAYUATIKOTNTA OELPA KAANTEX VAV ELUEVEL GTV TTAPAOTATIKOTNTA,
enavampoodlopilovtag TNy amekovion TG ENNVIKNG GUOTG Kat TOV
AOTIKOV TOTHOV HECA ATTO VEEG TIPOOAAPAVOVOEG KAl KAVOUPYLES
TEPLYPAPLKEG TTPOOEYYIOELS. AV Kat TavToTE oLVedepéveg — o€
KpOTEPO 1) HeyavTepo Pabpo — pe Ty Kataypagr| TG antrg
TPAYHATIKOTNTAG, OL AVATIAPACTACELG AVTEG SeV oTEPOVVTAL TTAPAAANAWY
avadntnogwy mov 08nyovv TOANES PopEg o€ GUHPOAKOVG, aAAyopLKohg
1) Kat vTap&Lakovg TpoPANUATIoHOVG.

To Tomio (2009- ewk. 147) g Eiprivng HAtomovlov napaméumnet otny
ATEKOVIOT| £VOG 8AT0VG VK VNG PAAGTNONG, e TOV GUTIKO KOOUO va
KaAUTITEL KAOE KEVO Kat va a@rjveL EAAXLOTO XWPO YLa TO WG KAl TO
vdatvo «E€pwto» oo PaBog Tov. IIpayHaTIKOG XWPOG KAt OVELPIKT|
KATAOKELT) GUUTAEOLY KAl TIEPUTAEKOVTAL GTT) VONHATOSOTNOT| TOL
¢pyov, emtpémovtag elevbepia oty eppnveia kat Tpog T katevBvvon
Tv by kat aAAnyoplwv ov oxetifovtal pe T QOO — £T0L OTWG
TIPOEKVTITE LOTOPIKA Kat 0N {wypagukr) Tov Popavtiopoo 1 tov
ZvpPoAiopon — kat vTIovowvTag kabe popd Ty evdexopevn Aettovpyia
TOV TOTOL WG AvolKTHS 0vpag el6ddoL 1} Stauyng amd TOV KOGO.

Tn popavtikr vootalyia evog xapévov mapadeiocov, alld kat Ty
adtapoPnnTn agia Tng opop@Lag evog avbevtikov eEAnvikov tomiov,
avadelkvoet to épyo g Mapiag Dihomovdov Oddacoa (2013 eix. 149).
Ipdifovta xpapata kat atpoo@atptkod meptBaAlov dnuovpyody évraon
Kot puOpod otny Tomoypagia tng, n onoia ayyilet TavTOXPOVA TN NOYIKT
Kat To ouvaiocOnua. To £pyo TG emSIWKeL VoL KATAYPAYEL TO «TWPA»,

TN HeTaPANTOTNTA TG XPOVIKNG OTLYUNG: TapdAAnAa, emtixelpel va
QUHOAWTIOEL TNV OLKEIX AVAVTOT) TOV TOTOL GTOV {WYPAPIKO KauPd,
KAl [LE TNV ATELKOVIOT] AVTI) VoL «TTAYWOED XPOVO KAl XWPO, EL0AYOVTOG
overpa kat embupieg TOv yevviovvTat 0Tn okéyn Tov Beartr.

monochromes, the inextricable relation of light and shade all immerse
the viewer into a peculiar material and emotional space-landscape,
which explores the detachment from the shackles of the tangible world
and the adoption of an artistic quest along spiritual or even existential
paths.

In the same vein, Work No 3 (2011; fig. 146) by Giorgos Saltaferos,
although starting out as a depiction of a realistic, outright
representational, view of the space and environment, at the same time
holds the expressive potential of Abstraction, which gives priority to an
esoteric vocabulary. Sharp contrasts of light and shade and alternating
colour tonalities dominate and define the composition, which loses some
of its architectural structure, as the objects dematerialise and turn into
painterly poetic spaces that exist in a metaphysical silence.

In parallel with the language and the esoteric pursuits of abstract art,
there are a number of painters in the contemporary Greek art scene
who remain committed to figurative art, revisiting the nature and
urban landscape of Greece through newer perceptions and pictorial
approaches. While remaining focused - to a lesser or greater extent — on
tangible reality, such representations are not lacking in parallel quests,
which often lead to symbolic, allegoric or even existential reflections.
Landscape (2009; fig. 147) by Irini Iliopoulou depicts a dense forest,
with lush vegetation covering most of the canvas and leaving a small
opening for the light and the body of water in the background. Real
space and dreamy fiction evolve hand in hand and entwined to provide
an understanding of the painting, allowing freedom of interpretation,
inclined towards the myths and allegories surrounding nature - in the
tradition of Romanticism or Symbolism — and suggesting each time the
possible function of the landscape as an open door into or out of the
world.

Romantic nostalgia of a lost paradise and the undeniable beauty of an
authentic Greek landscape are evoked in Sea (2013; fig. 149) by Maria
Filopoulou. Iridescent colours and an atmospheric environment bring
intensity and rhythm to her landscape painting, which touches mind and
soul alike. Her work seeks to document what is unfolding right now; the
evanescence of the moment. At the same time, however, it also attempts
to eternalise the familiar memory of the landscape on the canvas, freeze
time and space, instilling dreams and desires into the viewer’s thoughts.
With an unparalleled interest in landscape themes, Thanassis Makris
aspires to capture different aspects of the Greek landscape through the
transformations of light. His visual language is exemplified in Aetoliko
(2013; fig. 148), which depicts the eponymous coastal landscape as seen
through the prism of his experimentations and quests. Rendered in an
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Eik. 147. Eiphvn HAlonoudou, Torio, 2009.

Fig. 147. Irini lliopoulou, Landscape, 2009.

Eik. 148. ©avaons Makpns, AitwAiké, 2013.

Fig. 148. Thanassis Makris, Aetoliko, 2013.
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Eik. 149. Mapia ®iAonouiou, BdAacoa, 2013.

Fig. 149. Maria Filopoulou, Sea, 2013.
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Eik. 150. Xp6vns Mnétooyiou, Qpes tou Bouvod (tpintuxo: Mpwi, Meonuépi, Asidivé), 2013.

Fig. 150. Chronis Botsoglou, Mountain hours (triptych: Morning, Noon, Nightfall), 2013.




Eik. 151. Aviwvns ZtaBepns, Abriva, vuxiepivé, 2014.

Fig. 151. Antonis Staveris, Athens, nocturnal, 2014.

Me anapapudo eviapépov yla tn Oepatikn TG Tomoypagiag, o
Oavaong Makpnig emduwkel Vo AmOTVNWOEL OYeLG TOL EAANVIKOD ToTioV
Héoa amd TIG HETATTAAOELS TOV QTOG. XAPAKTNPLOTIKO TTapAdetyo TnG
EIKAOTIKNG YAooag Tov anotehei To €pyo ArtwAixo (2013- ewk. 148), o
OTI0{0 ATEIKOVIEL TO GLYKEKPIUEVO TTAPAKTLO TOTO LTIO TO TPICHA TWV
TEPAUATIOUDOV Kat TwV ava(Tioewy Tov. AQaipeTikd anodoopevo,

TO TOTO TOL ALITWAIKOV ATOTUTIWVETAL WG Hiot PeVYaléa etkOVA TTOV
potdlel va epvd amod to PAEppa kat va eyypagetat ot pvun. [ayiég
TUVENLEG XPOHATOG KAl QWTELVEG eVTaoelG divouy Ty aioBnon piog
Tpitng StaoTaong Kat antov avayAvgov oto £pyo. ITapdAAna, o idlog

0 {wypapog evilapépeTat yia Tn GUYKIVNOLAKT] QOPTLON TTOL UTOPEL Vat
npokakéoet 1) O¢aon Tov ToToV, 0 0Moi0G KOpilet yla kabe Beatr Ty
AVAUVNOT) EVOEXOUEVWG EVOG SLAPOPETIKOD PLOHATOG.

T Suvapkn Tov Propatog kat TG avapvnong avakaei kat o Xpovng
Mnotooyhov oty MAEOV TPOGPATI GELPA TOTILOYPAPLKWY EPYWV TOV,
amo TNy omoia andkTHUa NG XvANOYNG anotelei To €pyo Npeg Tov
Bovvod (2013- eik. 150). Oépa TOL £PYOU, OTIWG KAt GUVOALKA TNG OELPAS,
anotelel 1) (Wypa@ik amOTOTWOT TOL TOTOL TTOV 0 KaANTEXVNG PAETeL
ano to napabvpo tov omitiov Tov oto Ietpi g AéoPov. Ilepvwvtag
otV Tomoypagia, 0 Mmotooylov kataypaget To Tomio, oxt pe Stdbeon
amapaiTTa Kl HOVO avamapacTaTiky), aAAd pe yvaopova tny idta tny
EUTIELPIAL TOV IOV TOV ETUTPETIEL VAL LETAPEPEL OTOV KApPd TOV TPOTIO

{Le TOV oTt0l0 TO KaTavoei kat To cuvatoavetar. Méoa amd T ocvveyn
TAPATHPN 0T SLAPOPETIKWY GTIYHWYV CUAEVETAL £V «TTOPTPETO TOV
Povvov» oL eUMEPLEXEL TOTO TA XAPAKTNPLOTIKA TOV TOTIOV

- Stagopetikd kKadbe popd, avaloya pe Tig meptParlovtikég ouvOnKes N
Y wpa TG NUépAg — 6060 kat To VYOG Kat To Ovpkd Tov Snpovpyov
TOV, avaloya [e TN OTLYHr TNG Tapatnpnong 1 Tg (wypagikng
AMOTOTIWONG. ZTO TPIMTLXO0 £pYy0 TNG ZVANOYIG, TO TOTIO TAPOLGLAleTaL
0€ O\ TO eVPOG TOV, EMPBANTIKO KAt CUVANA OLKELO, PWTEVO Kol AApTTpO

OTO XPWHATA TOV, WG 1] KATAYPAPT] TNG AVAHVIONG HLag OLOPPNG NHEPAC.

2710 mAaiolo Tng XVANOYNG aviikel, TEAOG, Kat OeLpd EpywV GLYXPOVV
EAAv@V Snovpy@dv mTov anoTuwvouy To evALagEpov Toug yia To
aoTiko ToTio kat edikotepa avto g ABnvag. Tavtoxpoves kataypapég
TOV OTUEPQ, e ELPATT) OTNY AVATIAPAoTAOT), aoTEAODY 1dLaitepeg
AVAY VWO OELG OLKEIWY EKOVWY TNG TTOANG [0 Ao TNV EKATTIKT] YAwooa
TV KaATEX V@V TOG. YO auTd To Tipiopa, aTo ABHva, vuyTepivo
(2014 eik. 151) 0 Avtwvng ZtaPepng ovvOéter ua Ppadiviy dmoyn

NG TOANG, TNV omoia Xapaktnpilovv Ta éVTova XpWHATA TOV AGTIKOD
TOTIOV Kat To VITOPANTIKO QWG TOV oVpavov. AToTéleopla evdehexovg
TAPATHPNONG 1] TNG AVAUVNONG pLag Sedopévng OTLyprns, HeTapEpeTa
o7o PAéupa Tov Beatn péoa amod pia peLOTH AVTIANYN TOL XPOVoV

abstractive manner, the landscape of Aetoliko is captured as a fleeting
image that seems to pass through the eye and engraves itself in memory.
Thick brushstrokes of colour and bright accents give the painting a three-
dimensional and tangible relief quality. The painter is also interested

in the emotional charge that the viewing of the depicted landscape can
release, awakening the memory of a different experience in each viewer.
The dynamics of the lived experience and memories are also called to
mind by Chronis Botsoglou in his latest series of landscapes, one of
which, Mountain hours (2013; fig. 150), is a recent acquisition by the
Bank of Greece Collection. In this particular canvas, as in the entire
series, the artists theme is the view that he enjoys from a window of his
home in Petri, Lesvos. In making his transition to landscape painting,
Botsoglou treats the landscape not necessarily or exclusively in a
representational spirit, but also guided by a personal experience that
enables him to put on canvas his own perception and feeling of this
landscape. Building on constant observation at different moments, he
crafts a “portrait of the mountain” that incorporates the features of the
location - varying each time, depending on the weather conditions

or the time of day — as well as his own mood and state of mind,
depending on the moment of observation or depiction. In this triptych,
the landscape is shown in its full span, imposing yet at the same time
familiar, brilliant and brightly coloured, much like the recording of a
recollection of a beautiful day.

Last but not least, the Bank of Greece Collection also includes a number
of works by contemporary Greek artists who are intrigued by the urban
landscape and the landscape of Athens in particular. Reflecting the
present as it unfolds, with an emphasis on representation, each of these
works expresses the artist’s personal take on familiar images of the city.
Seen from this standpoint, Athens, nocturnal (2014; fig. 151) by Antonis
Staveris composes a night view of the city, marked by the intense colours
of the urban landscape and the evocative glow of the sky. Resulting from
thorough observation or from the memory of a given moment in time,
the landscape is offered for viewing through a fluid perception of time
and the city traffic, as seen from a vantage point. On the other hand,
Dimitris Andreadakis in his Clouds over Athens (2001; fig. 153) hints at
the space of the city, shown in the dark. The focus shifts to the handling
of the sky and clouds as a natural phenomenon

- a fleeting moment likely to go unnoticed in the hustle and bustle

of a modern metropolis.

In a nostalgic mood, Andreas Georgiadis revives the Athens of yore in
his work Spring morning in Athens of 1909 (2014; fig. 154). This view of
an Athenian street, with the columns of the Temple of Olympian Zeus
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KaL TV Kivnon tng mOAnG, 0Tws Kataypapetat and éva ynho onpeio.

Avtifeta, 0t0 £pyo Tov Anurtpn Avdpeaddkn Zovvepa mavw amé thy
ABnva (2001- eik. 153), 0 {wypapog vrtatvicoetat Tov Xpo TG mOANG,
KaBwg Tov anodidel 6To GKOTASL TO EVOLAPEPOV [ETAPEPETAL OTN)
SLlapopewon Tov CLPAVOD KAl OTO PLGIKO PALVOUEVO TWV CUVVEPWY —
{Lag @evyaléag OTLYHNG IOV [ITOPEL VAl XAVETAL OTOV EMTAKTIKO puOUo
NG GVYXPOVNG TTOANG.

Me vootadywkn StaBeon avaBuovet o oyn tng mokiag Anvag o
Avdpéag Tewpyrddng oto épyo Avoiéidtixo mpwivé oty ABfvae Tov
1909 (2014- eix. 154). H avanapaotaon tov abnvaikod dpopov, pe
@OVTO TOVG ZTOAOVG Tov OAvpTtiov Atdg Kat Tov Ppdyo TnG AkpOTOANG,
vevOuiCet Ty toTopia TG TOANG Kat pia SLa@opeTIKT, yaARvia etkOva
TNG AT TIG APXEG TOL TPONYOVHEVOL aLwva — SivovTag £TOL TO £VavoLa
NG avadpOoUnG Kat TNG eVEEXOUEVIG CUYKPLOTG [LE TT) OIUEPLVT| EUTELpia
anod avTnyv.

O Baoilng ITéppog mapovatadet pe to épyo tov ITAateior Kodokotpawvy
(2014- ek. 152) pia voxteptvr) oknvi) TG TOANG e TapaoTaTkOTNTA
Kat 81d0eon oknvoypaPikng mpoatyylong. O uToypagikog pealiopog
{Le TOV omoio pooeYYilet To Oépa Tov vrtarvicoeTal £va oXOAL0 yla

NV ToAvoOVOETN etkdva TNG TOANG Kat TAVTOXPOVA THV amdTelpa
YUXOYPAPNONG TWV HOPPWY.

Tn Swkr| Tov omtikn yla Ty oA katabéter kat o [iwpyog Zapywvidng
o070 ¢pyo Xwpic TitAo (2014- eik. 155). Zwypagilet tov Aogo tov
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Eik. 152. Bacifins Néppos, MAatsia KoAokotpwvn, 2014.

Fig. 152. vassilis Perros, Kolokotroni Square, 2014.

Eik. 153. Anpntpns Avbpeadakns, Xuvvepa ndvw and tv Abhva, 2001,

Fig. 153. Dimitris Andreadakis, Clouds over Athens, 2001.

Eik. 154. Avbpéas Mewpyiadns, Avoi€idtiko npwivé otny ABhva tou 1909, 2014.

Fig. 154. Andreas Georgiadis, Spring morning in Athens of 1909, 2014.

and the rock of the Acropolis in the background, brings the city’s history
to mind and offers a different, peaceful picture from early in the past
century — thus taking the viewer back in time and perhaps drawing a
comparison with the present.

In Kolokotroni Square (2014; fig. 152), Vassilis Perros offers a night scene
of Athens using a style that combines descriptiveness and a stage-set
quality. The photographic realism with which he approaches the theme
can be taken as an implicit comment on the city’s multifaceted image and
at the same time as an attempt to convey the state of mind of the figures.
In Untitled (2014; fig. 155), George Sampsonidis delivers his own

view of the city. He depicts Mount Lycabettus without departing

from descriptiveness, but at the same time creates a dystopically
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Eik. 155. NMopyos Zapywvidns, Xwprs titdo, 2014. Eik. 156. Navayickns Mngdviékos, Torio, 2014,

Fig. 156. Panayiotis Beldekos, Landscape, 2014.

Fig. 155. George Sampsonidis, Untitled, 2014.
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AvkapntTov, Sixwg va amopakpUVETAL Ao THV TAPACTATIKOTTA WG
TPOG TV KATAYPAPT] TWV HOPPWY TOV, TNV idta oTypr) Opwe dnpovpyei
pia atpuoo@atpa SLGTOMIKA HVOTNPLAKT, Ayovr amd Uvipn 1) GAAn
ava@opd, petatomi{ovTag katd avTdv Tov TPOTo TOV XWPO KATavonong
Kat Tn Stadikacia gppnveiag Tov tomiov oe devtepo eminedo.

Téhog, ot {wypagot Ztéhiog [TetpovAakng kat [avaywwtng MreAvtékog
npocétovy 0T ZvANOYT e TO €pyo TOVG SVO VEEG AVATIAPAOTATELS

Tov KevTptkoL ktnpiov tng Tpamelag g EANadog. Zto Tormio (2014- ew.

156) tov MreAvtékov eivat Tpo@aviig 0 TapaAAnMOHOG TG oVYXPOVNG
QTIELKOVIONG HE TIPOTEPEG [WYPAPLKES KAl XAPAKTIKES AVATIAPACTACELG
Tov amod 1o idlo onpeio Béaong —mpoaéyylon Tov HeTaPEPEL TO
evOLAPEPOV OXL LOVO GTIV EIKOVA TOV OIKOSOUNUATOG, AAAA Kol OTIG
evdexOpEVeG aAAaYEG IOV £XOVV TPOKLYEL OTOV TOAEOSOLIKO LOTO TNG
noAnG. To €pyo tov Ietpovldxn Xwpic titho (Tpdmela 16 EAA&Sog)
(2014- e1k. 157) amodidet Ty etkaoTikr ekdoxr ToL dovpyov yla TV
AVOTIAPACTACT) TOV KTNPiov, v tapdAAnia divel Ty evtumwon piog
PEVYANEQG, KAONULEPLVIIG OKNVIG, LE TOV TTEPATTIKO LOTOGIKAETIOTH Va
SwaoyiCet ypriyopa tov adeto dpopo g 0dob Iavemotniov.
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Eik. 157. Zténios Netpoundkns, Xwpis titdo (Tpdnela tns EAAGS0s), 2014.

Fig. 157. Stelios Petroulakis, Untitled (Bank of Greece), 2014.

eerie atmosphere, devoid of memory or any other reference, thereby
suggesting that the landscape can also be read and interpreted at another
level.

Finally, the Bank of Greece has enriched its Collection with two new
depictions of its central building by painters Stelios Petroulakis and
Panayiotis Beldekos. In Landscape (2014; fig. 156) by Beldekos, there

is an obvious parallel between this contemporary portrayal and older
paintings and prints from the same viewpoint — an approach that draws
attention not only to the building itself, but also to the changes that the
city may have undergone. The painting Untitled (Bank of Greece) (2014;
fig. 157) by Petroulakis provides another version of the building, giving

the impression of a transient everyday scene, with the motorcyclist riding

down an empty Panepistimiou Street.
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Endnotes

Bevélng, H. (1955), Xpovikov ty¢ Tpamé(ns tn¢ EAAdSog, ABrva:
Tpdamelo tng EANGdog, oel. 49.

Anoonaopa and tov Adyo tov AAéEavdpov Atopndn, tote Alowknh
™6 EOvikng Tpamélng kau péAAovta npatov Aot g Tpameog
¢ EANadog, mpog tovg petoxovg tng EOvixng Tpané(ng otn
ovvélevon g 3016 Anpthiov 1928. BA. Bevélng, H. (1955), o.m.
Onwg onpetdvet o Atokntng g Tpamefog tng EAAadog Fewpytog
[TpoPOTOVAOG: «...0L TTOMTIKEG popel Vo Stéepay, aAAd SiEmovTay
OAeg amod pia otabepd: T TpoonAwon otny e§unnpéTnorn Tov
dNuocLov CLHPEPOVTOG, péoa amtd TNV eac@dlion kat Stac@aAion
TNG VOHOUATIKNG KAl TNG XPNHUATOTUOTWTIKNG oTadepdTnTag

WG Pactkwv MpoimobEcewy yla TV TPoaywyn TNG OLKOVOUIKNG
avantvéng». BA. tov mpoloyo tov Awowkntr oto Yahi§omovlog,

M. (2014), Iotopia Tn6 Tpdmelag tr6 EAA&S0g 1928-2008, ABriva:
Kévtpo Iohtiopov, Epevvag kau Texpnpiwong, Tpamela tng
EANGSoc, oeh. vii.

Me npwto Atowknti} TG Tov AAé§avdpo N. Aopndn, n Tpdmela

¢ EAN&dog ovoteyaletan apyuka pe Tnv EOvikn Tpdmela, yio

va petapepbei émerta o kTrplo eni Tng 0d0¥ avemotnpiov 28
(onueptvo Iavemotnpiov 40), To omoio eiye aveyepOei To 1907 yia
va oteyaotel apxika n Adaikr TpameCa. BA. Kapdapiton-Adaun,

M. (2011), Tpdme(a 5 EAA&Sog. Tae Kripiar, ABrva: Tpamela tng
EA\Gdoc, oeh. 43.

210 id10 0.7, oel. 109.

Ztnv opdda perétng ovppeteixav wg ovvepyareg ot A. Tpurodakng,
A. TCeAémag, A. Dhnmdkng-Kapavtivog kar M. Kavdkng. BA. oto idto
o.1., oel. 121.

210 1010 O.7., oel. 140.

Ze kpuoTaAAvo doxeio TomoBetnOnkav xpvod kat apyvpa
vopiopata and SlaPopeg LOTOPLKEG TTEPLOSOVG TG XWPAG: VOULOHA

Venezis, 1. (1955), Chronicle of the Bank of Greece, Athens: Bank of
Greece, p. 49.

Excerpt from the speech of Alexandros Diomidis, Governor at the
time of the National Bank and future first Governor of the Bank of
Greece, at the General Assembly of Shareholders of the National
Bank on 30 April 1928. See Venezis, I. (1955), ibid.

As noted by Governor George Provopoulos in his foreword to

the forthcoming English publication: Psalidopoulos, M. (2014),
History of the Bank of Greece 1928-2008, Athens: Centre for
Culture, Research and Documentation, Bank of Greece, p. vii,
“..policies may have differed, but they were all governed by one
constant: a commitment to serving the public interest, by ensuring
and safeguarding monetary and financial stability as an essential
condition for fostering economic growth”

Under its first Governor Alexandros Diomidis, the Bank of

Greece was initially housed together with the National Bank of
Greece, before relocating to a building at 28 (later renumbered 40),
Panepistimiou Street, erected in 1907 to house the Popular Bank.
See Kardamitsi-Adami, M. (2011), Bank of Greece. The Buildings,
Athens: Bank of Greece, p. 43.

Tbid., p. 109.

The design team also included D. Tripodakis, A. Tzelepas,

D. Filippakis-Karantinos and M. Kanakis. Ibid., p. 121.

Ibid., p. 140.

The following gold and silver coins from various periods of Greece's
history were placed inside a crystal vessel: an Athenian coin with the
head of goddess Athena as a “symbol of the Bank’, coins from ancient
Macedonia featuring Alexander the Great, from Crete with the
emblem of Minos and Knossos, from Samos, Corinth, Chios, Gortys,

* Unless specified otherwise, all publications are in Greek.
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10.
11.

12.

Twv ABnvav pe kegadn g ABnvdg, wg «ovpporov g Tpamélne»,
vopiopata g Makedoviag pe Tov Méya ANé€avdpo, Tng Kprjtng

pe o éuPAnpa tov Mivwog kat tng Kvwaoov, tng Zdpov, g
KopivBov, tng Xiov, Tng [optuvog, g Kudwviag, Tng Adpioag, Twv
Ioviwv Nijowv, évag kamodiotplakog goivikag kat éva fulavtivo
kwvotavtivdto. BA. oto id10 0.1, oeX. 122, 124.

Exteleopévo and tov Itaho ynedoypagpo Amedeo Madellato,
ametkoviCet tov Ayto Kwvotavrtivo kat Ty Ayia EXévn kou eivou
EUTIVEVOEVO aTIO TIAPAOTACELS TwV dDO ayiwv oV Pépovy Ta
«KOVOTAVTIVATA»: EVOESUEVOL [Le AVTOKPATOPLKA EVEVLATA, OE
HETOTIKT 0TAOT Kat nuicwpot, kpatovv kat ot Vo tov Tipo Ztavpo.
BA. BAdxog, M. (2007), H vewtepn eAAnvixy {wypagixi oty cuAloyh
¢ Tpamelag ¢ EAA&Sog, ABnva: Tpamela tng EANGS0g, oel. 338.
210 id10 0.1, 0. 22.

To mpwro ¢pyo téxvng mov aydpace n Tpdmela tng EANGS0g eivain
eAawoypagia Iatroia g Evbupiag Bhacoomovlov-Zaba (1928),
evw katd Tn Sapketa TG Onreiag Tov Atowntr AAéEavpov Atopundn
(1928-31) anmokthOnkav mivakeg twv MiydAn Otkovopov, Nikngopov
Avtpa, Kwvotavtivov Bolavdkn, Odvocéa Pwkd, Ektopa Aovka K. &.
Me v avéyepon tov peyapov tng Tpamelag kat yia Tig avdykeg
Stakoopunong tov, katd tn Sidpketa Onteiag Tov endpevoLv AloknT
Eppavoun Toovdepov (1931-35 kat 1935-39), mpaypatonotovvtat
ayopEg épywv TéXVNG Cwypdgwv omwg o NikoAaog Tving, o
Kwvotavtivog Bohavaxng, o Iodavvng AAtapovpag, o Kwvotavtivog
Makéag, 0 @eo@pactog TptavtaguAidng. BA. 1o idio 0.1t., oel. 15.
Evdewtikd avagépovtat edw ot mepiodot Atoiknong pe TukvoTepo
ELKAOTIKO EVOLAPEPOV, KATA TIG OTIOIEG Aok TN ONKavy véa épya

TEXVNG Yia TN ZuAloyn), petd and avtég Twv AAéEavdpov Atopndn
kat Eppavoun Toovdepov: i mepiodog Atoiknong tov Kuptdkov
BapPapéoov (1939-46) xapaktnpiCetat amod Ty anoktnon épywv
akadnpaikod xapaktipa, Kupiwg and [aveAAnvieg Exbéoeis: n
nepiodog Atoiknong tov Fewpyiov Mavt{afivov (1946-55), katd

TNV omoia ot ayopég emkevipwOnkav otig [avelnvieg ExOéoeig

Twv etV 1948 kat 1952- ot tepiodot Aroiknong Tov Eevopavtog
Zolata (1955-67 kat 1974-81) katd Tig omoieg mpowdndnkav kat
ayopég épywv kahtexvav tng Aeyopévng Tevidg tov 30, kabag kat
ApEOWG peTayevéoTepwy, OTwe o Tlavaywwtng Tetong kat o ITapig
IIpékag: ot mepiodot Atoiknong tov Aovka Ianadnpov (1984-91)

Kkat Tov Nikohaov Tkapykava (2002-08), katd TiG omoieg yivetat
EUMAOVTIOHOG TNG ZLANOYNG pe épya amd Tov 190 atdva péxpt

™ Aeyopevn Ievid tov 30- ot mepiodot Atoiknong twv lewpyiov
I[TIpopomovAov (2008-14) kat [tavvn Zrovpvapa (2014-oruepa), katd
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10.
11.

12.

Kydonia, Larissa, the Ionian Islands, a Kapodistrian phoenix and a
Byzantine constantinato. Ibid., pp. 122 and 124.

Executed by Italian mosaicist Amedeo Madellato, this work depicts
Saints Constantine and Helen, reproducing the iconographic type
of the two saints as found on the constantinata gold coins. Wearing
royal vestments, portrayed frontally in half length, they both hold the
Holy Cross. See the English publication Vlachos, M. (2007), Modern
Greek Painting in the Bank of Greece Collection, Athens: Bank of
Greece, p. 338.

Ibid., p. 22.

The first work of art acquired by the Bank of Greece was the oil
painting Patissia by Efthymia Vlassopoulou (1928), while during
the tenure of Alexandros Diomidis (1928-31), the BanKkSs first
Governor, acquisitions included works by Michalis Oikonomou,
Nikephoros Lytras, Konstantinos Volanakis, Odysseas Fokas, Hector
Doukas and others. Once the Bank's Head Office was constructed,
further acquisitions were made under the governorship of
Emmanuel Tsouderos (1931-35 and 1935-39) for the new building’s
decoration, including paintings by Nikolaos Gyzis, Konstantinos
Volanakis, loannis Altamouras, Konstantinos Maleas, Theophrastos
Triantaphyllidis, etc. See ibid., p. 15.

Following Alexandros Diomidis and Emmanuel Tsouderos, the
Governors whose terms of office were associated with intense
acquisition activity included: Kyriakos Varvaressos (1939-46),

with acquisitions of academic artworks, mainly from Panhellenic
Art Exhibitions; Georgios Mantzavinos, with purchases from the
Panhellenic Exhibitions of 1948 and 1952; Xenophon Zolotas
(1955-67 and 1974-81), with a focus on artists from the so-called
Generation of the Thirties and their successors, such as Panayiotis
Tetsis and Paris Prekas; Lucas Papademos (1984-91) and Nicholas
Garganas (2002-08), with acquisitions ranging from the 19th century
to the so-called Generation of the Thirties; and George Provopoulos
(2008-14) and Yannis Stournaras (2014-today) with works by a
younger generation of contemporary painters.

13.

14.

15.

16.

17.

18.

19.

20.

v omoia 1) ZvA\oyn epmhovtifetat pe Epya TEXVNG piag veodtepng
YEVIAG oVYXpovwY (wypagwy.

[a v €kBeon avtr), mov dupkeoe and 25 OktwPpiov péxpt 29
Noepppiov 1993, dnuovpyndnke n ovvodevtiki ékdoon: MioipAn,
N. (emup.) (1993), ZvAdoyn Tpémelas e EAA&Sog. EAAnviki
Zwypapikh kou Xapakxtiks, ABrva: Tpamela tng EAAadoc.

H éx0eon mapovotdotnke apyikd oto Méyapo Eccles otnv
Ovdaaovyktov, 6mov edpevet o Opoomovdiako Zvotnua Kevrpikwy
Tpanelwv twv Hvopévwv Iohtewwv (Federal Reserve), and Tig

30 ZentepPpiov éwg Tig 3 AekepPpiov 2002, evd 0Tn CLVEXELL
phogeviiOnke oo Méyapo Movotkng ABnvav amd tig 18
DePpovapiov péxpt Tig 30 Maptiov 2003. TTapaAinla, exdoOnkav
opotithoL Twv ekbéoewv ouvodevTiKoi Katdhoyot 0TV EAANVIKT Kat
ayyAwn yYA\wooa, e keipeva and tov T. enikovpo kadnynth Iotopiag
¢ Téxvng oto EBviko ko Kamodiotprako Havemotimwo Abnvaov
Mavohn BAayo.

[Tépav twv PLAoypagikwy avagopwv o€ motkileg ekdooelg
lotopiag tng Téxvng, onpetdvetat anod To idto To ekdoTIKO corpus Tng
Tpanelag n agiepwpatikr €kS00T TOV AYOPE ONHAVTIKA EPYa TEXVNG
™G ZuAhoyn¢ (169 mivakeg {wypa@ikng Kat XapakTika), Ty omoia
empeAnOnke o M. BAaxog. BA. Bhayog, M. (2007), 6.7.

Omnwg onpetdvet kat o Miktiddng HamavikoAaov: «To kivpa Tov
KAaotKIopob, wg avapvnon e £voo&ng apyatdtnrag, Aetrovpyovoe
OV AAVTNOT| 0Ta KNPUYHATA TTOL ap@LoBnrovoay tny Kataywyr
Tv NeoeA\ivwv kat Tavtdxpova mpoadtopile e amolvta TELTTIKO
TpOTIo TNV €0VIKT TOVG TavTdTNTAr. BA. ITamavikoAdov, M. (2005), H
EXAnvixy Téyvn tov 180v ket 190v auwver. Zwypagiky-I'Avntiky,
Oceooalovikn: Ekdooeig Baviag, oel. 129.

Kayée, M. (1981), Nixdras I'vdns, H {wr keu o €pyo Tov, ABrva:
Moppwtiko Tdpupa EOvikng Tpamélng, oel. 204.

«Aev givau Toxaio oL To €pyo tov TO(n ot ovpPolikn) Tov Hoper)
ovvdednke pe tov IapBévn, evw kat n “eAAnvikoOTTA” TOV, OTIWG

v neptypaget o Kahyag, Snhadn wg avanodinon idealiotikav
HOPPOAOYIKWY OTOLXEIWV TNG TEXVNG TNG APXAUOTITAG, EUTEPLEEL
opLopéveg OVelg TG emdtwkoOpevng “eAAnvikotntag” and tn “Tevid
Tov’307». BA. TTamavikohdov, M. (1999), Iotopia Tr6 Téxvng

oty EAN&Sa. Zwypagikh) ke yAvntiky Tov 2000 auwve, ABrva:
Exdooeig Aday, oel. 16.

To ¢pyo kataloyoypageitat 0To apxeio TG ZvANOYNG €pywV TEXVNG
¢ Tpamelag kat e Tov titho H éumvevais Tov moiytov.

EKTOG amd eVOEIKTIKEG TIEPITTWOELG EPYWV UE TIPWTAYWVLOTH TOV
Kévtavpo, 0 Mavolng BAayog onpewvet Tt to €pyo tov Toln

13.

14.

15.

16.

17.

18.

19.

20.

This exhibition, which ran from 25 October to 29 November 1993,
was accompanied by the English catalogue Missirli, N. (ed.) (1993),
The Bank of Greece Collection. Greek Painting and Prints, Athens:
Bank of Greece.

The exhibition was hosted initially at the Eccles Building in
Washington, DC, which houses the main offices of the Federal
Reserve System, from 30 September to 3 December 2002, and later
at the Athens Concert Hall from 18 February to 30 March 2003. The
accompanying catalogues were published in Greek and English, with
texts by Manolis Vlachos, former Assistant Professor of Art History
at the University of Athens.

In addition to references to the Collection in various art history
publications, the Bank produced its own volume of 169 paintings
and prints in 2007, edited by Manolis Vlachos. See Vlachos, M.
(2007), op.cit.

As noted by Miltiadis Papanikolaou, “The movement of Classicism,
as a recollection of a glorious ancient past, served as an answer to
those who questioned the origin of the modern Greeks; at the same
time, in a fully convincing way, it defined their national identity”. See
Papanikolaou, M. (2005), Greek art in the 18th and 19th centuries.
Painting - Sculpture. Thessaloniki: Vanias, p. 129.

Kalligas, M. (1981), Nikolas Gyzis, His life and work, Athens:
National Bank of Greece Cultural Foundation (MIET), p. 204.

“It is no coincidence that Gyziss symbolist art has been associated
with that of Parthenis, while his ‘Greekness, defined by Kalligas as
an idealistic yearning for idealistic forms and patterns of ancient art,
also incorporates some aspects of the ‘Greekness sought by the
‘Generation of the Thirties.” See Papanikolaou, M. (1999), The
History of Art in Greece. Painting and Sculpture of the 20th century,
Athens: Adam Editions, p. 16.

Also catalogued as The inspiration of the poet in the

Collection’s inventory.

After giving some examples of artworks featuring the Centaur,
Manolis Vlachos notes that this particular piece by Gyzis was
probably inspired by a Roman copy of a 2nd century BC Greek
sculpture, Old centaur teased by Eros, at the Louvre Museum.

See Vlachos, M. (2007), op. cit., p. 80.
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21.

22.

23.

24.

25.
26.

27.

28.

29.

30.

31.
32.

ovvéeTat HAANOV e TO HAPUAPLVO POHATKO GOHTAEYUA TOV
AovPpov Epws mov mepimailer Kévravpo tov téhovg tov 20v at. . X.
BA. BAdyog, M. (2007), 0.1t., oeA. 80.

[VwoTdg yla TIG «eldNoe0YPAPLKIG» VPTG AVATIAPACTATELG
TOAEMIKOV OKNVAOV Katd TN Stapketa Tov Atvyry [ToAépov o 1897, 0
Poilog mpaypatevOnke kat poboloyikd Oépata Onwg — evOeKTIKa —
10 ¢pyo Tov Inmodvtog (ZuAloyn EOviknig Tpdmelac). BA. BAayog, M.
(2007), 6.1., o€\ 158.

H Tpdnela e EANGSog, éxovTag anokTioet 1060 To yOyivo
TPOTAATUA TOL £pYoL Tov XaAend 600 Kat To TPWTOTLTIO ATO
Happapo, dwptoe to mpwrto otny EOvikr [MivakoOnkn pe anogaon
Tov Tevikob ZupPoviiov tng, Xvvedpia 141 g 12ng Noeyppiov
1937, «Awped e1g EOviknv ITivakoOnknv», oeX. 208 (BA. éyypago
Iotopukov Apxeiov g Tpamelag ap. IATE A1S2Y1F8T233).

Ao to Takepidng 1. (1991), MvBodoyikés mapaotioeis oTovg
NeoéAnves (wypapovs Tov 190v keu apywv Tov 2000 aiwva
(Saktvhoypagnuévn didaktopikn dtatpiPry), Abrva: EOvixo ko
Kanodiotplako IMavemotiuo AOnvav, oel. 52.

Onwg oty nepintwon tov €pyov To uvyueio Tov AvoikpdTovg, 6oV
KATAYPAPOVTAL TAL TWXA OTITIA TWV TPWTWYV UETEMAVACTATIKWY
XPOvwy oe cuvomapén pe o Pefapvpévo anod Tov xpovo pvnpeio.
BA. BAayog, M. (2007), o.1t., oel. 48.

[amavikoldov, M. (2005), 0.7., o€\ 176.

Opatn, E. (1993), «ZvvonTtiko Stéypapipa ylo Ty mopeia tng
xapaktikng oty EAAado» oto MiotpAn, N. (emuy.) (1993), 6.7, oel. 23.
Mavpoppatng, E. (1983a), H yapaxtikn kat n {wypagikh Tov
Anuntpn Tadévy, 1879-1966 (Sidaktopikr| StatpiPry), Abrva
(avtoékdoon), oel. 506.

BAdxog, M. (2007), 0.7, oeX. 472.

To apyvpd tetpddpaxpo pe TV eUPANUATIKT HOPEPT) TOV

M. AXe€avdpov, mov ghotéyvnoe mbavwg o TTupyotéhng kot
e€édwoe o Avoipayog (306-281 m. X.), avijket 6t XvAhoyr| Tov
Nopuopatikov Movogiov ABnvwv (NM 1193).

Ao to [kovov-Zrohiavidn, E. (1997), Ot mpwtor EAAveg yapdikteg
T0V 0VIKOV YAPTOVOUIOUKTOG KAl TO XAXPAKTIKO TOUG €pYo
(Saktvhoypagnuévn didaktopikny dtatpiPry), Abrva: EOviko ko
Kanodiotprako Iavemotipio Adnvwv.

[Manavikoldov, M. (2005), O.7t., €. 149.

[Ipoxertat yo B¢pa o omoio o Tv(ng éxet mpaypatevbei oe oelpd
ETUUEPOVG TTPOOXESIWY Kol O TECTEPIG AKOUA EKSOXEG, [Liat €K TV
onoiwv Bpioketat otny EOvikr IivakoOrxn. BA. MiotpAn, N. (1995),
Iv¢ne, ABnva: Exdooeig Aday, oeh. 17.
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24.

25.
26.
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28.
29.
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31.
32.

Although Roilos is best known for his “journalistic” paintings of
scenes from the disastrous Greek-Turkish war of 1897, he also
treated mythological themes, such as Hippolytus (National Bank of
Greece Collection). See Vlachos, M. (2007), op. cit., p. 158.

The Bank of Greece, being in possession of both the plaster cast and
the marble original, donated the former to the National Gallery by
decision of its General Council, Meeting 14 of 12 November 1937,
“Donation to the National Gallery”, p. 208 (see Bank of Greece
Historical Archive, document no. IATE A1S2Y1F8T233).

Galeridis I. (1991), Mythological themes in 19th and early 20th
century modern Greek painters (doctoral thesis, mimeo), Athens,
National and Kapodistrian University of Athens, p. 52.

In The Monument of Lysicrates, for instance, poor houses from the
first years of Greeces independence are depicted in coexistence
with the monument that has been ravaged by time. See Vlachos, M.
(2007), op.cit., p. 48.

Papanikolaou M. (2005), op.cit., p. 176.

Orati, I. (1993), “Brief outline of the course of engraving in Greece”
in Missirli, N. (ed.) (1993), op.cit., p. 23.

Mavrommatis, E. (1983a), The prints and paintings of Dimitrios
Galanis, 1879-1966 (doctoral thesis), Athens (self-publication),

p. 506.

Vlachos, M. (2007), op.cit., p. 472.

The silver tetradrachm with the emblematic head of Alexander the
Great, probably designed by Pyrgoteles and issued by Lysimachus
(306-281 BC), belongs to the Collection of the Numismatic Museum
(NM 1193).

Gonou-Stylianides, E. (1997), The first Greek paper money engravers
and their personal engraving work (doctoral thesis, mimeo). Athens:
National and Kapodistrian University of Athens.

Papanikolaou, M. (2005), op. cit., p. 149.

Gyzis worked on this particular theme in various drafts and in four
more versions, one of which belongs to the National Gallery.

See Missirli, N. (1995), Gyzis. Athens: Adam Editions, p. 17.

33.

34.

35.

36.

37.

38.

39.
40.

Xpnotov, X. (1981), H eAAnvik; {wypagikh aToV €1K00TO aLdve
1882-1922, ABrpva: EOvukny Tpamela tng EANGS0G, oel. 57.

O Tewpytog lakwPidng, Stevbvvtrg g Zxohng Kalwv Texvav

G ABrvag, alld kat Tp@Tog KaAAtéxvng mov dupvbuve Ty
EOvikr| [TivakoBrjkn (1900), vmootrpiée TIg avavewTikég TAOELS

NG eEAANVIKNG TEXVNG 18L0OVYKPACLAKA, aKOUn KL av eV Tig
akoAovOnoe 670 £makpo aTo €pyo TOL — TPOG AVTNY TNV KatevBuvon
TAPOVOLAGTNKE, AOYOU XApT), G £VOEPUOG VTTOTTNPIKTNG TNG
«Opadog Téxvnp to 1917. BA. Mevtlagov-TIoAvov, O. (1999),
Iakwpidng, Abrva: Exkdooeig Ada, oeh. 256-258, kat Aapmpakn-
[Mhaxa, M. (2017), "OMAAA TEXNH" 100 Xpovia» ato «OMAAA
TEXNH» 100 Xpovier, ABrva: EQviny ITivakoOnkn — Movoeio
ANe&avdpov Zovtlov, oel. 12.

BAayog, M. (2007), 6.1, oeX. 196. H Aéomowva M. Toovpytavvn
xpovoloyei o ¢pyo to 1908 ota: Toovpytavvn, A. (2002), H
(wypdpos Odeir PAwpd-Kapafio, 1871-1960 (Saktuloypagnuevn
Sdaxtopikr| SatpiPry), ABrva: EOviko kat Karodiotprakod
[Mavemotnwo ABnvav, oe. 74, 75- ) ida (2005), Odreia PAwpd
Kapafia, 1871-1960, Abnva (avtoékdoon), oe. 68, 139.

Zopewva pe tov M. BAéxo (2007, 6.1, oel. 364), n) dnpovpyia

Tov épyov to 1951, xpovid katd tnv omoia o Behiooapidng et kat
epyatetat otnv ABnva, emtpénel Ty vobeon OTL katéypaye T
oKnvr 070 Kapvayto Tov Ilepdparog, To omoio eivatl eykateotnuévo
Svtikd tov Iepatd.

Oepatoloyia yia Ty omoia éxet viootnpixOei oL,
emavalapBavopevn, Snpovpyel TV EVTOTWOT VTTOXPEWTIKNG
TAPAYWYNG Ko VoG Teptoptopévov Bepatikov mhatsiov. BA. Micheli, M.
(1977), «Bdhtag Zepept(idng. Aekatpia mpdowmna “ov{nrovv” yvpw
amo To £pY0 TOL», ZVY0G, TX. 24, oel. 37- Mavpopudtng, E.

(1983B), «Bahtag Zepeptlidng», Eikaotikd, Ty. 13, oel. 16-
[oamavikoddov, M. (1999), o.1t., oel. 113- Xat{nvikohdov, N.

(emy.) (2012a), Batiag Zepept(idng, 1911-1983, ABrva: Movoeio
Mrnevdkn, oel. [59-158].

Xat{vikohdov, N, (emup.) (20120), Bahiog Zepuept(idng. Zvvouidies
pe Tov Xpioto Ade€iov, ABrva: Movogio Mrnievakn, oel. [85-88].
BAayog M. (2007), 6.1., oe\. 192.

O Kavélng onpetwvet xapaktnptotikd: «O peaiopog eivain
EKQPAOT] TNG TIPAYHATIKOTNTAG, Apa eivat i yvwon tng andetag
navw ot {wipp. BA. Kavélng, O. (1981), «O pealiopdg otny téxvn»
oto Opéotne KavéAAng, o months Tov oveipov, ABriva: Opada
dilwv tov Opéotn Kavélhn, oel. 87.

33.

34.

35.

36.

37.

38.

39.
40.

Christou, Ch. (1981), Greek painting in the 20th century, 1882-1922,
Athens: National Bank of Greece, p. 57.

Georgios Takovidis, as the director of the Athens School of Fine Arts,
but also as the first artist to be placed at the helm of the National
Gallery (1900), intuitively fostered innovative trends — although as
an artist he refrained from fully embracing them - as evidenced e.g.
by his fervent support of the “Group Techni” in 1917. See Mentzafou-
Polyzou, O. (1999), Iakovidis, Athens: Adam editions, p.256-258, and
Lambraki-Plaka, M. (2017), “Techni Group - 100 years” in “Techni
Group” 100 years, Athens: National Gallery — Alexandros

Soutzos Museum.

Vlachos, M. (2007), op. cit., p. 194. Despina Tsourgianni dates the
painting to 1908. See Tsourgianni, D. (2002), The paintress Thaleia
Flora-Karavia, 1871-1960 (doctoral thesis, mimeo), Athens:
National and Kapodistrian University of Athens, pp. 74-75,and
Tsourgianni, D. (2005), Thaleia Flora-Karavia, 1871-1960, Athens
(self-publication), pp. 68 and 139.

According to M. Vlachos (2007, op. cit., p. 364), the fact that the work
was executed in 1951, when Velissaridis was living and working in
Athens, allows us to identify the location as Perama, west of Piraeus.
On account of this recurring choice of themes by Semertzidis,

the impression of repetitive production and of a limited
subject-matter has been created. See Micheli, M. (1977),“Valias
Semertzidis. Thirteen persons discuss’ his work’, Zygos, no. 24, p. 37;
Mavrommatis, E. (1983b), “Valias Semertzidis’, Eikastika, no. 13,

p. 16; Papanikolaou, M. (1999), op. cit., p. 113; Hadjinikolaou, N. (ed.)
(2012a), Valias Semertzidis, 1911-1983, Athens: Benaki Museum,
pp- 59-158.

Hadjinikolaou, N. (ed.) (2012b), Valias Semertzidis (conversations
with Christos Alexiou), Athens: Benaki Museum, pp. [85-88].
Vlachos, M. (2007), op. cit., p. 192.

Kanellis notes: “Realism is the expression of reality, it is therefore
knowing the truth about life”. See Kanellis, O. (1981), “Realism in art”
in Orestis Kanellis, the poet of dreams, Athens: Omada Filon tou
Oresti Kanelli, p. 87.
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41.

42.

43.

44,

45.

46.

47.

48.

49.

A6 ovvévtevdn tov liwpyov Tovvapomoviov otov A. KaAlova

fe Titho «Xto atehié Twv kaAitexvawv» otn Bpadvvy (apyeio
owkoyévetag fovvapomovlov) — avadnuootevetar oto KaAlovag, A.
(1944), Xvyxpovor EAAnves wypdgpor ko yAomTes, ABva:

M. Zalifepog A.E., oel. 124, 129.

Matfionovog, E. (2009), «ITpooeyyifovtog pe oeuv avarideio tn
(w1 kat to épyo tov Tidvvn Toapodxn» ato Iiadvvys Toapovyns
1910-1989, kataloyog opoTiTAng avadpoyikig ékbeong, Adrva:
Movaoeio Mmevdxkn, oel. 28.

Onwc onpewwvet o Xprotog lavvapdg, o Iiavvng Toapovxng eixe
TNV IKAVOTNTA «Va TPOCAAUPAVEL Kl VAl avawVeDEL TO TIPOBAN o,
BA. Tiavvapdsg, X. (1998), <H koopomnolitikn eAAnvikotnTa TOU
Tavvn Toapovxn» oto ZaPPakng, A. (pépuva), Qoei utpa. Iidvvyg
Toapovyns 1910-1989, ABriva: Ekdooeig Kaotaviwtn, oeA. 41.
Kohokotpwvng, I'. (1992), H vekpr] pvon oty NeoeAAyvikn Téxvy
armd Tov 190 atwve wg Ti6 pépes pag. H eAAnvikn exdoxn kou n
O1ebvri epmeipia, Oeooalovikn: I8pvpa Iiepidn.

Opa), E. (2005), «XapakTikr). ZUVTON EMOKOTIOT EVOG AWV
oto Opdtn, E. (emy.), H ZvAdoyy tn¢ Alpha Bank. Zwypagixd,
Xapaxnikhy, LAy, ABrva: Alpha Bank, oe). 45-46.
[Tepmviwtn-Aykalip, K. (2016), «@ecoalovikn — Aytov Opog —
[apiow oto [Péykog, K.IL.], IToAvkAeitog Péykog (1903-1984).

O Biog kat o épyo Tov, Xeipdypages oerides avtofroypagiog,
Oeooalovikn: Iavog, oel. 53, 179.

[Ipokettat yio ametkdvion g ov{pyov tov {wypdgov OAyag
OeodwpomovAov, Tov edw anodidetat noypagika wg
xwptatomovla. BA. BAaxog, M. (2007), 6.1t., oeX. 440.

Qg mpoTEP YOVIUN TEPiodOg TNG VEOTEPNG ENANVIKTG TEXVNG

Oo mpémel va onpetwBei n) téxvn mov akpalet ota Entdvnoa kot
apBpwvetat wg «ZyoArp» katd tov 180 kat £wg To deVTEPO UG TOV
190v arwva. Zta vnotd tov loviov, Sutikokpatovpeva kot wg ek
TOVTOV O€ OTEVI| eMaQr| He 1 AVoT), ) KOOWKT (wypagik

— TIPOCWTIOYPAPIES, TOTILOYPAPIES, VEKPEG PUOELS, NOoYpagieg,
LOTOPIKA Kat aAAnyopukd Oépata — yvaopioe otadlaka avoion.

[Tap’ OAa avtd, nj Entavnotakn Xxoln dev ovvdéetat pe tny amopxn
TNG KOOUIKNG VEOEAANVIKNG TEXVNG OTO VEOTVOTATO EAANVIKO KPATOG,
kabag n ABrva tng emoyng Tov Obwva éotpeye To EVSLaPEPOV TNG
OTIG ETUPPOEG TOV VEOKAAOIKIGHOD TOGO OTIG EIKAOTIKEG TEXVEG OO0
KO OTNV APYITEKTOVIKT).

Tomoypagieg Twv ev Adyw kaAArexvwv aviikovy ot XvAAOYN TNG
Tpanelag Tng EANAS0g kau éxouv 1181 mpooeyylotel o€ mponyovpevn
evOTNTO, e TipoeEExovoa Ty avdlvor} Tovg oe oxéon pe To Bépa g
apXUOTNTAG Kat TIG 10£€G Kat Ta LdavIKd Tov auTr Kopilet.
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42.

43.

44.

45.

46.

47.

48.

49.

From an interview by Giorgos Gounaropoulos to D. Kallonas
entitled “In the artists’ studio” for the Athens newspaper Vradyni
(Gounaropulos family archive); reproduced in Kallonas, D. (1944),
Contemporary Greek painters and sculptors, Athens: M. Saliveros
S.A.,pp. 124 and 129.

Matthiopoulos, E. (2009), “Approaching with modest impudence

the life and works of Yannis Tsarouchis” in the catalogue of the
retrospective Yannis Tsarouchis 1910-1989. Athens: Benaki
Museum, p. 28.

As noted by Christos Yiannaras, Yannis Tsarouchis had the ability “to
ingest and creatively digest a problem”. See Yiannaras, C. (1998),“The
cosmopolitan Greekness of Yannis Tsarouchis’, in Savakis, A. (ed.),

Like Myrrh. Yannis Tsarouchis 1910-1989, Athens: Kastaniotis, p. 41.

Kolokotronis, Y. (1992), Still life in Modern Greek Art from the 19th
century to the present. The Greek version and the international
experience, Thessaloniki: Pieridis Foundation.

Orati, I. (2005), “Printmaking. A brief overview of a century” in
Orati. 1. (ed.), The Alpha Bank Collection: Paintings, Prints,
Sculptures, Athens: Alpha Bank, pp. 45-46.

Perpinioti-Agazir, K. (2016), “Thessaloniki — Aghion Oros — Paris”
in [Regkos, K.P], Polykleitos Regkos (1903-1984). His life and work,
Handwritten autobiographical pages, Thessaloniki: Ianos, pp. 53
and 179.

The model for this portrait was actually the painter’s wife, Olga
Theodoropoulou, posing here as the genre subject of a village
woman. See Vlachos, M. (2007), op. cit., p. 440.

An earlier fruitful period in modern Greek art that must be
mentioned is the Heptanese School that flourished on the Ionian
Islands in the 18th century through to the second half of the 19th
century. Under Western tutelage and thus in close contact with the
West, the Tonian Islands saw a gradual shift towards secular painting,
with portraits, landscapes, still lifes, genre painting, historical and
allegorical themes. However, the Heptanese School is not seen as
part of the beginnings of modern Greek secular art in the newly
established Greek State, as Athens in King Ottos time turned its
interest to the influences of Neoclassicism in both the visual arts
and architecture.

Landscapes by these artists in the Bank of Greece Collection have
already been discussed in the previous section that focused on the
subject of antiquity and the underlying ideas and ideals.
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51.
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54.
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56.
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Opatn, E. (2004a), Eixoves ¢ OdAaooag. Epya and 1n ovAdoys
06 Alpha Bank, ABnva: Ekdooeig Alpha Bank, oe. 10.

Zrov mivaka Bewpeitat 0Tt anekovileton enetoddio and Tig Bakdocoieg
emyetpnoelg EAAvov kat Ayyhov, katd Ty Teevtaia mepiodo Tng
EMnvikng Enavdotaong tov 1821, kat OuyKekpiéva ot emyelprioeLg
mov éaPav xwpa tov ZentépuPpto Tov 1827, dtav eAAnvikd mhoia
emtédnkav oe aykvupoPolnéva Tovpkikd oTov KOATO TG Itéag kat
Ta oproAnoav. BA. BAaxog, M. (2007), o.1., oe\. 144.

BAdxog, M. (1993), H eAAnvikn Badaoooypagio, Abrva: Exdooeig
OAkOG, oeh. 138.

210 1010 O.7., oeX. 139-140.

H ovykekpuévn emhoyn anod tov Bohavakn amotekei viépPaon tng
LOTOPIKNG TPAYHATIKOTNTAG VITEP TOL YEVIKOTEPOL GULHPOAIOHOD,
Kabwg Ta 190K TNTA TAOLA TOV Aydva £Qepav TI§ ONALES TWV VIOLWV
TOVG, TAPA TO YEYOVOG OTL T EANANVIKI Onpaia artotehovae T onpaia
Tov eBvikob vavtikov and v EBvoovvélevon g Emdavpov tov
1822. BA. ITahovpmng, 1. (2009), «Ta okaptd tov Bohavdkn» ato
Kaowdtn, M. (emp.), Kovotavtivog BoAdavaxns 1837-1907. O
motHs ¢ OdAaooag, ABnva: Idpvpa Awatepivng Aaokapidn -
Navtikdé Movoeio tng EAAadog, oel. 66.

To ovykekpiuévo Bépa amodobnke anod tov (wypaPo Tpelg opec, oe
oxedov mavopoloTuneg cuvEoels StapopeTikwy SlaoTacewy. ApXIKA
dnuovpynBnke o mivakag mov avike otny EAAnvikr Etaupeia tng
Alwpuyog kat 0 omoiog, pe tn Stalvor) g, tepAbe oty EOvikn
Tpamnela. AkoAovONoE N PLAOTEXVNOT TOL TiVaKA TTOV AVKEL TN
ZvMoyn g Tpamelag g EAadog, evw o tpitog mivakag aviiket
otnv Alpha Bank. BA. Kaowdtn, M. (emyt.) (2009), 0.7, oeA. 100.
BAdxog, M. «O evdiapecog Beatrig otoug mivakeg Tov BoAavakn»
oto Kaowdtn, M. (emp.) (2009), O.7., oeX. 44.

BAdxog, M. (1993), 6.1, oeA. 174.

[MnAiadnge, ©.] (1984), Zrédiog I. MnAikdng (1881-1965)
Zwypagog, katdhoyog ékBeong, AONva: EOvikr IivaxoOnkn -
Movozgio ANe§avpov Zovtov, oel. 11.

Onwg onpetdvet kat 0 Miktiddng Hamavikoldov, Oewpeitan évag
(wYpapog TOL PWTAG, {LE TO OTOIO OXL HOVO “UETPA” TO XPOVO, AAAA
Ko EKHETAANEVETAL TNV ATOKAAVTITIKY TOV AgtTovpyia.

BA. TTamavikoAdov, M. (1999), 6.7., oe. 94.

BAdxog, M. (1993), 0.1, oeA. 297.

[amavikoldov, M. (1999), 6.1, oe). 100.

O oroxaotng epucAng Tavvomovhog ekppdlet To aitnua g
emoxn¢ oto dokipo Tov «EAAnvikn ypapur (1903), kadwvtag Tovg
{wypd@ovg va vpviioovy To atfépLo Qg Kat Xpwa, OTws amoppeovy

50.

51.

52.
53.
54.

55.

56.

57.

58.

59.

60.
61.
62.

Orati, I. (2004a), Images of the Sea: Works from the Collection of
Alpha Bank, Athens: Alpha Bank Publications, p. 10.

The painting is believed to depict an episode from the naval
operations of the Greeks, with the participation of British officers,
during the later phase of the Greek War of Independence, and more
specifically the operations that took place in September 1827, when
Greek ships blew up Turkish ships moored in the bay of Itea. See
Vlachos, M. (2007), op. cit., p. 144.

Vlachos, M. (1993), Greek marine painting, Athens: Olkos, p.138.
Ibid, pp. 139-140.

Volanakis chooses, here, to overlook historical fact for the sake of a
more general symbolism, as the privately-owned ships used in the
War of Independence flew the flag of the shipowner’s island rather
than the common Greek flag designated for the National Navy by the
Epidaurus National Assembly of 1822. See Paloumbis, I. (2009), “The
boat types of Volanakis” in Kassimati, M. (ed.) (2009), Konstantinos
Volanakis 1837-1907. The poet of the sea, Athens: Aikaterini
Laskaridi Foundation - Hellenic Maritime Museum, p. 66.

This particular theme was taken up three times by Volanakis, in
almost identical compositions of different dimensions. The first of
the three was owned initially by the Greek Corinth Canal Company
and, after the company was dissolved, by the National Bank of
Greece. Later came the painting belonging to the Bank of Greece
Collection, while the third one belongs to Alpha Bank. See Kassimati,
M. (ed.) (2009), op. cit., p. 100.

Vlachos, M. (2009), “The intermediate viewer in the paintings

of Volanakis” in Kassimati , M. (ed.), op. cit., p. 44.

Vlachos, M. (1993), op. cit., p. 174.

[Miliadis, Th.] (1984), Stelios G. Miliadis (1881-1965). Painter,
exhibition catalogue, Athens: National Gallery — Alexandros
Soutzos Museum.

As Miltiadis Papanikolaou noted: “He is considered a painter of light,
with which he not only ‘measures’ time, but also exploits its revelatory
function”. See Papanikolaou, M. (1999), op.cit., p. 94.

Vlachos, M. (1993), op. cit., p. 297.

Papanikolaou, M. (1999), op. cit., p. 100.

In his essay “Hellenic line” (1903), the intellectual Periklis
Giannopoulos expressed the demand of the times, calling on Greek
artists to extol the ethereal light and colour emanating from the
Greek land. See Lambraki-Plaka, M. (1998), “Greek Landscape
Painting” in Katsanaki, M. (ed.), Greek landscape painting 19th-20th
century. From the Collections of the National Gallery and Evripidis
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63.
64.
65.

66.

67.

68.

69.

70.
71.
72.

73.
74.

a6 v eAAnvikn yn. BA. Aapmpaxn-IThaka, M. (1998), «<EXAnvikr
toroypagio» oto Katoavdakn, M. (emy.), EAAnviky Tomoypapio
1906-2066 auwvag. Amo 116 ovAdoyég TG EOvikng ITivaxoOnkng kot
100 ISpvpatos Evpimidn KovtAidn, ABrva: EOvicry ITivakoOrkn —
Movaeio ANe§dvdpov Zovt(ov, oel. 13.

210 id10 O.T.

BAdxog, M. (2007), 6.1, ogA. 200.

210 id10 0.1, 0e\. 424. To YapaxTiko Aevkwpa Le Mont Athos (1922)
nephapPavet Swdeka ypapukég o§uypagies and Tig ovég Tov Ayiov
Opovg kat tporoyo tov Pulavtivordyov Charles Diehl. Tevikotepa
yua to €pyo tov Koyefiva, BA. Opatn, E. (2004p), «O xapaxtng
Avkovpyog Koyefivag» ato Avkotvpyos KoyeBivag. Xapaxtns ko

(wypdgpog, MétooPo: I8pupa Evayyélov ABépwe-Tooitoa, oel. 107-175.

H Movrj Zravpovikfta eivar 1o mpwto @UANo (Planche I) and ta
dwdeka Tov Aevkwpatog. BA. to idio 6.7, oel. 247.

O mivakag anetkovifel Tomio tov Cassis otn votia TahAia, dmov
ovxvd epvooe o Tohdvng Tig Stakomég Tov kat Tov eiye (wypagioet
Kat emavaAnym. BX. BAaxog, M. (2007), o.7., oeX. 246. BA. kat
Mavpopypatng, E. (1983), 6.m., oe). 119.

Onwg onpetdvet o Avtavng Kotidng, oto ¢pyo tov Makéa
TPOKVTITOVY «HETOLKIOELG TOV TOTHOV AT THV TOTOYPAPLKY) 0TV
Yuxoypagtkn Sdotacn mov LITOdNAWVOLY OYEDT) TOV XWPOU (LE TO
eBvikd mohtioTikd mapehBov.» BN Kwtidng, A. (2000), Kwvatavtivog
Makéag, ABrva: Exdooeig Aday, oel. 170.

To épyo avnket otn dnpovpyikn mepiodo mapapovrg tov Otkovopov
otn ToAia, evw Tapovotdotnke otny MP@TH atopkn ékbeorn mov
npaypatomnoinoe otov «I[lapvaccod» e Ty emoTpoPn Tov TNV
EANGda 10 1926. BA. BAayog, M. (2007), 6.1t., oel. 232.
[MamavikoAdov, M. (1999), 6.7t., o). 98.

BAdxog, M. (2007), 6.7., oel. 336.

BakaAo, E. (1994). «<H avtiAnymn Tov xp®UATOG 6TO £py0 TOV

I. Znvuponovhov» ato Aavinhonovhov, O. (emy.), [idvvng
ZnvpdmovAog (1912-1990). Avadpouiky ékOear, Oeaoalovikn:
Maxedovikd Movoeio X0yxpovng Téxvng, oeA. 11.

BAdxog, M. (2007), 0.7, oeX. 411.

Omnwg o idtog 0 MaoTtixadng oxohiadet: «H yvwon, ) vonpoovvn,

10 ovvaioOnua ovvepydlovtat yia to anotéeopa. H “yYhdooa’ mov
XPNOWOTIOWD givat amhr| kat Katavontr). Oupilet agrynorn yeyovotwy
Kol TEPLOTATIKWY, TOL ovpPaivovy kabnpeptva, OpwG kaTtw amo pio
empavetakn npepio vroPooket N olwnnAn Stapaptupion. BX. Pwtrg
MaoTtixiadng. 50 ypovia yapaxtikns, Iatpa: Anpotikn IivakoOnkn
[Tatpag 1995, y.o.
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Koutlidis Foundation, Athens: National Gallery — Alexandros
Soutzos Museum, p. 13.

Ibid.

Vlachos, M. (2007), op.cit., p. 200.

Ibid., p. 424. The album Le Mont Athos (1922) comprises twelve
eaux-fortes of the monasteries of Mount Athos and a foreword by
byzantinologist Charles Diehl. On the overall work of Kogevinas,
see Orati, I. (2004b), “The printmaker Lykourgos Kogevinas” in
Lykourgos Kogevinas. Engraver and painter, exhibition catalogue,
Metsovo: Evangelos Averof-Tositsas Foundation, pp. 107-175.
Stavronikita Monastery is the first (Planche I) of the twelve plates in
the folio. Ibid., p. 247.

The landscape depicted is situated in Cassis in Southern

France, where Galanis often spent his holidays and therefore
repeatedly painted. See Vlachos, M. (2007), op. cit., p. 246. See also
Mavrommatis, E. (1983), op.cit., p. 119.

As noted by Antonis Kotidis, apparent in the works of Maleas are
“shifts in the landscape from the topographic to the psychographic
dimension, suggestive of a relationship between the site and the
national cultural past” See Kotidis, A. (2000), Konstantinos Maleas,
Athens: Adam Editions, p. 170.

This work, produced during the creative period of Oikonomou’s stay
in France, was presented at his first solo exhibition at the Parnassos
Hall upon his return to Greece in 1926. See Vlachos, M. (2007),

op. cit., p. 232.

Papanikolaou, M. (1999), op. cit., p. 98.

Vlachos, M. (2007), op. cit., p. 336.

Vakalo, E. (1994), “The perception of colour in the work of

J. Spyropoulos” in Daniylopoulou, Olga (ed.), Jannis Spyropoulos
(1912-1990). Retrospective, Thessaloniki: Macedonian Museum

of Contemporary Art, p. 11.

Vlachos, M. (2007), op. cit., p. 411.

As Mastichiadis himself explained: “Knowledge, intellect, feeling,
all work together for the final result. The ‘language’I use is simple
and comprehensible. It reminds us of a narrative about things that
happen every day; however, beneath a superficial serenity there is

a smouldering silent protest” See Fotis Mastichiadis. 50 years of
engraving, Patras: Municipal Gallery of Patras, 1995, n. pag.

75.
76.

77.

BAdxog, M. (2007), 6., oeX. 398.

Kovtoovpnig, T. (2007), «<H {wypagukr tng Kovlag Mmekiapn.
Eowtepikodtnra kot vewteptopog» oto Kovtoovprg T. &

[Towhomovhog, A. (emy.), Kovda Mrexicpy, Zwypagikh-Xapaktii).
Avva Mrexicpy, TAvmtik-Zwypagixi, ABrva: Exkdooeig Addy, oel. 23.
Zoppwva pe t didaockalia tov H. Hofmann, pe tnv onoia fjrav
e€otkerwpévn kat 1) IToAvxpoviadn. BA. Iwavvidov, M. (2008), «Xekéot
[ToAvypoviadn: H kooyukn Stdotaon evog mpoowmtkod cOUIavTog»
oto Kvmpaiov, E. & Zakelapidov, N. (emy.), XeAéot IloAvypoviady,
1904-1985, ABrva: I'kakepi Néeg Mopgég, oel. 33.

75. Vlachos, M. (2007), op. cit., p. 398.

76. Koutsouris, T. (2007), “The painting oeuvre of Koula Bekiari.
Esotericism and modernity” in Koutsouris, T. & Pavlopoulos,

D. (eds.), Koula Bekiari. Painting — Engraving. Anna Bekiari.
Sculpting-Painting, Athens: Adam Editions, p. 23.

77. According to the teachings of Hans Hofmann, with which
Polychroniadi was familiar. See Ioannidou, M. (2008), “Celeste
Polychroniadi: The cosmic dimension of a personal universe” in
Kypraiou, E. & Sakellaridou, N. (eds.), Celeste Polychroniadi 1904-
1985, Athens: Nees Morfes Gallery, p. 33.
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Bioypagika kanfitexvav

AAAMAKOZ Tdvvng

(IIvpyog HAeing 1952 - )

Zet kau gpydletan peta&d ABrvag kat Trvov. Zmovdace otnv Avwtdtn
ZxoAn Kahwv Texvav (1973-78) pe daokdhovg tovg liwpyo Mavpoidn,
Anpntpn Mutapa kot Iavaywwtn Téton. Zuvéxioe pe ehevBepeg omovdég
oto Iapiot tnv epiodo 1978-81. Kiveitat otadtakd mpog pia peetnpévn
agaipeon kat ouviiBwg SovAelet Ta €pya Tov o€ EvOTNTEG, OTOL Kabetia
avadelKVVEL TOVG EKAOTOTE TIPOPANUATIOHODG Kot TG avalnTroeLs Tov,
avtavakAwvtag Tnv ohoéva e§elooopevn mopeia Tov. To Xpwpa, T Qwg
KO 1] APXLTEKTOVIKT ELVaL LEPIKA A Ta GTOLKELR TTOV TOV ATACXOAOVV
otabepd, evw dev Aeimovy ot LTAPELAKES TTPOEKTATELG OTA £PYQ TOV.

AATAMOYPAZX Iwavvng

(PAwpevTia 1852 - Xmétoeg 1878)

‘Exovtag ddokalo tov Nikngopo Avtpa, Eekivnoe va omovddadet
{wypagukn ot Zxoh} Kakav Texvav to 1871. Me vrotpogia petéPn ot
Aavia, 6mov ovvéxioe Tig oovdeg Tov oTn Baothiki Akadnpia Kakwv
Texvawv (Kongelige Danske Kunstakademi) tnv nepiodo 1873-76.

And ol vwpig agootwdnke ot Baaccoypagia, peketwvtag TV
akadnuaikn mapadoon tov Oépatog avto, kat pabrtevoe dimha oTov
eféxovra Oahacooypago Carl Frederik Serensen. ITapd tov cvvTtopo
Bio tov, e€ehixOnke oAV ypriyopa oe Setvod Bakacooypago, e épya
7ov EeXwpilovy yLa TO PG, TV ATHOTPALPA, TI) CUYYEVELL TOVG E TOV
Iumpeotoviopd kat Ty evatcnoia TG XPWUATIKNG TOVG TANETAG.

ANAPEAAAKHZ Anpntpng

(Xavik 1964 - )

Znovdaoe otnv Avwtdrn XxoAn Kakaov Texvwv g ABnvag (1986-91)
pe ddokalo Tov Anuntpn Mutapd. Ao 1o 1991 éwg To 1996 ovvéxioe
1§ petantuxlake Tov omovdés otnv Ecole Nationale Supérieure

des Beaux-Arts tov ITapiotot pe kadnyntég tovg Pierre Carron kat
Vladimir Velickovi¢. Aviiket 6Tovg kKaAAITEXVEG IOV [eAETOVV e T
{wypa@ikr| TOUG SLAPOPETIKEG OYELG TNG TTPAYUATIKOTITAG, HLE EUPAOT)
otnv avBpwmnokevtpikn Staotaot). e ovveyn COpwon pe Tov Stebvr
EIKAOTIKO AOY0, 0 Avpeadakng oTpé@el TavToxpova To PAéupa Tov Kat
oty eyxwpta mapddoon g {wypagikic, kat tapadidet épya ta omoia
PaciCovtat 0Ty MAPACTATIKOTNTA, TAPOLOLALOVTAG KAl APALPETIKEG
taoels. Eivat avaminpwtig kadnyntig oto Tunpa apyitektovav
unxavikwv tov IToAvtexveiov Kprng.

AEEAOX MiyanA

(Znreio 1877 — ABnvar 1965)

Enovdaoce {wypagkr e kabnyntég Tovg lakwpidn, Poilo, Tepaviwtn
Kot Bikdro otn ZxoAn Kahav Texvav, ano v onoia anogoitnoe o
1908. Zvvéxioe Tig omovdég Tov oty Académie Julian kaBwg kau otV
Académie de la Grande Chaumiere tov Ilapioiot, omov 1ipOe oe emagn
HLE TIG VEEG eVpwTAiKKéG TAOELG. ATIO TO 1928 éwg TO 1946 epydoTtnke

wg vrtdAAnhog otny Tpdmefa TG EAMGd0g otov polo tov oxediaotn
tpanefoypappatiov kat afiwv. Xt (wypagikn Tov acxoArndnke Kupiwg
LE TNV TpoowToypagia, To Tomio (aoTiko, Bakacovo, vtaibplo), kabwg
Kol pe Ty kabnpepvr makn tov amhov avBpamnov. Exkivwvtag and
tov Ipnpeatoviopd, katéne oe éva eha@pwg e&mpeatovioTikd VYOG e
EVTOVA XPWHOTO — TA XAPAKTNPLOTIKA (0TA Kat €VTOva XpWHATA TOV
Dwpiopov.

AEIQTHEX Ztpartrg

(Zxomerog Aéofov 1907 - IEpa Aéofov 1994)

Ao vopic aoxoliOnke pe tn {wypagukn kat pabrtevoe kKOVTd 6Tovg
Znopo [Mamahovka kat Zrpatr) TaPald, and Tovg onoiovg épabde kat
ayloypagia, avTiKeipevo e To omoio acXoAndnke yia BlomoploTikong
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Aoyoue. Tnv mepiodo 1929-35 onovdace otny Avwtatn Zxohr; Kalwv
Texvwv pe Saokalovg ot (wypagikn Tovg Zrdpo Bikdro kaw OvpPépto
Apyvpo kat otn xapaktikn tov [iavvn Kegoadnvo. Zto Oepatiko tov
emikevTpo Ppiokovtal ot Tomoypagieg mov anodidovrat e peallopo.

API'YPOZX Ovppéptog

(KaBado 1884 — AOnva 1963)

Dottt ot ZxoAn Kadwv Texvav (1900-04) vro v kabodnynon
Twv daokdAwv Nikngopov Avtpa kat Tewpylov Poihov, Elafe v
ABepw@ela vtotpogia kat OVVEXLOE TIG OTIOVEG TOL 0TV Akadnuia
Tov Movayov (Akademie der Bildenden Kiinste Miinchen) (1907). To
1929 éywve kabnyntig otn Zxohr; Kahwv Texvav kat to 1959 taktiko
uélog g Akadnuiog ABnvev. H Oepatoloyia tov mepthapBavet
ovppolua kat poboloyikd Bépata, Tomoypagieg kat nBoypagikég
OKNVEG, KVplwG ECWTEPIKOD YWPOL. AVATIOPEVKTA EMNPEACUEVOG ATIO
NV akadnpaikr Tov eknaidevorn, xapaktnpiletat ota Tpwipa épya Tov
yla T vatovpaltoTiki] Tov {wypagLkr| OTTiKN Kat apyoTepa yLa Tig
ValOPLOTIKEG TOV AVTIANYEL.

AZTEPIAAHE Ayfvwp

(Adpioa 1898 - Abrva 1977)

Znobvdaoe ot Zxohn} Kahawv Texvav (1915-21) pe tovg Tewpyto
Poilo, lewpyto lakwpidn, Zmvpo Bikarto kat ITavho Mabiomovlo. [a
Aoyovg Promopiopov epydotnke mapaAnAa oe SlagnuLoTikn eTapia
Kot apyotepa dlopiotnke kabnyntng oxediov otn péorn exmaidevon
(1925). Aviikovtag otn Aeyopevn Tevid Tov 30, mov mpoonddnoe va
emavanpoadlopioet TV eEAANVIKOTHTA péoa amd TOAD SlapopeTIKES
0dovg, ouvéBale kat o idlog oe avth TV KatevOVVON, pe amdppoLa Eva
TAOVOL0 €pYo, DepaTikd Kot TEXVOTPOTIKA. ANULODPYNOE TPOCWTIKO
VoG, péoa and Ty epnédwon atoiyeiwy Pulavtivig kat Aaikng
Tapadoong Kat LOVTEPVWY PEVUATY, AN Kol [ TN XPTIOT) EVPIHATIKDOV
TPOOTITIKWY KAVOVWY.

BAPBAPEXOX AxiAéag

(ABnva 1897 — ABnva 1971)

Znovdaoe otn ZyoAn Kakwv Texvay, and tny onoia anogoitnoe to
1922. 2t {wypa@iKr| TOL TOV aacXOANOE TO TOTIO, [E TTPOOTIAWOT] OTIG
Baotkég apyég Tov Iunpeatoviopod. Yrrp&e viaAAnlog tng Tpamelag
¢ EANadog, mpoiotapevog tov Tpnpatog KatapTiopod Tomov
tpanefoypappatiov. Xto mAaioto Tng epyaociag tov otnv Tpamneda, eixe
v evkapia va ta&ldéyet 0to e§wTepikd kat va evipepwdel yia Tig véeg
TEXVIKEG XANKOYPAPIKNG XAPagNG Kot EKTUTIWANG, KATL IOV TOV €QPEPE OE
ETAQT| [E TNV LOTOPLa TNG TEXVNG KAt Ta VEA KAOANTEXVIKA peDpLaTaL.
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BAPAAMOZ lLwpyog

(Il&pog 1922 - Abnvae 2013)

Znobvdaoe (wypagikn otny Avwtatn Zxohr Kalwv Texvav pe
daokalovg Toug Ovpépto Apyvpo kat Kwvotavtivo ITapOévn kat
Xapaktikn oto epyaotipto Tov [iavvn KegaAinvov. Enerta cuvéxioe
oto Iapiot otnv Ecole Nationale Supérieure des Beaux-Arts kat 6T0
College Technique Estienne. Etduke00nke otnv téxvn tov PipAiov kat otn
xapafn ypappatoonpwv. EEelooopevog mapdAinha oe (wypagikr kot
xapaxtikr, Stakpifnke yia Tig TEXVIKEG TOV tkavOTNTEG, TNV £§LTIVN XpPTioN
TV XPWHATWY, TV KATAOTAAAY[EVT anddoot) Tov TeptPaAlovTog kat
TNV OHOPPLA TWV OVVOETEWY TOU.

BAZIAEIOY Znvpog

(TaAaidr 1902 1 1903 - ABrvac 1985)

Znobvdaoe (wypagikr otn ZxoAr Kalwv Texvaov (1921-26) pe ddokako
apxikd tov AAéEavSpo Kahovdn kat and to 1923 kot peta tov NikoAao
Avtpa. To 1929 mpaypatonoinoe Tnv mp@TH aTopk Tov €kBeorn kat To
1930 képdioe To Mmevdkelo Bpafeio yla ta oxédia Twv totyoypagLawv
Tov Ayiov Alovuaiov Tov Apgomayitov (ayloypaenon mov @INoTéxvnoe
10 1936-39). Ynrp&e 18puTiko péhog g «Opadag Téxvipy kat g
«Opddag Zrdbun» kat Sidage mpomodepkd otny Hoamaotpdrtelo ol
Kot petamolepkd oto ABnvaiko Texvoloyiko Ivotitovto (ATI) -
ZxoAr Ao&adn. Hon anod to 1927 aoyohnOnke kot {e Tn oknvoypagia,
evw 0T Stdpketa TG Katoxng otpagnke otn xapaktikn kat
KUKAOQOpN 0 Kpu@d ELAOYpaPiES, ELKOVOYpaPUEVA XELPOYPAPA KA
ekdooels. Aviikovtag otn Aeyopevn Ievia Tov '30, mapryaye €pyo mov
StamvéeTat amod 1o 18aviko NG EAANVIKOTNTAG, TO OT0I0 HETEPEPE OTN
{wypa@ikr| Tov ametkovilovtag To PuOIKO Kat aoTkod ToTtio, kabwg Kat
oKkNvEG TG kabnpepvig (g, ouvdualovtag emAEKTIKA OTOLXEL TNG
eAANVIKNG TapddoonG — OMwG amd T Ak TEXVN — HE XapAKTNPLOTIKA
tov Kovatpovktifiopot, tov Yneppeahiopov, tng Ilom apt kat tov
Dwtoypagkov Peaiopo, ya va dnuovpynoet cuvbéoeig nboypagpikcod
KO AQNYNHATIKOV EVOLAPEPOVTOG.

BEAIZXAPIAHX Iwpyog

(TpameCovvta 1909 - Abrnva 1994)

Eyypaenke otnv Avwtdtn ZxoAn Kakwv Texvwv to 1930. Eixe kabnyntég
tov Kwvotavtivo [apBévn ot {wypagukn kat tov Tiavvn KeparAnvo
otn xapaktikr. [Ipooeipdn to 1942 and v Tpanela g EAGdog
omov gpyaotnke TOANA Xpovia (wg To 1969) oo Turua KatapTiopob
TOMoV TpameloypappATIVV- INOTEXVNOE EMIONG YPAHUHATOOT|HA YLa

ta ENAnvika Tayvdpopeia. Av kat Sev eykatélenye moté T {wypagikr,

£YLVE YVOOTOG Yl TO XAPAKTIKO TOL £pY0 KLPIwG, kabwg Kat yia Tig
VEKPEG PUOELG Kat TG ToToypagieg Tov. Me afova tnv avamapdotaot, ta
{wypagikda Tov €pya ta xapaktnpiCet n afiactn mpotipnon 0to xpwpa,
EVW TaL Xapak Tk Tov kat 81 ot fuloypagieg Tov otnpifovrat oty
évtovn avtifeon AevKOD-HavpoL Kat 0TI APTIEG PWTOOKLATELG.

BIKATOZX Xnvpog

(Apyootodi 1878 - ABnve 1960)

Agov olokArpwoe Tig 0movdég Tov 0N XxoAr Kalawv Texvav (1896-
1900), otn {wypagikr pe daokarovg tov Nikngopo Abtpa kat Tov
Zmvpo IIpooakévtn kat ot yhumtikn pe ddokalo tov [ewpyto Bpovro,
ATOPACLOE KAl AVTOG — OTIWG Kat TOANOi AANOL KAANITEXVEG TNG YEVIAG
Tov - va Tig e§eiel oty Akadnpia Tov Movayov, 0mtov kat Stapdppwoe
ta otépen), alld axadnpaikr, (wypagukr patid. Kopio evdiagépov

Tov LTNPEE N YLXOYPAPLA TWY XAPAKTHPWY Kat OXL TOGO 1) TUOTH TOVG
anodoon. Emiong, Stakpinke yia g mpocwnoypapieg actwv Kat
TOALTIKWV 1] SLAVOOVHEVWY, TV OTIolWwV TIG ouvauoOnuartikég dtabéaelg
Katd@epe va anodwaoet e peydlo Pabud. Me onpeio ekkiviong tov
PeaAiopo, ypnyopa otpdenke atov Iumpectoviopo, ano amoyn 16oo
VPOVG 600 Kal emAoyNG Xpwpatikng marétag. Edwoe éugaon otnv
ATUOCPALPA TWV EPYWYV KAl OTA QTELVA, (0TA XpwpaTA.

BOAANAKHZX Kovotavtivog

(HpéxAero 1837 - Ietpaudig 1907)

Katayotav ano edmopn okoyévela eunopwy, 1) onoia eykataotadnke
otn 20po. AkodovBwvtag avaloyn mopeia, uetéPn otny Tepyéotn ya

va aoxoAn0ei e To eumOPLO, WOTOCO APKETA VWPIG PAVIKE 1) KAIOT) TOV
oTtnV TéXVN. Me Ty vtooTpi&n TG OKOYEVELAG TOV, E0TAAN yla OTIOVOEG
otnv Akadnpio Tov Movdyov pe kabnyntn tov Karl von Piloty- ekei
KATATAOTNKE [e TV ToToypagia kat T Oakacooypagia, Tov £yvay ot
anok\etotikoi Oepatikoi kkAot Tov épyov Tov. Agov talideye oe apkeTd
uépn s Evpwmnng, eykataoctadnke otov Ietpatd pe tny otkoyévetd tov
10 1883. ITapaAAna, Stopiotnke kaOnyntrg ot Xxohny Kakawv Texvav
Kkat idpvoe kau dtkr) Tov axoAr| To 1895, To «KaAAitexviko Kévtpor.

Ot tomoypagieg Tov deixvovv Stabeon agopoiwong Hovrépvwy Kat
avavewTIKOV Tdoewv (ototyeia Iumpeotoviopob, enppoé and tn Xxon
Barbizon), evw ot Balacooypagieg Tov — ot omoieg Tov kabiépwoav wg
natépa Tov eidovg TNV toTopia TNG VEOEAANVIKNG TEXVNG —
napovotalovy peyalvtepn mpooniwon ota Wdedn TG ZYoArg Tov
Movéyov pe emdpaoelg kat amd v OMavdikr Zxolr. Ot vavpayie,

Ta Apdvia, Ta kaikia kot o Oakaccoypagikd tomia anodidovrat pe
ATHOTPALPIKOTITA, TOUTIKOTNTA Kot SOVAEUEVT] XPWHATIKT appovia.

BYZANTIOZX ITepikAng

(AOnva 1893 - ABnva 1972)

MOA 19 xpovawv taideye 0to Movaxo wg omovdaaTng, ypriyopa
Opwg anmoyontevOnke kot petéPn oo Iapiot, Omov amogoitnoe amd Ty
Ecole Nationale Supérieure des Beaux-Arts kot Tnv Académie Julian. To
1917 enéotpeye oty EAGda kat Tnv mepiodo 1920-22 vinpétnoe ot
Mikpaotatikr ekoTpateio 0§ oTPATIWOTIKOG {WYpAPos, KaTaypaPovTag
KUPLWG TTONEULKEG OKNVEG. AVTA T EPYQ KATAGTPAPNKAY, APOD TPWDTA Tat
e&é0eoe o0 Zammelo kat ) Zpopvn. Hrav éva amod ta idputikd pén g
«Opadag Téxvip. [apdAna, vinpe kabnyntng ota mapaptripata tng
Avotatng Xxolig Kadwv Texvav otnv Ydpa kat Tovg Aehgovg. Axopun,
aoxoAOnke pe tn oknvoypagia kat T okitcoypagia. Protéxvnoe
KUPLWG TPOCWTOYpAPieS Kal OKNVEG amod TNV Kabnuepvotnta 61o

doTu Kat 1dlatTépwg ToV anacxoAnoe 1 anekoviorn tov Tomiov. Iapott
EMNPEACTNKE A0 TOV YAAAKO [Umpectoviopo, anopakpvvonke and
AUTOV 0TAdLaKA, SLATNPWYTAG WOTOCO TNV ATl Kat evaicOntn
XPWHATIKT| TOV.

TAAANHX Anpntprog

(ABnva 1879 - ABnva 1966)

Eekivnoe v ekmaidevon} Tov otn XxoAr [oAtikwy Mnyavikwv Tov
[ToAvteyveiov Tnv mepiodo 1897-99 kau mapdAAnha éhafe pabdrpata
oxediov and tov Nikngopo Avtpa. ONoKANPOVOVTAG AVTEG TIG OTIOVSEG,
uetéPn to 1900 oo [apiot, dmov goitnoe oty Ecole Nationale
Supérieure des Beaux-Arts. Ao 1o 1901 péxpt to 1912 emdoOnke mov
eTTUXNUEVA 0T Yeholoypagia Kat ouvepydoTnke pe Stigpopa yarhikd
neptodika. Katd v mapapov) tov otn Leppavia (1907-09),

¢de1Ee peydho evlilagépov yia tn xapaktikn kat taitepa Ty
Euloypagia. Ao o 1909 eykatactddnke ot Movuaptn, cuvdédnke
@\KA pe TpwToTOpovg Kakitéyveg (Matisse, Maillol, Derain, k.d.)

Kot €xOnke Tig emdpdoelg Tov PwpPiopov kat Tov Kupiopov. Amd to
1930 éw¢ to 1937 Sidade xapak Tk, avoiyovtag To pyacTrpLo Tov

oe EN\nveg omovdaotég tov Iapiotov, omwg o ITodvkAettog Péykog,

o Nikog Xat{nkvptaxog-Tkikag, o0 Kwvotavrtivog Bu(avtiog k.a. To
1945 vrtip&e yia tov Takdavn xpovid Stakpicewy, kabwg eEehéyn
kabnyntrg otnv Ecole Nationale Supérieure des Beaux-Arts tov
[Tapiotov kat pélog g yahAikng Académie des Beaux Arts. To 1950
ekAExOnKe avtemotéAAov pélog g Akadnuiag ABnvawv. Me onpavtiko
Depatid eVPOG, CLYKPOTNOE VA TIPOCWTIKO VYOG TTOV TAPAUEVEL
a@oolwuévo otov Khaowkiopo, evw otpéget mapaAina to evolagépov
Tov 0TOV vewTeplopo. Eivar pio amod Tig mo onuavtikég KaATeXvikeg
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TPOCWTIKOTNTEG TOL MeoomoAEpov, e Oepehiddn cupBolr| oty
XOPOKTIKT).

TEPAAHX Antdéotolog

(MvTiAfivy 1886 -ABnve 1983)

Me onovdég apyika ot ZxoAn Kakwv Texvav (6mov eixe kabnyntég
Toug Anuntpto Iepaviwn, Zmvpo Bikaro, fewpylo Poido kat Tewpylo
Takwpidn) kat émerta oo [Mapiot otnv Académie Julian, StaxpiOnke
yla Tov akadnuaiko xapaktipa tov épyov tov. Metadd twv omovdwy
Tov (1910-15) epydotnke wg kaOnyntrg oto Iaykvmpio Mvuvdoto
Agvkwoiag. AToTOnwoe oTa épya Tov OKNVEG TG kabnuepvig (g,
EMAEYOVTAG YILYOUG TOVOUG TIOL ATTOTIVEOLV TNV Npepiot Kat TV Taén
TV anetkoviCopevoy xwpwyv. Ot pevyaléeg OTIYHEG OTA €pya TOV
anodidovtat oxedov pwToypagika, pe mountikn Siabeon.

TEPMENHZX Bacileiog (Baoog)

(Doxdpdo 1896 — ABnva 1966)

Eexivnoe 11§ omovdég tov oty KalArrexvikn XxoAn e Képkvpag

Kal Tig ovvéxioe ot Xxol Kahwv Teyvav (1915-21). Tnv it emoxn
eyypagnke otn Nopikr XxoAn AOnvav, Tnv omoia OpwG eykatéAenye
HETA amod Tpia XpoOvia @oitnong. AlaxelpioTnke Oyelg TnG veoeAANVIKAG
TéxvG (nBoypagia, Tomoypagia, pocwmoypagia) pe £va 18iwpa apketd
akadnaiko, evad ta épya Tov Eexwpifovy yla Ta EVTova XpWHATA, HETa
o€ £VaL OXL Kl TOOO AETTOEPES OYEDLO.

TEQPTTAAHZX Avdpéag

(Oeooadovikny 1972 - )

TevvOnke ot Oeooalovikn kat (et oty ABfva. Zrovdace ypagLotikr),
éAaPe pabnpata eikovoypaenong oto Institut d' Arts Visuels otnv
OpAedvn g Tahiag kat tapakolovBnoe pabnpata (wypagikrg

pe Tov [iwpyo Poppn. Kbpto vAiko tov eivat o pekdvy, eva Oepatika
KIVELTAL OTNV ATEKOVLOT) TOTIWY, Ta 010l atoSideL [Le TTONTIKOTNTA Kat
AXPOVIKOTNTA. ZTa TEPLOTOTEPA £PYQ, OL OKNVEG TIOV KTilel pe Ta pehdvia
TOL TIPOKVTITOVV ATO TIG TIPOOWTIKEG AVA(ITITELG TOL AVAPOPLKA (IE T
LVIUN Ko TV toTopia.

TEQPTIAAHZ Avdpéag, o Kpng

(Xavid 1892 - ABnver 1981)

Znovdaoe otn ZxoAn} Kahawv Texvav (1916-23) pe daokalovg Tov
Tewpyto Iakwpidn, Tov Anurtpn Lepaviwtn, tov Zndpo Bikato kat tov
Tewpyto Poilo. Enetta, éxovtag kepdioet Tnv APepw@ela viotpogpia,
ovvéxioe oo Iapiot kat otig Académie Julian, Académie de la
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Grande Chaumiere kot Académie Colarossi. Katomy, eidikev0Onke

ot vomoypagia ot Regia Scuola per Industrie Artistiche tng
Mnolovia. Hrav {wypdgog mov Bavpale Ty khaotkn téxvn and v
Avayévvnon péxpt tov 190 atwva, diwg ™ {wypagukn tov El Greco

kot Tov Rembrandt. Xta épya tov eivat Staxpirr n) mpoonaberd Tov va
OVYKPOTHOEL fiat opyavwpévn {wypagikr em@avela pe TAOVGLO XpWHLA,
gVpELa TOVIKOTNTA Kot (WTIKOTNTA TWV HOPPDY, OTIG OTIOLEG KATAPEPE TE
peydho Pabuod va mpoadwoel yuxoypagiko fabog. Avtr Tov N empovn
otnVy kKAaotkr téxvn kdbe aAlo mapd Tpoxomédn fTav agov, péoa and
€va QPEOKO Kat TpoowTkd PAéUa, GLVEVWOE TOAG amod Ta oTotxeia TNG
{wypagkng tapadoong kat Snuovpynoe aflodoya épya.

TTAAAINAZX Ayyelog

(Képxvpa 1857 - Képrvpa 1939)

MoaOnt¢ Tov Extaidevtnpiov Kanodiotpiag otnv Képkvpa, mpe
padnpora (wypagukng and tov Xapdhapmro Iaxr. Zuvéxioe Tig omovdeg
Tov ot Bevetia, ) NdmoAn kot ) Popn. To 1878 eykataotabnike ek
véov oty Képkvpa, omov emdobnike otig vdatoypagieg pe kbpto Oépa
v anekovion tomiwy. Tnv idta mepiodo ékave moAd ta&idia yla va
gumlovTioet TIG Tomoypagikég Tov avalntioets. To 1902 iSpvoe v
Kateyvikn kou Blotexvikr ZxoAn g Képkvpag, omov ko didake.
EmkevtpwOnke otabepd otny tomoypagia, alld kat otny nboypapia,
eV TTOAAEG OPLOTOKPATIKEG OIKOYEVeELEG TNG Evpwring ayopacav épya
Tov, ovveTeia kat TnG epnopikng 0¢ong e Képkupag exeivo tov katpo.
Ta Oépatd Tov eival pealloTiKd, [e QWTEVA XPWHOTO Kot

ALK} TPOGEYYLOT).

TTANNOYKAKHZ Anuntpng

(Epuovmoln 1898 — ABnve 1991)

Znovdaoce mpata ot ZyoAn Kakwv Texvwv tng Apéodng kat émetta
oto Iapiot. Ty mepiodo 1930-33 epydotnke 01O KaANTEXVIKO
Tunua tov Epyootaciov Ipagikwv Texvwv «Aomwtn - EAKA» oty
Képkvpa. Zoypagog kat apaKTng, ToV anacXoAnoe moAD ) TEXVIKN
NG AOTPORAVPNG XAAKOYPpAPiag, Vi LTIPpEe ATd TOVG TPATOVG

mov aoxoAnOnkav pe T £yxpwun xaAkoypagia. Ot Oepatikég Tov
AmOTEAODVTAL KVPLwG Amtd TOTIA, YUUVE Kat VEKPEG PUOEL.

TOYNAPOIIOYAOX lNwpyog

(Zw{omorn Bovdyapiag 1890 — AByve 1977)

Anogoitnoe ano tn Xxohr; Kahav Texvav to 1912. MecoldPnoav ot
Bakkavikoi IToAepot kat 0 A" Tlaykoopiog IToAepog, atovg omoiovg kat
otpatevdnke. Otav eEAngav ot exBpomnpaties, poitnoe otnv Académie

Julian (1919-24) kau émerta yua €vav xpovo otnv Académie de la Grande
Chaumiere. Tnv epiodo avtr) cuvepydoTnke pe yKalepi, GupeTELXE

oe ekbéoelg kat Nrav Wlaitepa evepyog kaAArexvikd. Enéotpeye oty
EM\&da 10 1931, evad oo petady eixe exbéoel SVo gopég ot xwpa pag
KoL Ta €pya Tov eiyav TOXeL ap@ileyopevng kpitikic. Exovtag anoktroet
otépeeg akadnuaikég fdoels, anmootactonomOnke vwpig amd avtég kat
Stapopewaoe éva Slakpttd TPoowKO W8iwa, 0TeVA GLVOESEUEVO (1e
ToV Zovpealtopto- ot ouvOEsELG TOL SlakpivovTaL Yiot TO aypOVIKO Kot TO
aToTKO TOVG TEPIPAANOV, kabwg Kat yia ToV IOLO[OPPO TPOTIO e TOV
OTI0l0 KAVEL XPTIOT) TNG PWTOOKIAOTG.

IT'YZHX NikoAaog

(THvog 1842 - Méveyo 1901)

Eexwptotn kat §eomofovoa (op@r| TNG YEPHAVIKNG Kat VEOEANNVIKTG
TéXVNG Tov 190v awwva, o Nikodaog Ivlng yevviOnke oo vnot tg Trvov
Kot é{noe pe T okoyéveld tov otny ABnva and to 1850. Eekivoe toTE
va gotta atvra 0t Zxohr) Kahwv Texvav, evw emionpa goitnoe tny
nepiodo 1854-64, pe kabnyntég tovg adedpovg Mapyapitn, tov Raffaello
Ceccoli, tov Aovdofiko Oeipato, aAld kat Tov Nikngopo Avtpa, e Tov
omoio ovvdéOnke pe eykapdia @ihia. To 1865 ovVEXLOE e HETATTUXLAKEG
omovdég 0To Movayo, eva katagepe To 1868 va yivel dektdg amd Tov
Eakovoto Teppavo (wypago ka ddokaro Karl von Piloty. To 1872
eméoTpeye yla pua dtetia otnv AOnva kat to 1873 emoképOnke

Mikpé Acia pe tov Nikneopo Avtpa. To tadidt avtd anotéheoe kopPiko
otabuo ot {wi Tov, agov v pEe TVPrVAG EUTVELONG Kat SIAHOPPWOTG
Tov petémetta épyov tov. To 1888, 1181 Stakekpiuévog kaAArtéxvg,
avaknpvxOnke kabnyntrg oty Axadnpioa Kalwv Texvav tov Movdyov.
To 1895 11p0e yia televtaia popd otnv EAN&da. To €pyo tov Stakpivetat
yta v moAvmhevpn Oepatoloyia kat ) tdBeor| Tov va aglomou|oet
TotKiAa TEXVOTPOTIKA OTIA, amd Tov Akadnpaikd Pealiopo péxpt kat

10 Jugendstil.

AOYKAX Extwp

(Zutpvn 1885 - Abnva 1969)

Znovdaoe otnv Akadnuia Kakwv Texvav tng Bevetiag, éneita otnv
Axadnpia Tov Movayov (1903) kat otn ovvéyeta otnv Académie Julian
oto Iapiot. To 1907 eykataotadnke oto Movayo, omov Bpapevdnke to
1913 wg mpoownoypagog. Apyodtepa enéatpeye otnv EANASa oploTikd.
2t Cwypagikn Tov Bepatoloyia mpaypatevdnke Waitepa to tomio,
NO0YPAPIKEG OKNVEG KAl TNV TIPOCWTOYPAPiaL. XTO MPLHO £PYO TOV
eivat epaviy 1000 ta Siddypata TG akadnpaikng (wypagikng 600 kat
OL ETUPPOEG TWV KAVOTOUWV SUTIKWYV PEVUATOV, OTIWG TA YVWPLOE OTO

[apiot. IStaitepa Eexwpilet 0T0 €pyo TOL TO EVOLAPEPOV TOL yla TNV
anodoon g Yyuxoypagtkig diabeong twv popewv, alld kot i aiobnon
TOL oTLypLaiov.

AOYKAZ Iwavvng

(Apyvpokaotpo 1841 - ABHva 1916)

Eekivnoe omovdalovtag (wypagukr otn XxoAn Kahwvy Texvav.
AxolovOnoav omovdég otnv Akadnpio Tov Movayov (1865-68) pe
kaBnyntn tov Karl von Piloty kot oo ITapiot pe tov Jean-Léon Gérome.
[apéperve extdoc EAAdag péxpt to 1876 kat epydotnke oe SlaQPopeg
TOAeLG, Omwg 1) Biévvn, to Movayo kat to [apiot. AlakpiOnke yia tig
TPOCWTIOYPAPIEG TOV — OL OTIOLEG TOV £XOVV KATACTIOEL £VAV ATTO TOVG
OTHAVTIKOTEPOVG TTPOCWTIOYPAPOVG TOL 190V awva — ahAd kat yla
dapopeg ovvBéoelg mov mpaypatebovtal puhoAoyikd Kat loTOpIKA
O¢pata (pe ovpPolikd otoryeia). Edwoe onpacia otn Aentopépeta

KOl XELPIOTNKE TO XpwHa [ PACT) TIG APYEG KAl TOVG KAVOVEG TOV
Axadnuaiopov.

ZABITZIANOZX Mapxog

(Kwvotavtivovmodn 1884 - Ievevy 1923)

Znovdaoe otnv Akadnpia tov Movdyov, (wypagikr pe tov G. von Hackl
Kot xapaktikn pe tov M. Kern. Aonaotnke Tig 19¢eG Tov 6001aAGHOD

Kot Ka®’ OAn ) Stdpketa tng (wng Tov vinpée Wiaitepa evepyodg

TOATNG. ApYyoTepa fp0e Mo KoVTa 0TOV I8EAMOHO TV OLYYPAPEWY
Kwvotavtivov @eotokn kat Kwvotavtivov Xat{onovAov. To (wypagikod
€pYO0 TOL SlaKpiveTal yLa TO IUTPECIOVIOTIKO KAl HETAIHUTPECIOVIOTIKO
Siwpa. Ta xapaktikd Tov Eexwpilovv yia Ty anodoon ¢ Tapaotaong
Xwpig alhotwoelg, pe kabapd meptypappata, Kabwg kat ya Tig
TOALTIPOoWTEG GLVOEDELG, XWPIG TOANEG EVAANAYEG OTIG TOVIKOTITEG
AoTpOL-HavpOvL.

ZAXAPIAZ Iwavvng

(ABnva 1845 - Képkvpa ayvwoty ypovoloyia Oavitov)

Znovdaoce ot ZyoAn Kahwv Texvawv péxpt 1o 1866, Xpovid mov petéPn
oty Akadnpio Tov Movdyov pe kaBnyntn tov Karl von Piloty. TTapott
ot mAnpogopieg yta Tr (Wi} Tov eivat EAAIOTEG, eival yVwoTO WG €xatpe
ekTipunong and peyalovg {wypdgoug e emoxne, 0nws o Nikolaog I'odng
kat 0 Nikneopog Avtpag. Omwg eival emiong katoyeypapévo, HeTd T
Bpapevon Tov ot Aebvr) ExBeon tng Biévvng to 1873, eppavioe yoyikr
vooo kat elorjxOn oto yuxtatpeio g Képrupag, omov kat anePiwoe. To
¢pyo Tov akohovBei Ti¢ apxég Tov Akadnpaikov PeaAiopov tov 190v
auwva, v Ta BEpatd Tov eivat Tpoowmoypagieg kat nOoypapLikég
OKIVEG, EKTEAEOUEVEG [LE APTIAL TIAPAOTATIKOTNTAL.
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ZEYTQAHZ Ipnyopiog

(AB1va 1886 — ABnva 1950)

Eekivnoe va omovdadet (wypagikr otn Zxohr Kahwv Texvav pe
ddoxalovg Tovg fewpyto Poidd kat Nikngopo AvTpa kat émerta YAUTTIKE
e Tov Fewpyto Bpovto. H yAumtikr| tov képdioe kat e€etdikevBnke oe
avthy Ty TV otnv Académie Julian, aA\& kaw oty Ecole Nationale
Supérieure des Beaux-Arts. Me tnv emotpon tov otnv ABfva to 1911,
avoi&e epyaotrpio pe Tov Nikodao Adtpa. Yrrp&av kat ot §bo 1dputikd
e g «Opadag Téxvnpy. H yhumtikn tov eivat peaoTikn, evw ToAAEG
Popég Ta Dépatd g eivat ahAyopkd, eMnpeacpéva ano T yonteia
IOV TOV AOKNOE TNV €MOXT eKeivN TO pevpa Tov Xvppoltopo0. Emiong,
EMNPEACTNKE IOLAUTEPWG ATIO TIG LOPPOTIAACTIKEG AVTIAYELG

Tov Auguste Rodin.

HAIOIIOYAOY Ewprivy

(ABrve 1950 - )

TevvnOnke kat Cet oty ABrva. AQov amo@oitnoe anod To Turua
®uholoyiag Tov [avemotnpiov ABnvav, Eexivioe apyotepa omovdeg
otnv Avwtdtn 2xol Kahaov Texvwv (1977-81), 0To epyaoctnpto Tov
Niwpyov Mavpoidn. Enerta ovvéyioe oty Ecole Nationale Supérieure
des Beaux-Arts, pe Sdokalo tov Leonardo Cremonini. Eivat (wypdgog
IOV KIVEITAL OTHV TOPAOTATIKT (YPAPLKT, OOV avadelkvoeTal 1) TEXVIKT
™G devotnTa, add kat pia B¢aorn tov koopov e Stdbeon Avpukn kot
eVOEXOHEVWG OPAUATIKT, OTIWG SLaPaivETaL amd TNV EVTOVT Kol TOAUNPT
XPWHOTIKT TNG TAAETaL

OEOAQPOIIOYAOX Ayyelog

(ABnva 1883 — ABrva 1965)

Eyypagnke otn ZxoAn Kalav Texvav to 1900, 61ov omoddaoce pe
kabnyntég tov Fewpyto lakwPidn ot (wypagikn kat Tov Nikohao
Dépumo otn xapaktikn. Meta tov A’ Iaykoopo [ToAepo ovumhipwoe
T1G 01ovdég Tov otV AyyAia, T Fahhio kat Ty Itakia. Ano Ta
POLTNTIKA TOV XPOVIA GLVEPYAOTNKE e Stapopa abnvaikd meplodikd
Kol e pepideg, oTa omoia ovupeTEiXE He Yeholoypagieg, oxEdLa kat
Evloypagies. Ekeivn tnv mepiodo dpyoe va aoxoAeitat cuoTHHATIKA pe
v EAoypagia Kat Ta TPDTA THO YVWOTA £PYa TOL EUPAVICTIKAY TO
TPWTO Hioo TG Sekaetiag Tov 1920. Iia Adyovg Plomopiopot, avélaPe
v Kalrexvikn StevBovvon g dtagnuotikng etatpeiag GEO. Ta
¢pya TOL Yvwploav gvpeio amodoyr amod To KOLvo Kat TOVG KPLTIKOVG,
ev TOAAOL fjTay eKeivol Tov Tov cuvEkptvay e Tov Anuntpn Takdavn.
Méoa anod tov Tpomo mov petaxelpiCetar Ta otabepd Oépatd Tov -
YUVOUKEG, VEKPEG QUOELG, ENLEG — UTTOPEL KATIOLOG va Stakpivel TV LYNAN
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TEXVIKT), TNV AQOHOIWOT avwTepwy atoBnTikwy aftwv kat Ty avtoxr Ko
SLaypovIKOTNTA TWV OTTIKWVY UIVUUATWY.

TAKQBIAHZX TI'ewpytlog

(Xvdnpa Aéafov 1853 - ABnve 1932)

Hyetikr) kahitexvikn pop@r} TG veoeANNVIKNG TEXVNG 0Ta TEAN TOL
190v awwva kat TI§ apyég Tov 2000. Znovdace otn XxoAr) Kaav Texvav
(1870-77) Simha o€ peyalovg kabnyntég, onwg o Nikngopog Avtpag
Kkat 0 Bikévtiog Advtoag otn (wypagikn, kat 0 Agwvidag Apoong ot
YAULTTTIKT. EeSIMAGVOVTAG Amd QOLTNTHG TO TAAEVTO TOV, ATOPOITNOE
Le APLOTA KA, KATOTILY VTTOTPOPING, GUVEXLOE TIG OTIOVIEG TOV 0TIV
Axadnpia Tov Movdyov kovta otov Ludwig von Lofttz. Metd v
ATOPOITNOT| TOV, EyKATAOTAONKE 0TO0 Mdvayo, dmov idpuae XxoAn
Zwypaikng kot £(noe wg Kataftwpévog kat daitepa Tapaywykog
{wypagog. To 1900 enéotpeye otny EANGda, avakapfdvovtag
StevBvvtikn 0éon otnv EOvikn IMivakoOnkn kat to 1904 StadéxOnre
Tov Nikngopo Avtpa ot Béon Tov kabnyntn ehatoypagiog otn XxoAn
Kalwv Texvawv. ITiotog otig apyég Tov Akadnuaiopov, o lakwpidng,
mEpa amo TNV anapdpAn oxedaoTikn Tov detvotnTa, katopbwaoe va
Stapopeaoet £va Stkd Tov HOPPOTAAGTIKO VPOG, KUPIWE [ETA At TNV
Wuaitepn xpwpatikn enévdvon Twv épywv kat, 81, TG nboypagikng Tov
Bepatoypagiag, e§uyvovtag Ty eAAvikn kabnueptvotnta kow Ty
eAANVIKT olkoyévela kot TeptBAANOVTAG TEG [LE TTVEVHATIKOTITAL

KANEAAHX Opéotng

(Zuvpvy 1910 - ABnva 1979)

TevviiOnke ot Zpvpvn, aAd peyaAwoe ot MuTiAfjvn petd
Mikpaotatikn kataotpo@r). Doitnoe oty latpikr ZxoAr Tov
[avemotnpiov ABnvav yla 0o £1n, ahld ToAD ypryopa petanmidnoe
otn omovdn g {wypagikng, oe ehevBepeg axolég oo Tapiot dmwg

1 Académie de la Grande Chaumiere. Adokaldg Tov virp&e o
Tovvapomnovlog, evw kat o Tériade (Ztpatrg EAevbepiadng) édetxve
eydAn ektipnon yta to épyo tov. H Bepratoypagia tov exteivetat oe
TOTIOYPAPIEG KAl TIPOCWTIOYPAPiEG KOPITOLWV Kal YOVauKwV. AgiyvovTtag
TPOTIUNOT] OTIG LOVTEPVEG TATELG TWV KALPWY, 1] TAAETA TOL eivat
ennpeacpevn and ekeiveg Twv Soutine kat Picasso, evw to anotéleopia
QUTOTIVEEL TIONTIKOTNTA, YAVKLA pedatyXOAia, OTWIKOTNTA Kot AUPLOHO.

KATPAKH Baocw

(Artwhixé 1914 - ABxva 1988)

Znobvdaoe oty Avwtdtn XxoAn Kakaov Texvwv (1936-40) pe daokalovg
tov Kwvotavtivo [apBevn ot {wypagukn kat tov [iavvn Keparhnvo

0TI XAPAKTIKI), 0TV oToia Kat agootwdnke. Ao ta Xpovia Twv omovdwy
NG eloXwpnoe oTov 10e0N0YIKO Xpo TNG AploTtepag kat 6to EAM
KOANLTEX VAV, £TOL TO €pY0 TN givat popEag IOEOAOYIKOD KAt KOLVWVIKOD
neptexopévov. Méypt tn Sekaetia tov 1950 nepimov, yapaooe og EONo,
EVW apyOTEPA EPNUPE iat TPWTOTLTN TEXVIKT, TN XApagn Tdvw oe
yappitn AiBo. Ta xapakTika TnG €Xouv TAVTOTE 0TO EMKEVTPO TOV
avBpwo, TIg avnovyieg Tov, TIg 1Oéeg TOV, TOVS TTPOPANHATIOUOVS TOV,
TIG Kakovyieg Tov, TNV AN Tov yia emiPiworn kat Tn paxn yla ehevbepia
o€ XaAemMoUG katpovg. Me amo@actoTikés, adpég Ypapués, xwpis xpwua
KAt WG AMOKAELOTIKN €TUAOYT| TN GLVOTAPEN TOL AGTIPOU (L€ TO HAVPO,
KatOpOwaoe e amapdAn SwptkOTNTA VL TAPOVOLATEL TIG LOPPEG

NG KAPTEPIKES, EYKPATEIG Kol TNV (Lo OTLYpI| QOPTIOUEVEG e

yVvrota ouvateOnpatikoTnTa.

KE®AAAHNOZX TIavvng

(ALeéavdpein 1894 — ABrva 1957)

MetéPn oo [apiot, oty Ecole Nationale Supérieure des Beaux-Arts yia
omovdEG, TIG 0mtoieg OAOKANpwOE (eTd and dtakomn e§autiag Tov

A’ Iaykoopiov IToAépov to 1920. Méxpt To 1930 mapépetve otn TaAAia
Kol enéotpeye oty ABnva yla va diekdiknoet v €8pa g Xapaktikig
oty Avwtdatn Zxohr Kahov Texvov. Tehwa dtopiotnke to 1931, £10g
7oV cLOTHONKE eK VEOL SLA VOOV TO EPYACTHPLO XAPAKTIKNG HETA

amod TV Katdpynot tov 1o 1914. Ivwotog wg peydlog daokalog

KO O TILO AYamnTOG aTovg Hadntég tov, katopOwae va opyavwaoet 1o
EPYAOTIPLO TNG XAPAKTIKNG Ot TETOLO Pabud, woTe va yive éva amod Ta
onpavtikotepa tg XxoAns. Kopwvida tov didaktikod tov xapiopatog,
n Snpovpyia tov pabrpatog g «Téxvng tov BiPAiovr, n omoia
kaOepwOnke wg vYNAR TEXVN, TapAAANAa e TN XapaKTIKT).

KINAYNH-MAPOYAH Avva

(Pawxaua Mixpés Aoiag 1914 - ABxve 2003)

Biwoe v mpoo@uytd amd moAv pkpr nAtkia kat petd tn Mikpaotatikr)
KATAOTPOPT} 1] OLKOYEVELL TNG Kat ekeivn eykataotadnkav ot Mutidivn
uéxpt to 1930. Tote petaxopoay otnv ABnva, 6oL epydoTnke
EKTIOVWVTAG apxLTekTovikd oxédia. Ta xpovia Tng Katoxrg ovppeteixe
gvepyd oty AvtioTtaon péxpt kat To 1945, omote kat eykataotadnke oto
Hapiot. Exel g 800nke n evkaupia va oovddoel xapaxtiki otnv Ecole
Nationale Supérieure des Beaux-Arts pe tovg Robert Cami kat Anurtpn
Tohavn, alha kat oTig oXoAég Académie de la Grande Chaumiere ko
Académie Julian. To ¢pyo TG Aettovpyel wg eKQPAOTHG Kat HApTLPAG
TWV PPIKTAV yeyovotwV Tng totopiag (Katoxr, Avtiotaon, moAepog,

@Twyxeta), ald kot Tov Iaptotoy Twv TPWOTWV HETATOAEUKDV XPOVWY,
HEOO ATIO £Val TEXVIKA APLOTO OXESLO.

KOTEBINAX Avkovpyog

(Képrvpa 1887 - ABrva 1940)

Eexivnoe 11§ omovdég Tov otn Pwun kat émetta oto Hapiot (Académie
Julian kot Académie de la Grande Chaumiére). Ao o 1908 péxpt

10 1931, onote kot eykataotadnke povipa oty Adiva, tépace to
pHeyalvtepo Staotnpa oto Iapiot pe kamota Stakeippata oty EAAGda
yta Stapopovg Aoyoug. Eekivnoe and tn (wypaiki, vtag vag and Tovg
TPWTOVG IOV EVOTEPVIOTNKAY TIG ETITAYEG TOV IUmpectoviopo Kat Tov
Metaipnpeotoviopod kat a§lomoinoay Ty TakéTa TovG. XTo XApaAKTIKO
TOV €pY0, ) AEMTOpEPELA KAl 1) TIEPLYPAPIKOTITA KVPLAPXODY, EVAD OL
QWTOOKLACELG TOL GUUPAAAOLY Ot éva anmoTéAeopa 0XedOV POTOYPAPLKO.

‘Hrav o mpatog EAAnvag kaAAwréyvng mov etorjyaye otny EANada v

TEXVIKI TNG 0&uypagiog.

KONTOTAQY ®wtng

(AiBadi 1896 — ABHva 1965)

Zwypagog, GLYYpapEag Kal ayloypaog, éAafe Tnv apxikr Tov maideia
ot Kudwvieg g Mikpdg Aciag. Enerta, pOe otnv ABrjva to 1913

yta va gottrioet otn ZxoAn Kahwv Texvawv. Aiékoye opwg Tig omovdég
Tov emetdn eméAele va ta&idéyel, uéxpig otov eykataotadei TeAd

oto [lapiot, Omov mapépeve wg o 1919, Sovhevovtag oe Sidpopa
EVTUTIA WG ELKOVOYPAPOG. Tig oTovdEG TOL TIG OAOKAN pwOE apydTEpQ,
10 1933. Agrivovtag to Iapiol, enéotpeye oo Aifali 0Omov epydoTtnke
w6 daokalog YaAAk@v kat KaATeX ViK@Y péxptL T Mikpaotatikn
Kataotpo@n. Tote petéPn mpwta ot MuTiAnvn kat émetta otnv ABnva,
HeTd amd TpookAnon tov Nikov Kalavtlakn, yla va epyaotei 610
Eyxvrdonaubixdov Ae&ikoév EdevOepovdixn. H eniokeyr) Tov 010 Ayto
Opog vinpée kaboplotikn, kabwg Tov pomaoe ovotaotikd oty Pulavtiv
TEXVN TIOL TOV eMmnpéace 6oo Timote dAho. Ta Oépata mov mpaypatevdnke
TV KOOUIKA, TPOCWTIKOTNTEG TOV EAANVIOHOD oo TNV apXatdTTa
pHexpt kat Tnv Enavaotaon tov 21 kat aAAa ovyypova He Ty emox
TOov- OAat A, Wwpéva péoa oo T Polavtviy kat petafolavTive
TexvoTporia, kabwg kat T Aaikr Téxvn. AoxoAn0nke pe Totxoypagieg,
LOTOPTOE EIKOVEG KAl VAOUG, PINOTEXVIOE Kat GuVEYpaye apkeTd BLPAia.
Hyetwkr| poper| g Aeyopevng Teviag tov 30, avédeie tnv totopikn)
OVVEXELL TOV EAANVIOUOD aTtd TNV apXaUOTNTA HEXPL KAL TNV ETTOXT] TOV,
HEOOL OO e YVIIOLaL TIPOCWTILKT| T(POCEYYLOT).
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KOPOTTANNAKHZX A\Xé§avdpog

(Méyapa 1906 - Béprila 1966)

Znovdaoce (wypagikr otn Zxohr Kalwv Texvaov pe kabnyntég tovg
Tewpyto lakwpidn, Anuitpn Iepaviwtn, lewpyto Poilo, Enapevavda
Owpomnovlo kat Nikodao Avtpa. ITap' 6Xo mov to Epyaoctriplo
XapakTIknG eixe katapynei, o idlog and vwpic édwae éugaot og avTo TO
€id0g, Ywpig woTO00 va eykataleiyet Toté Tn (wypagikry. Epydotnke wg
OKITOOYPAQOG/yeholoypdgog o€ e@nuepideg kal tkovoypagnoe PipAia.
To 1939 mpooenpOn and v Tpdnela g EAMGSo¢ wg oxedaotng kat
xapdaktng tpameloypappatiov kat afiwv. To épyo tov yapaktnpiCetal
TPWTIOTWG Yia TOV avOpwTOKEVTPLOUO TOL Ko £Mtetta yia T Oepatikn
Tov evehi§ia Kat TIG GLVEXEIG EKATTIKEG avalnTHoeLs Kat SOKIUEG.

KONXETANTINIAH EAévn

(ABnve 1910 - ABrva 1988)

Znovdaoce otnv Avwtarn Xxoln Kalwv Texvav (1929-36) pe daokalovg
tov Kwvotavtivo [apBévn ot {wypagukn kat tov Tiavvn Keparhnvo
otn xapaktikn. [Tapolo mov aoyoAnOnke kot pe t {wypagikr,
StakpiOnke meplocotepo atny EuAoypagia kat dn oe TA&yto EvAo. Ot
Evloypagieg TG — avoTNPA ACTIPOPAVPES — YapakTnpilovTatL ano Ty
npoowTKr TG B€aon Tov kdopov, pe xapaln mov Stakpivetat ya Ty
akpifetd TG, evowpatwvel e§MPecIoVIOTIKG OTOLXela Kat Yivetat tStaitepa
TOINTIKT O€ K&mola onpeia. AoyoAnOnke kupiwg pe Tomia Kat
KaOnuepvég oknvég.

AANTZIAZ Bikévrtios (LANZA Vincenzo)

(Bevetia 1822 - AOnva 1902):

Itahikn¢ kataywyng, onovdace otnv Accademia di Belle Arti tng
Bevetiag, oty onoia Kat pyAcTnKe HETA TNV ano@oitnor) Tov ws fondog
oty édpa tng Ipoomntikrg. To 1848, \dyw TG amotvxiag TG LTAAIKNG
eMavaoTaon, katéguye otny Iatpa kat émerta otnv Adrva. Me tv
vrootpiEn TG Pactikng otkoyévetag, avélafe Stagopeg mapayyehies,
gvw anod To 1863 péxpt kat to 1900 Sidage otn Zxohr) Kahwv Texvav.
Q¢ emti To MAEIOTOV VOATOYPAPOG, EIVAL YVWOTOG YIaL TV ATEIKOVION
APXAULOAOYIKDVY TOTIWV, EAANVIKWV EPELTIWV KAl [LVT|HELWY, LE YVWHOVAL
akadnuaikég KAAOIKIOTIKEG ApYEG, HETO Ao €va LOLaiTEPO

npoowkd PAéppa.
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AANTZIAZ Ztégavog

(AOrve 1861 — AOrva 1933)

Tog Tov Bikévtiov Advtoa. Znovdace otn Xxohr) Kadawv Texvav, otny
onoia enéatpeye wg Sidaokwv Ny mepiodo 1909-32. AkolovOnoe ta
Xvapta Tov matépa Tov Kat (wypdgioe apyaio pvnpeia Kat epeirnia oe
vdatoypagieg kat ehatoypagies. Eexwpilet yla Tny andlvtn akpipeta ato
ox€d10, PaiveTal OUWG WG VPOAOYIKA Oev UOpece va anodeouevbei amo
Tov AKadnuaiopo Kat Tny emppor| ToL TaTéPa TOV.

AAZKAPIAOY Zogia

(AOnva 1882 - ABnva 1965)

Am6 vwpic acxoAnOnke pe T {wypaguxn). Eekivioe pe StwTikd padnpora
(e Tovg Odvoota Dwkd, Tewpyto Xatlonovlo, Emile Gilliéron),
ovvéxloe ot XxoAn Kalav Texvav pe tovg Tewpyto Poido, Kwvotavtivo
Bolavdxkn, Zrdpo Bikarto (vmnple pdhiota n mpatn yuvaika mov £ytve
dextiy ot Zxohr)), myye oo Iapiot to 1900 otnv Académie Julian ko,
otav enéotpeye otnv ABNva, goitnoe petay 1903 kat 1907 Eava ot
ZxoAn Kahwv Texvawv, omov didaxOnke and tovg Nikngopo Avtpa kat
Teawpyto Iakwpidn. Ta emdpeva tpia xpovia omovdace e vTOTpOPia

010 Movayo, evw to 1914 Bpébnke Eavd oto Tapiot yia va omovddoet
aut) T @opda oty Académie de la Grande Chaumiere (oto epyaotripto
tov Lucien Simon kat g Olga Boznanska). Me evpeia Oepatoypagio
(tomoypagieg, nBoypagikég OKNVES, TPOCWTOYPAPIES, VEKPEG PUTELS),
Baoikog afovag tng (wypagikng g eivat o Pealiopog, mapolo mov

Ol XPWHATIKEG TNG EMAOYEG TIPOOLSIALOVY OTIG ATOXPWOELG TWV
UTPECLOVIOTAOV Kal TwV bItatdplotav Twv apywv Tov 190v atwva.

AYTPAZX Nikn¢opog

(IIvpyog Trvov 1832 - ABnva 1904)

Znovdaoce ot ZyoAn Kahwv Texvawv (1850-56) pe Saokdlovg Tovg
adedpovg Mapyapitn, Tov Ayabdyyelo TpravtagvAlov, Tov Raffaello
Ceccoli kat Tov Aovdoiko Oeipaoto. Enetta, petéPn otny Akadnuia tov
Movdyov pe vrtotpogia kat pe ddokalo tov Karl von Piloty (1860-65).
Enéotpeye otnv EAAGSa 0 1866 kat Sopiotnke kabnyntns (wypagikng
oto ITohvteyveio. Oewpeitat £vag amd TOVG ONUAVTIKOTEPOVG
EKTIPOCWTIOVG TNG XXOANG ToL Movdyov, and damoyn T060 TeXVIKAG
000 KatL VPovG. Me To €pyo, TNV TPOCWTIKOTNTA KAl TOV pOAO TOL WG
kaOnyntn aoknoe Pabia empporn otovg pabntég Tov. Kopra puépipva
TOV NTAV 1) TEXVIKN apTIOTNTA Kot TO akpLPég ox€dLo, kabwg kat ot
VTodElYHATIKEG PwTooKIAOEL. Evipbgnoe otig nBoypagpikég oknveg,
OTIG OTIOIEG AMOKANDTITETAL 1} TEXVIKT TOL SevOTNTA pe Tepioota
oVVAULCONUATIKN KAl ATHOGPALPLIKT £VTAOT.

MATIAXHY NikoAaog

(ABnva 1905 - ABrva 1976)

Anogoitnoe 1o 1932 anod v Avwtatn XxoAn Kalwv Texvawy, 6ov eixe
daokdlovg Tov [ewpyto Iakwpidn, tov Znvpo Bukato kat tov Anurten
Tepaviwtn. H Oepatoloyia tov mephdpPave eteporAnteg avalntroels,
ayloypagieg, Tomoypagies, 0akacooypagiec, aAAd Kal VeKpEG QUOELG.
[Tpooéyyile tnv kaOe Oepatikr) TOL SLAPOPETIKA: TIG VEKPEG PUOELG

KO ToL TOTTiaL e YVN|o10 peallopo, eva Tig Balacooypagieg e
LIUTPECLOVIOTIKO TTVEDUAL.

MAKPHZX Oavaong

(Kadapdta 1955 - )

Znovdace otnv Avwtarn Xxoln Kaawv Texvav dimha otov Tdvvn
Mopan. Zvvéxioe Ti omovdég tov otnv Ecole Nationale Supérieure
des Beaux-Arts oto Iapiot. Zet kat epyaletat otnv ABfva. Xto

¢pyo Tov apovatalovtat Stakpitég Oepatikég evoTNTES, OTIWG
AUTOTIPOCWTIOYPAPIES, TPOCWTOYPAPiES TALSLWY, ATIEIKOVITELS TOTTWY
K. ALt} Kaw xapnAdTtovn wg mpog T XpwHaTikn KAipaka, n {wypaukn
TOL TIAPOVOLAETaL APaALPETIKT Kat pe e§mpeatovioTikr Stddeon, e

NV avanapdotaot va emdlwKeTal péoa amod Ta OpLa TOV XPWHATOS,
npookalwvTtag Tov Beatn va diepevvrioet Ta cuvatoOnpata Tov Tov
TPOKAAEDE 1) gLTELpict TOV.

MAAEAZX Kwvotavtivog

(Kwvoravtivovmodn 1879 — ABiva 1928)

Agov omovdaoce apyitektovikn 0Ty Kwvotavtivodmoln, uetépn oto
Iapiot, 6ov akohovOnoe akadnaikég omovdég otn {wypagikn otV
Ecole des Arts Décoratifs, dimha otov Henri Martin (1901-08). Xtn
ovVvéxela, éxovtag wg Paon v Kwvotavtivodmodn, tagideye apketa
G AVTATOKPLTHG SlapOpwV eVTOTIWV Kat e pepidwy, ahd kat yla

va {wypagioet. TeAwd, eykataotadnke oprotikd otnv EAada to

1913. AtetéAeoe SievBuvrig Tov Movoeiov Adikwv XelpoTexvipudtoy,
OVVEPYAOTNKE [Le TNV OHAda TTOV aoXOAONKe e TNV eKTadEVTIKT
peTappvOLon Tov 1917, al\d Kal e EMTPOTEG TTOL EiXAV (G AVTIKEIUEVO
TOVG Ta etkaoTka. Méxpt kat Tov Bavatd Tov, Sev otapdatnoe va
ta&idever oty EAGda, tnv Evpwmnn, ald kat tnv Aiyvrto. O Mahéag
VTpEE £Vag amod TOVG AVAVEWTEG TNG VEOEAANVIKIG (WYpagIKiG (éoa
Ao TNV TOTOYPAPia, KUPLo DepatoloyIKo avTiKeipevo 0To £pyo

Tov. Amopakpuvinke ano Tig mapadootakés vIAOPLOTIKEG TAOELS Kot
TIPOXWPT|OE O€ AVTIVATOVPANLOTIKEG ATMTOTLTIWOELG HECW TOV XPWUATOG,
TO 0TI0(0 XelpioTnKe ennpealopevog and ta kwvrjpata Tov PwPiopov
kot Tov EEnpeatoviopon, kabwg kau péow tng avamhaong g goppag pe
odnyo Vv agaipeor.

MAPATKOITIOYAOY KovAa

(Kvmaprooia 1913 — ABnva 1997)

Znovdaoe {wypagikr oto gpyactiipto tov ITavdov MabiomovAov oty
Avortarn Xxol Kalwv Texvav kat mapdAAnla otn «XXoAr Zwypagikng»
tov [Tepikhr) Bulavtiov kat tng ANékag Zrvdov-Awapavtomovlov.
Epydotnxe Sima otov [iwpyo Mrov(iavn, Tov onoiov n emppor| vrrpée
OTUAVTIKT Yta T1) StapdpewoT TG ElKaoTikng YAwooag tne. Me d§ova
¢ tov E§npeaioviopo, ta épya g Eexwpifouy yia Ty mpoonlwon

OTIG APALPETIKEG POPIEG KAl OTT) XPWUATIKT] OXNUATOTOINON TwV
TEPLYpappatv. MEANUd tng eivat 1 amothmwon tng Kivong Kat n
QAQALPETIKT) ATEKOVIOT TNG kKabnuepvrg (wng 1} Tov ToTtiov.

MAXTIXIAAHI ®wtng

(AiBadi 1913 - ABva 1997)

Ivaopioe Tov Stwypo amod v matpida tov 1o AiPali katd
Mikpaotatikn kataotpor). Katépuye otn @eooalovikn kat metta
oty ABrva. Madrtevoe Simha otov Owtn Kovtoylov kot yprjyopa
Sapdavnke 1 kAion Tov 670 OXESL0, YU AVTO Ko EPYATTNKE WG
OKLTOOYPAPOG-YEAOLOYPA@OG Yia Stdgopa évtuma (amod to 1929 kat
petd). Tapadnha, eldikevOnke ot xpwpohboypagia kat epydotnke
0€ EPYOTTACLA YPAPLKWY TEYVWY, OTIwG TO epyooTdaoto «AXIIIOTH-
EAKA». Zwypd@og kat apaKkTng, SOKIUAOTNKE 0 ONEG TIG TEXVIKEG TNG
XAPaKTIKNG, v TpooAneOnke anod tnv Tpdmela tng EANGdog oto Turpa
KATAPTIOHOV TOTOL Tparneloypappatiov kat anéktnoe eidikevon o
xahkoypagikn xapafn (1946-71). To £pyo Tov anonvéel e0wTEPIKOTNTA
Ko peXayXoAia, Ta TOTta TOV KIVOUVTAL GTOV XWPO TOL GUUPOALHOD

1] TNG HETAPVOIKNG KAt Ta TPOOWTIA TPooeyyilovTat pe

yuxoypagikn dabeon.

MAYPOIAHZ Iwpyog

(Iewpaés 1912 — ABxve 2003)

Avtodidaktog otn (wypagikn, padnrevoe Simha otov [avvn Toapovyn.
Meydhwaoe oty Kdmpo, omovdace IToAtiké Emotripeg otnv Abnva
Ko €MeLta Katetdyn oto Simlwpatikd owpa. Me avtr) Tov Ty 18totnta
dovAeye oo Yrovpyeio E§wtepikav, otny IpeoPeia g EAadag

oto Iapiot (1950-52) kat oo IIpo&eveio tng Tepyéotg. To 1952,
eykatélenye To emayyehpa Tov SimAwparn, S0t KAOnke va yivet
kaOnyntg oty Avwtdarn Xxoln Kakaov Texvwv, tpookAnon tnv omoia
amodéxOnke. Kata tn dapketa Tng akadnuaikng tov Onreiag, Sietédeoe
StevBuvtrig (1975-77) alNd kat puTavng Tng XxoAng (1977-78).

2o [apiot Tov §60nke n Suvatotnta va peletnoet oe Babog OAeg TIg
HOVTEPVEG TAOELG TNG {WYPAPIKNG KL £TOL TOAD Yprjyopa agopoiwoe
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OPLOPEVEG aTTO AVTEG, 1OIWG Ta LOPPOTAACTIKA KeEAeLOUATA TOV
E&npeatoviopo. To mpocwmiko tov iwpa xapaktnpilovv n évraon
Kkat N Oappakéa emhoyn xpwudtwy, ot adpég mvelég-Xelpovopieg
TIOL AELTOVPYOVV WG TEEPLYPAUUATO KAl OL EVTOVEG VPEG TNG
{wypa@IKng em@avelag.

MHAIAAHX Ztéhiog

(Xiog 1881 - ABnva 1965)

AT6 pupog aoxoAnonke pe ™ {wypagukr). EaPe ta mpwrta tov
padnpoata ano tov Kwvotavtivo Bolavakn kat émetta ouvéxioe ot
Zxoh} Kahav Texvav. Meta&d 1897 kau 1903 omovdace oty Akadnuia
Tov Movayov, pe kabnyntég tovg Nikolao I'odn kou Ludwig von
Lofttz.'Eqnoe oto Iapiot ya pakpo Stdotnua Kat eNECTPEYE OPLOTIKA
otnv EAGda to 1931. H tomoypagia Bpébnke oto emikevtpo tov
evOLaQEPOVTOG TOV, IOWEVT péoa amd To piopa Tov Ipmpectoviopon,
TOV OTI0I0 WOTOCO APOpOiWTE GTO £pyo TOL AapBdvovTag VTOYN TIg
OLautepOTNTEG TOL EAANVIKOV QWTOG.

MOZXOZX Ttwpytog

(ALebavdpoimorn 1906 — ABrva 1990)

Znobvdaoe (wypagikr pe Tov Kwvotavrtivo [TapBévn kat xapaktikn pe
tov [tavvn KegaAAnvo otnv Avwtdrn XZxol Kahwv Texvav (1928-35),
gvw ovvéxLoe TG 0movdég Tov oo Tapiot (1937, 1951) kat to Aovdivo
(1951). ITapdAAnAa pe TNV EIKAOTIKI TTOPEit TOV, EPYATTNKE WG
kaBnyntnc oxediov kat StakoopnTikng otn SevtepoPdbua exmaidevon.
Ta O¢patd Tov mepthapPdvovy vekpég QUOELS, TPOOWTOYPAPIE KAt
ToTia, HEoa amo Ta omoia StakpiOnKe yla T yvnoloTnTa TG €KQpacng
TOV KA TNV a@opoiwaT Tng Aaikng kot Pulavtivig mapddoons.
ZnpavtikoTtepo épyo tov Bewpeitat  suANoyn Euhoypaguov pe 21 poveg
Tov Ayiov Opoug, tnv omnoia e§¢dwae oe Aevkwpa n EOvikr) IMivakoOrjxn
10 1982. Mdota yu avtr) 1 cvAAoyn BpaPevdnke to 1983 amod v
Axadnuia ABnvov. Xti¢ Ehoypagieg kat TG — Atydtepeg o€ aptOuo —
XaAkoypagieg Tov SIAUOPPWOE TO EIKACTIKO OiWNA TOV péoa amod

TN peANLOTIKT) amOS00T] TWV HOPPWY KAl TOV XWPOV, Ue EUPAcT) 0T
AETTOUEPELAKT) TTPOOEYYLOT.

MITEKIAPH KovAa

(AB1va 1905 - ABrva 1992)

Meyalwoe oe kaAhitexviko mepparloy, kabwg n puntépa g Avva
Mrekidpn rrav (wypdgog kat yAortpta. Mabrtevoe dimha oe
HEYAAEG LOPPEG TNG EMTOXNG, OTIwG 0 Zayapiag [Tamavtwviov (1oTopia
NG TéXVNG), 0 Oed@pactog TpavtaguAAidng kat o Kwvotavtivog
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[apBevne (Lwypagkn), o liwpyog Behtooapidng kat o Tewpytog Mooxog
(xapaktikn). Apyotepa, ouvéxioe Tig omovdég Tng otn fakia, v Itakia
kot Ty OMavdia. Tomtia, vekpég gvoels, aAld kat avBpwmives eryovpeg
anoteholv ta Oépatd tg. E§ehiooet kau Suvapwvet Ty e§npectovioTikr
{wypa@Lk TNG pe TN XP1OT EVPELAG Kat EVTOVIG XPWHATIKAG TANETAG Kat
™ Onovpyia SIAPOPETIKWV VPWYV.

MITIEANTEKOZ ITavaywwtng

(ABnva 1963 - )

Znobvdaoe {wypagikr 0To gpyactripto Tov Anpoodévn Kokkwvidn oty
Avwtdtn Zxoh Kahwv Texvav (1987-92). To 1995, pe votpogia

an6 1o IKY, cuvéxioe Tig omovdég tov otn (wypagukr pe kabnyntr

tov [avaywwtn Téton. Ta Oépata Tov — Tomia, vekpég pUoELg

KO TTPOOWTIOYPAPieG — Ta TPooeYYilel Héoa amo pia ev Suvdpe
XELPOVOLLLAKT) TTAPAOTATIKOTNTA, pe peaktoTikn) Stdbeon mov

dev oTepeital EKPPACTIKOTNTAG.

MIIOTXZOTAOY Xpovng

(Oeooadoviky 1941 - )

Znobvdaoe (wypagikr oty Avwtdtn Zxohn Kakwv Texvav pe Sdokalo
Tov [dvvn Mopan (1961-65) kat cuveyioe Tig oovdég Tov oty Ecole
Nationale Supérieure des Beaux-Arts oto Ilapiot (1971-72). Ano to
1964 ovppeteixe oe KaANTEVIKEG OPADES e KOVWVIKO Kot TTONTIKO
xapaktipa [«Oudda Téxvng A» (1960-67), «Kévtpo Eikaotikwv
Texvav» (1974-76), «Opdda yia tnv Enkotvewvia kat tnv Exnaidevon
otnv Téxvnp (1976-81)]. Ynrp&e éva anod ta dputikd puén tng opadag
«Néot ENnveg Peakiotég» (1971-73). Amo tn Sekaetia tov 1970,
eMEVOVTOG O pia Oepatoypagia TG KabnpepvoTnTag, entkevipwonke
otn diepebvnorn £vog eldovg VEG TAPACTATIKOTNTAG, 1 oTtoia Oa
AMEPEVYE TIG TAPASOOLAKEG EKPPAOTIKEG VOPUEG. XTO OUVOAD TNG, Kat
eldkotepa anod ) Sekaetio Tov 1980, 1) TéX VN TOL TApOLOIAETAL ApLYDG
avOpwmokevTpiki Kat ¢wg évav Pabpod avtoPloypagikr, pe upacn otn
HEAETT) TNG EKOVAG TOV AVOPOTIVOL CWHATOG. XTIG avalnTroEL§ Tov
aUTéG, 0 MITOTOOYAOV EMKEVTPWVETAL TNV LTIAPELAKT) EVOOTKOTNOT Kot
N petaguotkn aywvia ya mn @opd tov avBpwmov kat Twv adlwv Tov.
To 2013 mapovoiace Eva onHAVTIKO «OOa» €pyoL 0Tn Bepatikn NG
toroypagiog. To 1989 exhéxOnke kabnyntig lwypagkng otnv AXKT,
NG omnoiag Stetéleoe kat puTavng (2001-06).

MITPAEZXAY Anfpog

(Artwhixé 1880 - ABnva 1964)

Znovdace ot ZyoAn Kahwv Texvwv and ty omoia anogoitnoe o 1909.
Atetédeoe daokalog ot Mapdaoleto ITaudaywyikr Axadnpia (1926-48),
evw 10 1944 avélaPe tn Stoiknomn tov Empekntnpiov Eikaotikwv Texvaov
EA\aS0g. Ot tomoypagieg kat ot TIpoocwnoypapieg Tov evTaooovTtat
OTOV GLVTNPNTIKO AKASHAIOHO, e epPaveig emppoég and Tov Nikodao
AVTpa, OTwg 1) KAOT) TTPOG T PWTELVA XPWHATA KAL Ot ATTAOVOTEVTELG TOV
Iunpeaioviopov, xwpic woTOCO Va TTAPATNPOVVTAL ONUAVTIKEG TOUEG OTO
OVVOAO TOV £pyOV TOV.

OOONNAIOX NikoAaog

(Kadapdte 1877 - Zxdmerog 1949)

Amogoitnoe anod ) Zxohr Kadwv Texvav to 1901, éxovtag pabntevoet
Simha otovg Nikngopo Avtpa kat Kwvotavtivo Bodavaxn. H cuvéyion
Tv omovdwy Tov 0TV Akadnpia Tov Movayov, kovtd otov Heinrich
Johann von Ziigel, vip&e kaBopiotikiy ot Stapdpewon tov ¢pyov Tov.
Ta&ideye peta v anogoitnor tov 6o Aovdivo, aAlld eykataotdOnke
tehikd oty EANGSa (1910), 61tov kat cuvéyioe to (wypagikd Tov épyo.
Atetéleoe SLevBuvTn¢ TV mapapTpatwy TG Avwtdtng ZxoAns Kakwy
Texvav otnv Ydpa kat Tovg Aeh@ovg. Ev pépel ToTOG 0TIG emTay£g Kat
TIG apxég Tov Akadnpaiopod, evétage oTotxela and TIG HOVTEPVES TAOELG
oto ¢pyo tov (E&npeaioviopo, Iumpeotoviopd, Zupfoliopod) pe
Slakpttiko tpomo.

OIKONOMOY MixaAng
(Ietpouideg 1888 — AOnva 1933)

EAafe ta mparta pabnpata {wypagikng and tov Kwvotavtivo Bolavaxn.

To 1906 petéPn oto apiot, dov omovSA0E VALTINYIKT Kol AUECWS HETA
{wypagwkr) otV Ecole Nationale Supérieure des Beaux-Arts (1909-13).

‘EChoe ot Tod\ia ouvolikd 20 Xpovia, Tapapévovtag Tavtote

kaAAtexvika Spaotrplog. Enéotpeye otnv EAada to 1926. Ympée
Wlaitepa mapaywykog uéxpt mov ekdnAwdnKe n Yuxikr Tov vOoog, 1
omoia Tov 081 ynoe oto Apopokaiteto, omov kat mébave. AoxoAnOnke
amOKAELoTIKA e Tn) (wypagikn ToTiwy, oTa onoia 1 avBpwmivn gryovpa
aneikovifetat oxedov oxnuatikd — oav Aemtopépeta. To etkaoTiko
anoTéNEopa TAPATEUTEL OTOV TIPLULTIPLopo Tov Gauguin kot T
PELOTOTNTA TNG PVONG 0Ta €pya Twv Napmi. Eumhovtioe pe ovvaioOnpa
Ta Tomia TOL Kat Ta anédwaoe péoa amod To Wtaitepo PAEppa Tov.

OP®ANOX Aapmpog

(ABnva 1916 - ABnva 1995)

Znovdaoe otnv Avwtdtn XZxol Kahwv Texvwv (wypagiki 0to
gpyaothpto Tov OvpPéptov Apyvpod kat Tov Enapervaovda
Owpomoviov (1938-43), kat EMELTA XAPAKTIKT} OTO EPYATTIPLO TOV
Tiavvn KepalAnvoo (1943-47). To 1946 mipooAn¢Onke and tnv Tpdmela
™6 EANadog oto T8pupa Extonwong Tpaneloypappatiov kat Aoy,
omov kot apépetve péxpt to 1977. TlapaAAna, petekmaudevOnke pe
vrotpogia oto [apiot. TTohvdidotarog kaAAtéxvng, pthotéyvnoe
ypappatoonpa, tpame(oypaptdtia Kat KEppata, elkovoypdenoe PiBAia
Kat d@noe mhovota {wypa@ikn Kat xapakTikn mapaywymn. Ta (wypagukd
Tov €pya €xovv dtdbeon monTiky mapolo mov Statnpodvtal Ta kabapd
TEPLYPAUUATA, EVAD T XAPAKTIKA TOV eV agrjvouy meptwpta apgtBoliag
yla Ty texvikn tov detvotnta kat tr Suvapukn e&EAEnN .

ITAITAAOYKAZX Znvpog

(Aeopiva 1892 — ABnve 1957)

Mabntevoe otn Zxol Kahwv Texvav pe Saokalovg tovg Zmdpo Bikdro,
Anpnrpro Fepaviwtn, Tewpyto IakwPidn, Zrépavo Advtoa, Tewpyto
Poi)o kat ITavdo MabiomovAo. Zvvéxioe Tig omovdég tov oto [apiot

kal 011 Académie de la Grande Chaumiere kat Académie Julian (1917-
21). To 1921 vrrp&e moAepukog (wypa@og ot Mikpaotatiky ekotpateia,
evw apyotepa emokéPOnke o Aylov Opog kat pedétnoe t Pulavtiv
{wypagkrn. Ovtag Wwaitepa Spactrplog kaAArrexvika, to 1956 e&ehéyn
kaOnyntg oto epyaotnpro {wypagikng g Avwtarng ZxoAns Kalwv
Texvav. Aletéleoe StevBuvtrg Tng Anpotikng ITivakoOrkng tov Arpov
ABnvaiwy. Xto ayloypagtko tov €pyo Statnpei T fabid mvevpatikoTTa
KAl EL0AYEL TIG EIKAOTIKEG AVIOVYiEG TNG £TTOXTG TOV. XTa £pya TOV
(ToTtia, TPOCWTOYPAPIES, VEKPEG PVOELG) CLVAVTWVTAL KA CLUVVTIAPXOVV
appovikd ototyeia TG PulavTiviig {wypa@iknig Kat pELHATWY TOL
Hovtepviopov (OwpPiopov, Napmi, MeTaipmpectoviopoD), [e TO XpWia Va
PpiokeTal TAVTOTE GTO eMiKEVTPO TWV AvalnTHoewY TOL.

ITEPPOZX Baciing

(AOnva 1981 - )

Zet kot epyaletar oty ABfva. Xnovdace otny Avwtdrn Zxohr) Kakav
Texvav (wypagikn kat oknvoypagia kat anogoitnoe to 2005 e aplota.

‘Extote epyaletal ws (wypapog kat oknvoypdgoc. Exovtag wg afova

v Tapactatiki {wypagukr pe iaitepn TPOoHAWOT GTNY TEXVIKN
apToTTa, e€etalel Oépata ota omoia eivat ep@aveig ot vTTAPELAKES
avadTNoeLg Tov, evad TOAD OUX VA KATAOETEL (EGO a0 AVTA TO KOLVWVIKO
OXOAL0 TOU.
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IIETPOYAAKHZX XtéAiog

(Xovik 1977 - )

[Tpe ta mpata padnpata {wypagikng and tov {wypdeo kat matépa
Tov Avtavn [TetpovAdkn. Zmovdace {wypagikr otny Avewtatn Zyohr
Kahwv Texvav (1996-2003) pe ddokalo tov Anuritpn Mutapa. To
¢PYO TOV EVTAGOETAL 0TO TTAALOLO TIG AVATIAPACTATIKIG (WYPAPIKNG, Le
TPOoTHAWOT 0TV AmOS00T TWV PEAMOTIKOV XAPAKTNPLOTIKDOV, AAAA
KaL 0T dnuovpyia piag aTHOGPALPAG OV AVATIAPAYEL T PEVYANEa
EVTUTIWOT) TOV OTLYHLAIOV VTOKOVUEVTOV. ATtO T 2009 S1ddoket 0N
ZxoAn Apyttektovwy Mnxavikwv tov IToAvteyveiov Kprjtng ota Xavia.

ITOAYXPONIAAH ZeAéot

(Abrvae 1904 - AOrva 1985)

Enovdaoe povoikr oto Qdeio ABnvwv. To 1930 petéPn oto Iapiot, dmov
ddaxOnke TV TEXVN TNG VOTIOYPAPIAG, TOV HwOATKOD KAl THG KEPAHIKAG
oto Conservatoire National des Arts et Métiers, 0xé010 otnv Académie
de la Grande Chaumiere kot {wypa@ukr pe Tnv kabodrynon g Suzanne
Valadon. OAeg avtég ot dpaotnplotnTeg TNV €LOTyayav 6Tovg KOATOVG
NG TEXVNG KAl TNV EPEPAV OE ETAPT] e HEYANEG TPOOWTIUKOTNTEG TG
emoxne. Otav enéotpeye otnv EAada to 1934, avélafe ) dievbuvon
¢ aibovoag téxvng «Studio — Galerie d'art» kat aoxoAOnxe e Tnv
Kepapkn, Ty etkovoypdenon PiAiwy kat ) (wypagikry. Metagd 1946
kat 1953 é{noe otnv Apepixn, TANpwg agootwpévn otn (wypagiki, Ty
emoxn mov o Agnpnuévog E€npeatovionodg dkpale. Emotpépovrtag otnv
ABrva, 6OV 1 a@aipeon oTNV TEXVN £Kave Ta TPWTA TG PriHaTa,
[ToAvypoviadn kiviOnke otabepd mpog T katevBvvon avtr, fadifovtag
{Héoa anod e§npeatovioTikég ouVOETELG TIPOG TNV AN dpvnon

TNG TAPACTATIKOTTAG.

ITIOTAMIANOZ XapaAapmrog

(Zavtopivyy 1909 - Iapior 1958)

MaBrtevoe dimha otovg Zndpo Bikato, Anuritpn lepaviwtn kat
Ovppépto Apyvpod otnv Avwrtarn XxoAn Kakav Texvav kat énetrta
HeTEPT 0TN UTPOTOAN TV TeVwY, To TTapiot, 6Tov cLVEXLOE TIG
omovdég Tov oty Ecole Nationale Supérieure des Beaux-Arts. Extote
guewve ekel povipa pexpt Tov Bavato tov. Aixwg va mpoxwproet o€
{wypa@ikég KavoTopies, Tpootyyloe ta Oépata tov e Paon tov
Axadnpaiko Peakiopo, epmhovtiovtdg Tov kat pe apketd ddveta amno
Tov Ipnpeoioviopo.
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ITOYAAKAZ Iwavvng

(Ayiog Iewpyrog ITnhiov 1863 - AOnva 1942)

[Tapd TV KaTaywyrn TOL ano GTwXN olkoyévela, KatopOwaoe va mdet
otnv Kovotavtivodrohn kat va omovdaoet oknvoypagia. Otav
enéotpeye oty ABnva padntevoe dima otov Kwvotavtivo Bohavakn.
Alopiotnke otov Boho kabnyntrg kalypagiag kot KaAtexvikwv
otn devtepoPadiua ekmaidevon, emdyyeApa TOL AOKNOE €Tt TEPITOV

25 xpovia. Oho ekeivo to Stdotnpa cuvéyoe va (wypagilet. Enéotpeye
otnv ABnva yvpw ato 1927 kat 8idage oo Ipwto Tupvacto, ald kat
otov ®horoyikd Z0Aoyo «ITapvaccogy. H kabopiotikn emppor| tov
BoAavakn gaivetat va givat 1y attia yia Ty onoia {wypagile kvpiwg
Oalacooypagies, evad acxoAnOnke kat pe v ayoypagia (18iwg katd
™V mapapovi) Tov otov Bolo). H texvotpomia Tov ovyyevevel éviova e
ekeivn Tov Bohavdkn, dixwg va vieployvel €va mpoowmiko diwpa.

ITPEKAZX ITapig

(ABnva 1926 - ABnva 1999)

Znobvdaoe (wypagikn otny Avwtatn Zxohr Kalwv Texvav pe tovg
Anuntpn Mmokivn, OvpBépto Apyvpo kat Avdpéa Fewpyddn ta

¢11) 1948-52. Kal\téyvng pe moAvdiaotato ¢pyo, acxoAndnke e
{wypagukr), T Y\rtikn, Tnv koopnpatoypagia kat tn Stakoounon. Ta
O¢pata tov, mappéva ovviBwg amod Ty eAAnvik Wotopia kat pvdoloyia,
Tov anacyoAnoay og OAa ta péoa kat yr avto ta e&étale Sie§odikd péoa
amo OAeg TIG duvatég ekppacels. To VYOG TOV VITAyeTaL OTOV AQNPNHEVO
E&npectoviopo, fe £vTov yewpeTPKOTNTA KAt [e TO AEVKO Xpwpta va éxel
deonolovoa Béon otig ovvBécelg Tov.

ITPOKOIIIOY Tewpytog

(Mmovpvifa XZuvpvng 1876 — Apyvpokaotpo 1940)

Zmovdaoe otn ZyoAn Kahwv Texvawv pe daokdlovg Tov Iedpyto Poilo
Kot Tov Nikn@opo Avtpa. Meta v oAokAfjpwon Twv omovdwy Tov
EMEGTPEYE OTN ZUVPVN, OTIOV TTapovaiace o€ ekOEoelg TOANA amod

Ta ¢pya Tov, ov ixav puboloyika kupiwg Bépata. Agov tagideye
apKETA 0TNV AVaToAT), opioTnke emionpog {wypd@og TG AvAng Tov
Avtokpdtopa tng APnoouvviag. Apyodtepa eykataotddnke otn Zpopvn.
Epydotnke wg kivnpatoypaglotrs kat {wypd@loe TOAEG OKNVEG amtd
nedia paxng. Metd 1 MIKpaotaTik Kataotpo@r| Kat Ty katadikn Tov
o€ Bavato, katdepe va SlagiYeL Ao TIG TOVPKIKEG apyE kat va €pbet
otnv ABrva, 6mov kat avantdyOnke kaAArrexvikd uéxpt tov Bavatod
Tov 0710 eNAnvoaAPavikd pétwmo. Exet mapapieivel yvwotog yia Tig
TPOCWTIOYPAPIES TOV TTOV TTAPOVOLALOVV (e aKpiPeta Kat Yuxoypagikr
StaBeon ta etcovilopeva mpdowma, aAd Kat yia Tig yepdareg (wvtavia kat
TAPACTATIKOTTA TOAELIKEG TOV OKNVEG.

ITPOXAAENTHZX Awpiliog

(Bevetia 1859 — ABnvar 1926)

Katayotav anod tn yvwoTr) KepKupaikr| otkoyEvela KAANTEX VWY, [e
npeoPutepo pédog tng Tov yAumtn Iavho IpooaAévtn. Mabrtevoe
Simha atov matépa tov, Znvpo Ipocakévn, kat émetta HeTéPn 0To
Tapiot, 6oL @épetat 6Tt oovdace pnxavikog. v EAada eméotpeye
10 1874 kat vnpétnoe oto [ToAepukd Navtiko. AoxoAnOnke e v
edatoypagio kat 1diwg pe TV véatoypagia. Zwypapioe Apavia,
Balacooypagieg, kabwg Kat apxatoAoytkovg TOToLG Kat pvnpeia. Ta
£pya TOL SlakpivOVTaL Yia TIG AaNéG TOVIKOTITEG KAl T AETTOHEPELAKT)
anodoon tov Oépatoc.

PETKOZX IToAvkAettog

(Né&éog 1903 - Ocooaroviky 1984)

Doitnoe otn Zyohr Kahwv Texvav (1920-26), 6mov 81ddxOnke anod
toug [ewpyto Iakwpidn, Zmvpo Bukaro, Anurtpn Tepaviwtn ko NikoAao
Avtpa. AkolovOnoe n petdPaoty tov oto Iapiot (1930-36), 6mov
onovdace otny Académie de la Grande Chaumiere kat 610 epyactrplo
Tov [akdvn, amod tov omoio didayOnke tnv téxvn g xapaktikne. H
eniokeyr) Tov oto Aylov Opog, nj mapapoviy tov oto Iapiot kat 1) emagr
TOV (e TNV LoTOpia TNG TEXVNG, KaOWG Kat pe TIG VeOTEPES EIKATTIKEG
TaoeLg, Ta Tagidta IOV Ekave Kat 1) YEVIKOTEPT akadnUaiky Tov
ekmaidevon, agopotwdnkay Oha mepitexva Kat pe TPOswKO TPOTO 0TO
¢pyo Tov, T0 omtoio Tapovatalet vpeia Bepatoypagia (Tpocwnoypagies,
Tortia, NOOYpaPIKEG OKIVES, Youvd Kot aAAa) kaw aveEavTAnTa
TEXVOTPOTILKA OTOLYE(AL.

POIAOZ Tewpytog

(Zreuviton 1867 — ABnva 1928)

IIpwv omovdaoel ot Zxohr Kahwv Texvaov (1880-87), e daokalovg
Tov Nikngopo Avtpa ot {wypagkn kat tov Aptoteidn PoPépto o
XapakTiki, mapakolovdnoe évav xpovo to gpyactripto tov [ofn otnv
Axadnpio Tov Movayov kat émerta Ty Académie Julian. To 1894
enéotpeye oty EANada kaw avélaBe 0¢on kabnyntn otn ZxoAn Kakwv
Texvav. IIpwtondpog wg mpog TV ametkdvion Oepudtwy TONeUKnG
adnoeoypagiag (padi pe T Odeta Phwpd-Kapapia), kiviiBnke kat oe
notkida dMa Bépata (tpoownoypagies, otopikd Oépata, Tomia)

KO EKPPACTIKE APYLIKA HETO ATTO TOV YEPHAVIKO Akadnuaiouo,

YlaL va ELOAYEL apYOTEPA GTO £PYO TOV LHUTIPEGLOVIOTLKA KAl
LETAIUTPETIOVIOTIKA GTOLKELAL.

POPPHX Iiwpyog

(Kooud Kvvovpiag 1963 - )

O Tiwpyog Poppng (et kat epydletat otnv ABrva. Znovdace oty
Avortarn Xxohr Kadav Texvav (1982-87) pe kabnyntég tov
[avaywwtn Téton kat tov Tidvvn BakaPavidn kat énetta oo Iapiot,
otnv Ecole Nationale Supérieure des Beaux-Arts, pe ddokalo tov
Leonardo Cremonini. Emi\éyovtag ouvifwg tn (wypagikn pe
HoVTEAO, ) Deplatoypagia TOL EKTUAICCETAL € ECWTEPIKOVG XDPOUG.
Ta npoéowma mov amnetkoviCel yuxoypagovvTal, evoow tomobeTovvtat
oe epIParlovta Sopnpéva pEca amd EVTOVES avTIOEOELS YUY POV Kot
Oepuav ypopatwv.

SAATAPEPOX Nwpyog

(Avépog 1966 - )

Zmovdace madaywylka Kat TOATIKEG emoTrpes oty AONva. Apyodtepa,
Sidaxtikr TG Téx VNG oto Havemotno g Bépvng otnv EABetia, ala
KO YApAKTIKT, pEVVa 0TO 0XEDL0 Kat LoTopia TG TEXVNG OTN ZXOAT
Kahav Texvav tng idtag moAng. AkoAovOnoe petantuxiakés omovdég
o070 idto IMavemotrpo pe katevOvvon T StdaKTIKn TNG TEXVNG Kat TN
Hovoelomaudaywytkr|. Me agetnpia Tnv mapactatiky (wypagikr, 6To
€PYO TOV [LEAETA TOV XWPO KAl TV APXLTEKTOVIKI] TOV, [E GTOXAOTIKI
dtaBeon, péoa amod vav ovvexn dtdhoyo atotxeiwv pVIHAAIOHOD

Kot pagtpadiopon, and tov omoio emduwkeTat 1 e§looppoOnnon Twv
AVTIOETIKWV AUTWV EVVOLWY.

SAMYONIAHZ lwpyog

(Mmop{6pu Iewpyiog 1987 - )

Zel kau epydletat oty AOva. Znovdace oty Avwtarn XxoAn Kalaov
Texvav (2006-12) pe kabnyntég Tovg Zayapia ApPavitn kat Ayyeho
Avtovomovdo otn (wypagikn, Tov Tiavvn Tovp(n ot xapakTik,

tov Niko Tpavo otn ylurtikn kat tov Mavaokn Mnrapmovon ot
pwtoypagia. H {wypagukn Tov givat mapactatikn kot avOpwmokevTpIk.
Ot évvoleg TG HVNUNG, TNG evE0OKOMNONG Kal TG AVAKAAVYNG TOV
gavToV anotelovy otabepd onpeia TPoPANUATIOUOD GTO HEXPL TOPA
épyo Tou.
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YEMEPTZIAHZ Ba\ag

(Kpaovovtap Pwoiag 1911 — ABva 1983)

Znobvdaoe otn Zxohn} Kahawv Texvav, éxovtag wg daokalo tov ta
neploootepa Xpovia tov Kovotavtivo IapBevn. TToAv ypriyopa npbe oe
ETIAQT| [E TOV XWPO TNG APLOTEPAG, GTNV OTIOIA £HELVE TUOTOG LOEOAOYIKA
og OAn tov 1 (wr). Evepyo péhog tov EAM, aywviotnke otny Avtiotaon
KAl TO £pY0 TOL 0TO GUVONO TOV PEPEL ONEG TIG EUMELpieG TTOV GLVENEYE
HETQ aTTO TIG TTOMTIKEG TOL QUpWOELS, KABWE Kat Ta TPOCWTIKA TOV
KOWWVIKA 0xOALa. AoxoAnOnke 1000 pe 1 (wypagikiy 600 Kat e Tn
xapaktikn (18iwg T dexaetia Tov 1940), peheTwvTag TOMia Kat OKNVEG
Tov Kalnuepvo Piov. Avtipetwmioe T Oépatd Tov pe melapyia kat
AVOTNPOTNTA, EVW TO EIKAOTIKO anoTéleopa givau ouviBwg pwpaléo
KOl LV UELDSEG.

SIIYPOIIOYAOZX Tavvng

(IIvAog 1912 - ABrva 1990)

Znovdaoe (wypagikn apxkd oty Avwtdarn XxoAn Kakov Texvawv
dimha otovg OvpPépto Apyvpo, Enapervavda @wuonovlo kat Xmopo
Bixato kat énerta otnv Ecole Nationale Supérieure des Beaux-Arts oto
[apiot. Me v kipvén tov B' Iaykoopiov ITohépov, enéotpeye atnv
EM\ada, 0mov kat mapépetve HEXpL TOV BAvVaTO TOV, APOCLWHEVOG 0T
(wypagixry. To épyo tov apovotdlet eEEAEN kot oTadiaxn petakivion
ano tov Natovpaltopo mpog pia Stefodikd pehetnuévn agaipeon. Me
nelBapxnuéveg, kAeloTég ouvhEoels kat e ATH XP1OT) TOV XPWHATWY,
¢dwoe 1 dikn} Tov ekdoyn OTNV aPaipeot), 1) omoia yvaploe 1iaitepn)
aKpn ot xwpa pog anod Tn dekaetia Tov 1960 kat petd. To 1960
BpaPevOnke and Tnv UNESCO otnv Biennale tng Bevetiag, evw moAv
onuavtikr Oewpeital kat 1) ovppetoxr Tov oty Documenta III to 1964
oto Kdoeh g Teppaviog.

YXTABEPHZX Avtwvng

(ABnve 1973 - )

Zet kau epydletat oty AOnva. Zrovdace otnv Avwtarn ZxoAr Kolawv
Texvav pe daokalo tov Tov Anpntpn Mutapa. To 1998 @oitnoe otny
Ecole Nationale Supérieure des Beaux-Arts, 610 epyaotiipto Tov
Vladimir Veli¢kovi¢. Zta épya tov e€etalet o om0 — TO00 E0WTEPIKOVG
XWPOLG 000 Kat T e§wTeptkd aoTko 1} un mepPAAAoy — péoa amod To
Tpiopa ToL XpOVoV, e oLVOETELG IOV SOpOVVTAL ATIO EVTOVA XPWHATAL.
O xpovog Kat 1| pevoTOTNTA TOL avadelkvbovTal HEoa and Ty avTiAnyn
TOV YWPOL WG £V GUVOAO GTLYH®Y TIOV UTTOPOVV Va eppnvevdody wg
TapOV 1 wG avapvnon.
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EXTINHX Iwavvng

(kyvwatog TomM0G Yévvnons 1914 — ABva 2001)

Meta v oAokAnpwon TG @oitnotng Tov oTn ZiPiravideto XxoAn,
eyypagnke otnv Avwtdtn Zxohny Kakwv Texvav, omov onovdace
{wypagikr| e Tovg Zmvpo Bikdro, Znvpo IMamalovkd kat TTavdo
MabmovAo kat xapaktikn pe Tov Tidvvn Kepalhnvo (1937-43).
Atetéeoe Ponog tov Nikov Xar{nkvptakov-Tkika otnv édpa tng
{wypa@kng oty Apxitektovikr XxoAn tov EBvikov Metoofiov
[ToAvteyveiov. Yrnp&e emiong viidAnAog g TpameCag g EAN&dog oto

Topvpa Exktonwong Tpareloypappatiov kat A§iwy, 0mov mpookrednke

wg oxedaotig. Ta épya tov otnpifovtal otov Peakiopo pe otoryeia
LETAIUTIPETLOVIOTIKA, KUPLwG OTOV TPOTIO LLE TOV OTIOLO PETAXELPIOTNKE
Vv maléta Tov.

TAZXOX A. (AXeBiGog)

(Aevkoywpa Meoonviag 1914 — ABnve 1985)

Zmovdaoce otnv Avwtarn Xxohn Kaav Texvav dimAa otovg
Ovppepto Apyvpd, Kovotavrivo IapBévn, Owpd Owponovlo kat
Tiavvn KepaAAnvo. Edafe padrpata ot {wypagkr, T Yotk

KA T1) XapakTikn, aAd katd Tn StdpKela TG eKaoTIKNG TOpEiag

Tov a@ootwOnke otnv Evhoypagia oe TAdyto EONo, kabBwg kot oTIg
YPAQIKEG TEXVEG (elkovoypdenon PiPAiwy, apioes, ypappatoonua k.d.).
To 1940, frav petagd twv padntawv tov Kegalnvov mov oxediacav
TponayavOLoTIKEG agioeg yla TOV EAAVoiTaliko ToAepo. Zta xpovia
¢ Katoxng ovvéxioe va oxedialet agioeg Kat Topdvopa avTioTaotaKd
évtuma. Evepyog and vopig oty Aplotepd, Hrav 1dpuTikod uéhog tov
EAM kaA\TeXvaV. 2TO EIKAOTIKO £pyo TOL emdO0nKe 0TNY Amelkovion
Tov eEAAVIKOV ToTtioV Kat Twv avBpwnwy tov pdxBov kat TG vraibpov,
O¢pata ta omoia e§étaoe pe Siaitepn evatohnoia. Oewpeitar and Tovg
onpavTikotepovs EAAVeES XapaKTeg TG HETATOAEWIKG ETOXTS.

TETZHZ Havayiwtng

(Yépa 1925 - Abrva 2016)

Znobvdaoe oty Avwtdrn XxoAn Kakaov Texvwv (1943-49) pe daokalovg
Toug Anurtpto Mmiokivn, ITavdo MabiomovAo ko Kwvotavtivo
HapOévn kau émerra pe votpogia otnv Ecole Nationale Supérieure

des Beaux-Arts oto ITapiot. To 1976 e§ehéyn kaOnyntig otnv AvwtdTn
ZxoAn Kahwv Texvawv, 6mov mapépetve éwg to 1991, eva amod to 1989
Stetéeoe mputavng. To 1993 éywve péhog g Akadnpiog AOnvav.
Aloapopewoe £va 6ageg Kal EVSIAKPLTO TPOOWTIKO EKAOTIKO TepBAANOV,
avAEsa 0TV TAPACTATIKOTNTA KAl TNV aQaipeoT), [ TO XPHa Kat

TO QWG Va EXOLY TIPWTEDOVTA POAO, OXESOV XELPOVOLILAKO, KAt Va givat

To OxNua yta Ty emitevén g puOUKOTNTAG Kat TG £VTAoNG TOL
EKPPAOTIKOV ATOTEAEOUATOG. AVTHV TNV IOLOOVYKPAGLAKT| avTIANyn
tov E&npeaioviopon v e§éMiEe puéxpt to téhog g {wiig Tov o€ oelpég
€PYWV TOV [Le OKNVEG TNG KAONUEPLVOTNTAG, OTNV TOTOYpAPia, THV
TPOCWTOYpAPia, KaBWG kot TN vekpn gvon.

TPIANTA®YAAIAHZ @eo¢@pactog

(Zuvpvy 1881 - Abnva 1955)

Dortntiig Tov Fewpytov TakwPidn otn ZxoAn Kakwv Texvawy, anogoitnoe
10 1907 kat ovvéxioe oty Akadnpio Tov Movdyov dimha otov Ludwig
von Lofttz, kaBa¢ kat oto Iapiot oto epyactriplo Tov Désiré-Lucas.
[TapaAAnha, otovdace Kat OIKOVOLKEG EMOTHEG. ZTpatevOnke 0TOVG
Bahkavikovg IToAépovg kat eykataotadnke otnv Abrva ano to 1913
Kat petd. XovrOile va eavtAei o Oépata tov péoa anod evdekeyeic
OTOVSEG Kat LENETEG, SLAUOPPWVOVTAG OEPEG EPYWV e KOLVO DepaTiko
a&ova. Emiong, Bewpeitat évag amod Tovug KOpuPaiovg EKTPOCRTIOVS TOV
eAnviko Ivtiiopoy, evw katopOwoe va dnovpyroet T Sikr| Tov
Hotiépa, kabwg ta épya Tov xapaktnpifovTat yla TiG SLakpLtég VPEG TwV
VAV 0N {wypagikr em@davela.

TXAPOYXHZX Tdvvng

(Ileipauis 1910 — ABxver 1989)

Xapaktnpilovrtag o idlog Tov eavtod tov gpevvnti ko Std Piov pabn,
o [tavvng Toapovxng padnrevoe dima otov Kwvotavrivo [TapBévn
otnv Avwtdtn Zxol Kahov Teyvwv kat mapdAnAa mapakolovOnoe
padnuata oto gpyactipt tov Gt Kovroyhov, dmov pundnke ota
HLOTIKA TNG BulavTIVAG TEXVNG Kat HOVOIKNG, AANG Kat TG AoiKrg
napadoone. Adokahoi Tov — pe TV evpeia évvola — vipEav Kat ot
Anurteng Iikiwvng, Ayyehog Zikedavog, Alapavthg Alapavtomovog
kot Evyéviog Znabapng. Tagideye apketég popég oo Iapiot, omov

KO €HELVE YL APKETO XPOVO avd TeptodovG. XuvepydoTnKe [e TOV
Tériade kat tov IoAa kat paypatomnoinoe ekBéoelg oto ewTepiko.
Entiong, mapdAnAa pe tn (wypagtkn) Tov SpactnplotnTa, Epyactnke wg
OKNVOYPAPOG Kat eVELHATOAOY0G 0T0 BEATPO Kat TOV KIVIHATOYPAPO.
H enagr| tov pe 1000 dtagopeTikos daokalovg kat ta Tagidia tov

o€ TOAG PépT) TOV KOOUOL eixav WG AMOTENETUA VO EUTAOVTIOEL TO
Ae§INOYLO TOL Kat va aloTotoeL 6To £pyo TOL SLAPOPETIKEG TTAPAdOTELS
(BulavTivey, Aaikr), LOVTEPVA EVPWTIAIKT), AVAYEVVIOLAKT], LTAPOK) OTO
0Tavpodpopt TG «Abong» He Ty «Avatol», avampoadiopilovtag tnv
gvvola TG EAANVIKOTNTOG.

PIAOIIOYAOY Mapia

(AOnva 1964 - )

Zerkaw epydletan oty ABfva. Zmovdaoe {wypagikn otny Ecole
Nationale Supérieure des Beaux-Arts oto ITapiot pe daokalo tov
Leonardo Cremonini kat, a@ob ano@oitnoe, GLVEXLOE e OTOVOEG
XapakTikng oty idta XxoAn dimAa otov Abraham Hadad. To épyo tng
eivau avamapaotatiko, e dtabeon opws e€mpectovioTik, kat Stakpivetat
YL TO £VTOVO Qw, Ta kabapd pwTevd xppata Kat T cuvoptAio Tov pe
N @von. Xty elkaoTikn mopeia g £xet emkevipwdei kat e€elifel oepég
EPYWY OLYKeEKPIUEVWV DepaTiky, (e SUVapKOTEPEG UéXPL OT|HEPQL

- petagy AV — VTG TV E0WTEPIKWY XDpwWY Kat Twv Oeppoknmiwy,
TV Balacooypa@Lov Kat Twv KON TWV.

DPAQPA-KAPABIA Odlewa

(Zidriote 1871 — ABnvar 1960)

Teewwvovtag to Zammeto IapOevaywyeio T Kwvotavtivovnong,
pabnrevoe kovta otovg Nikodao Ivln kat Fewpyto Iakwpidn oto
Movayo. Exei éAaPe kat mpoobeta padnpata oxediov kat xpwuatos.
Emotpépovtag otny Kwvotavtivounohn to 1898, mapépetve evepyn
KaATexvika kat dpaotnpromowOnke oe moAlovg topeis. Méoa and
oA ta&idia, EAafe motkila epebiopata kot avtd anododnke Suvapukd
070 €pyo TNG. MdAiota nrav Waitepa Spactrpla kata Tn Sidpketa

Twv Bakkavik@v moAépwy, kataypagovtag Tig epmnelpieg Tng oto PpAio
Evrunwoeig amd tov médepo: 1912-13 MaxeSovia-Hmeipog ov e&édwat,
OMwG Kat katd T Mikpaolatikr ekotpateia kat Tov eNAVoitaliko
nokepo. Anpbuve v «Kalhireyvikn Zyohr» mov idpvoe atnv
AXeEavdpeta péxpt kat to 1940, omdte eykataotddnke otnv Adfva. Zrov
HeYAaAo aptOpd épywv oL Tapryaye, KATAmAoTNKe e Towkila Oéuata,
epumhovTilovtag To etkaoTiko Ae§IAdyLo TG akadnpaikng matdeiag Tng

HE OTOLEl0 IUTPECIOVIOTIKNG avTIANYNG, Kabwg kat Taoewv OTIWwG 0
DwPiopodg kat o EEnpeatoviopoc.

DOOKAX Odvoocag

(Povpavia 1857 — AB1va 1946)

2ta XpOvia TOL YOVAGIoL eYKATAOTAONKE [e TNV OLKOYEVELL TOV

otnv ABNva, evw ot apytiég Tov omovdég fTav vopkég, otn Talia,

TOV TIpWTO XpOVvo oTnv Aix-en-Provence kai émerta oto [apiot ekel,
napakolovOnoe Tavtoxpova padnpata (wypagikng oe ehevbepeg
akadnuies. OANoKANpwvOVTAG TIG VOIKEG TOL 0TIOVSEG, agoatwdnke o
pHehétn g (wypagikng otnv Académie Colarossi. Emotpépovtag otny
AOnva, epydotnke wg okitooypdog otnv epnuepida To Aotv. To 1915
Siopiotnke empeAntig otny EOvikn IivaxoOnkn, evw mapaAinAa frav
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evepyog Kaiteyvikd wg (wypa@og oA kot wg GLANEKTNG. AoyoAnOnke
Kupilwg pe TNV Tomoypagia, Snpovpywvtag cuvOEcels mapadootakss,
KALVOTOUMVTAG OHWG 0TOV TPOTIO e TOV 0Toi0 Xept{oTav T0 QWg.
Baolopévog 0TIG apyEG TOV IUTPEGLOVIOTIKOD DTAOPLOHOY, KATAPEPE VL
anodwoet ONOKANPWHEVA TO EAAVIKO WG, [LE ATLOTPALPIKOTITA

kat {ovTtavia.

DOTAKIX Nikog

(PéBvuvo 1904 - HpéxAeio 1959)

Elape padnpata lwypagkng ot ZxoA Kadav Texvaov kat €nerta
eykataotabnke otn Oeooalovikn. Extog ano t {wypagukr), aoyohiOnke
Waitepa pe T oknvoypagia, Tn Beatpikny evévparoloyia, alld kot
v apbpoypagia o Stdpopa évruma kat epnuepidec. Me oupmayeig
ovvBEoels, Slapoppwaoe Tpoowikd VYOG — evdexouévwg Mo Bappaléo
16 800 MpwTeg dekaeTie — 0TO oMOlO TEPLKAEiOVTAL GTOLElN VA,
e€mpeotoviotikd, aAAd kat ovpPolikd. H mpoooxn tov emkevipwvetal
oTn @opua Kat Ayotepo oTn AemTtopépela Twv cuvhéoewy, oToxebovTag
OTNV eMiTEVEN ATHOTPAPIKOTNTAG, KIVIOT|G KAl EKPPACTIKOTITAG.

XAAEITIAY TavvovAng

(IIvpyog Tivov 1851 — ABrve 1938)

Ao okoyévela e onpavTiKi Tapddoon oTn HapHapOYAVLTITIKT,
Eexivnoe T1g 00VSEG TOL 0T yAumTik) pe v kaBodnynon tov Agwvida
Apoon ot Zxoh} Kahwv Texvav yia va ovvexioet pe votpogia otny
Axadnpio Tov Movayov, dimha otov Max von Widnmann (1873). To
1876 &voiée o diko ToL epyaatriplo oty ABrva, dov kat Snovpynoe
dtagopa onpavtikd épya (0mwg n mepignun Kopwpuévy tov A’
Nekpotageiov ABnvav, 1 Kepads Zarvpov k.&). Metafd 1876 kat 1878
EUPAVIOTNKAY TA TIPWTA CUUTTWUATA TG YUXLIKNG TOL acOEévelag ov
OXL HOVO avayaiTioay TNV KAATEXVIKT) Tov Topeia, alhda kat 08 ynoav
0TOV eYKAELONO TOV 0TO Yuxlatpeio Ty mepiodo 1888-1902. Meta

ano pakpd mepiodo adpavetag, ot Stdpketa TG omoiag KaTEOTpEYE
YAUTITA TOV, PaiveTal Twg avékaye and to 1918 puéxpt tov Bdvatd

Tov. H Bepatoloyia tov mapovotdlel ouvoxr, pe onpeio avagopag Ty
apxalotnTa oA kat Ty eAAnvikn poboloyia, evd ot HOPPOTAAOTIKEG
ToL avaQTNoELg TPty Kat LETA TNV eupavion g acbévelag epgavifovv
onuavtikég Stagopés. Ta mpwta xpovia TG dnuiovpyiag Tov, Tuprvag
fTav o Akadnuaiopog kat ot apxég tov Khaotkiopod. Xta xpovia petd tny
ao0£vela, amodeoEVEVOG TAEOV ATIO TIG APXEG AVTEG, SIAUOPPWOE TO
TPOoWTIKO TOV 1dlwpa Kat To £pyo Tov 0dnyNnOnKe o€ VEES, TPWTOTLTIEG
Kot EEXWPLOTEG EKPPATTIKEG avalnTHOEL.
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XATZHKYPIAKOZ-TKIKAX Nikog
(ABnva 1906 - ABrva 1994)

EXafe ta mpata Tov padnuata and tov Bacsidn Mayaon kat tov

Kwvotavtivo IapBévn. To 1922 éguye yia to Iapiot, dmov omovdace
yarkr| eholoyia kat awoOntikn, kabwg kot {wypagukn pe Saokalo

Tov Roger Bissiere kat xapaktik pe tov Anuntpn Takavn otnv
Académie Ranson. To 1927 enéotpeye otnv ADrva yia va vimpetnoet
OTPATIWTIKI TOL OnTeia kat Tpaypatomnoinoe Kat Ty Tpwtrn Tov ékbeon
otnv EAada. Amo exeivn v emoxr §ekivioe 1 mo Suvapukr napovaioon
Kol avayvwpton Tov épyov tov. To 1941 exAéxOnke kabnyntrg

otnv ApxttekTovikr ZxoAr Tov EOvikod Metoopiov ITodvtexveiov.
Méxpt to Téhog TG Cwn¢ Tov énoe petafp EANadag kat [Tapiotov,

eV oLvepydoTnke Snuovpytkd pe ToAAOLG avBpdTovg TG TEXVNG,
APXLTEKTOVEG, EKTPOTDTIOVG TWV YPAUUATWY, (wypa®ovg Kat YAOTITEC,
ovpBdAhovTag kaBopLoTIKA e TNV Tapovsio TOV OTNV TVEVHATIKT (wr)
™G ABfvag. AT ToVG KeVTPIKOUG EKTIPOOWTIONG TNG Aeyopevng Tevidg
Tov'30, e ToAOTAELPO Kat TOAOXIO£G £pyo, e§éMEe TNV TEXVN TOL péca
ano éva Wdiwpa mov mapovoiale mavtote motkihopopgia kat TAnBwpa
Sla@opeTikwY oToLxElWY, AAAA Kol OpLopEVEG DepaTIKEG avapopég Tov
emavépxovtay otabepd (apXITEKTOVIKEG QOES, CLOTAIEG TOLLOHATWY,
PPAYKOOVKLEG, TOVALA K.&1). MOviun enwdog 6o £pyo Tov eivat o
Stdhoyog petald Twv evpwnaikdV TPWTOTOpLaKwV Tdoewv (18iwg Tov
KvPiopov kat tov Kovotpovktifiopov) kat tng eAAnvikng mapadoong kat
eEAMNVIKOTITAG, OTIWG AVTES edWONKAY (€T ATIO TNV TIPOCWTILKT

TOV OTITIKT).

XATZHX BaciAeiog

(Kaotopié 1870 - ABnva 1915)

Zmovdaoe otn ZyoAn Kahwv Texvav, pe Tnv kabodiynon tov
Nungopov Avtpa kat Tov Kwvotavtivov Bohavakn, kat ponOnke otig
apx£g TG XxXoAng Tov Movayov. Amolvta motodg ot Oepatoloyia Tov
BoAavakn kat 6Tnv mpaypATeLon auTiG He apXég Tov OUOLalovV e TOV
SaoKAaAoL TOV, TPOXWPTOE GTNV TAPOVGIAOT) EVOG EIKAGTIKOV £pYOV e
@avepr| TNV Texvikn Tov devotnta. Ilpoxwpnoe emiong oe mpoobkeg
(UTPECLOVIOTIK®V OTOLXElWY, OTIWG Ta TIo XaAapd Teptypappata i o
TEPLOPLONOG TNG XPWHATIKHG TAAETAG OTOVG BACIKOVG TOVOVG KAl GTaL
nutovid touvg. Emmpoobétwg, elonyaye atov kevtpiko Oepatiko afova
¢ Bakacooypagiog anekovioelg Tng 0dhacoag povng e, xwpic Tnv
avTimapaBolr TG pe mAoia 1) Audvia, pe EUgaot Ty anodoor g
PEVOTOTNTAG KAl TWV KVUATIOHWDV TNG.

XATZOIIOYAOZX I'ewpylog

(II&tpog 1859 - ABnva 1935)

Me kaBnyntn tov Nikohao Todn, omovdace oty Akadnia tov Movayov
(1883-87). OhokAnpwvovTag Tig 0movdég Tov, enéotpeye oty EANAda,
omov dlopioTtnke kabnyntig otn Zxohr) EveAnidwy (1891) kat apyodtepa
ovvtnpnthg oty EOvikn MivakoOnkn (1910). AoxolOnke pe v
Tomoypagia kat anonelpddnke va anodwoet To EAANVIKO QG [Eca and
To Tpiopa TV apXwv Tov Iumpeatoviopov, Sivovtag peyavtepn éugaon
OTNV ATHOOPALPA KAl TV EVTUTIWOT) IOV TOV TIPOKANOVOE TO EKACTOTE
TOTIO, TAPA OTNV TUOTI), PEAMOTIKI| ATEIKOVLOT) TOV. ZVYKATAAEYETAL
AVALESO GTOVG TIPWTOTOPOVG TOTLOYPAPOLG TOL 190V alwva.
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Artists' biographical notes

ADAMAKOS Yiannis

(Pyrgos, Ilia, Greece 1952 - )

Adamakos shares his life and work between Athens and the island of
Tinos. He studied at the Athens School of Fine Arts (1973-78) under
Yorgos Mavroidis, Dimitris Mytaras and Panayiotis Tetsis and then
attended independent academies in Paris in 1978-81. He gradually
shifted towards measured abstraction, typically working on thematic
cycles, each of which reflects his current concerns and quests, marking
the different stages of his development as an artist. Colour, light and
architecture are some of the constant preoccupations in his art, which
often has existential undertones.

ALTAMOURAS Ioannis

(Florence, Italy 1852 - Spetses island, Greece 1878)

Altamouras started his training in painting at the Athens School of Fine
Arts in 1871 under Nikephoros Lytras. On a scholarship, he continued
his studies at the Danish Royal Academy of Fine Arts (Kongelige
Danske Kunstakademi) in 1873-76. From early on, he devoted himself
to seascape painting, exploring the academic tradition of the theme, and

apprenticed under the prominent marine painter Carl Frederik Serensen.

In his short life, he produced exquisite seascapes that stand out for their
light, atmosphere, affinity to Impressionism and sensitive colour palette.

ANDREADAKIS Dimitris

(Chania, Crete, Greece 1964 — )

Andreadakis studied at the Athens School of Fine Arts (1986-91) under
Dimitris Mytaras and pursued post-graduate studies from 1991 to 1996
at the Ecole Nationale Supérieure des Beaux-Arts de Paris under Pierre
Carron and Vladimir Velickovi¢. He belongs to the artists who - through
painting — explore the different facets of reality, with an emphasis on
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the human-centred dimension. While in constant interaction with
international artistic trends, Andreadakis also turns to the Greek
painting tradition, delivering works that are mostly figurative with some
abstractionist tendencies. Andreadakis is an associate professor in the
Department of Architecture at the Technical University of Crete.

ARGYROS Oumvertos

(Kavala, Greece 1884 — Athens, Greece 1963)

After studying at the Athens School of Fine Arts (1900-04) under
Nikephoros Lytras and Georgios Roilos, Argyros received an Averoff
scholarship and pursued further studies at the Akademie der Bildenden
Kiinste Mtinchen (the Munich Academy) (1907). He became Professor at
the Athens School of Fine Arts in 1929 and a member of the Academy of
Athens in 1959. His art encompasses symbolic and mythological themes,
landscapes and — mostly indoor — genre scenes. Inevitably influenced by
his academic background, he follows a naturalist approach in his early
output, later moving on to plein-airist perceptions.

ASTERIADIS Agenor

(Larissa, Greece 1898 — Athens, Greece 1977)

Asteriadis studied at the Athens School of Fine Arts (1915-21) under
Georgios Roilos, Georgios Iakovidis, Spyros Vikatos and Pavlos
Mathiopoulos, while working in an advertising agency to earn a living.
He was later appointed teacher of drawing in secondary school (1925).
Belonging to the so-called Generation of the Thirties, which sought

to redefine Greekness through very diverse paths, he too strove in this
direction, creating an oeuvre rich in themes and styles. He fashioned a
personal style, by assimilating elements from Byzantine and folk tradition
and from modern movements, but also by using innovative approaches
to perspective.

AXELOS Michael

(Sitia, Crete, Greece 1877 — Athens, Greece 1965)

Axelos studied painting under Georgios Iakovidis, Dimitrios Geraniotis,
Spyros Vikatos and Georgios Roilos at the Athens School of Fine Arts,
graduating in 1908. He continued his training at the Académie Julian
and the Académie de la Grande Chaumiére in Paris, where he came into
contact with the new European trends. From 1928 to 1946, he worked

at the Bank of Greece as a designer of banknotes and securities. His
main themes included portraits, city-, sea- and country-scapes, as well as
themes inspired by the daily struggle of the common man. Starting from
Impressionism, Axelos ended up with a slightly expressionist style using
bright colours - the characteristic warm and intense colours of Fauvism.

AXIOTIS Stratis

(Skopelos, Lesvos island, Greece 1907 — Gera, Lesvos island, Greece
1994)

Axiotis took up painting at a young age, as an apprentice to Spyros
Papaloukas and Stratis Gavalas, from both of whom he learned
iconography, which he practised for a living. He went on to study at the
Athens School of Fine Arts from 1929 to 1935, having as teachers Spyros
Vikatos and Oumvertos Argyros in painting and Yannis Kefallinos in
printmaking. His central theme is landscape, rendered with realism.

BEKIARI Koula

(Athens, Greece 1905 - Athens, Greece 1992)

Bekiari grew up in an artistic environment, as her mother Anna Bekiari
was a painter and sculptor. She took lessons from such leading figures as
Zacharias Papantoniou (art history), Theophrastos Triantaphyllidis and
Konstantinos Parthenis (painting), or Giorgos Velissaridis and Georgios
Moschos (printmaking). She later pursued further studies in France, Italy
and the Netherlands. Her [favourite] themes were landscapes, still lifes
and human figures. She developed a powerful expressionist style, using a
wide and bright colour palette and creating an interplay of textures.

BELDEKOS Panayiotis

(Athens, Greece 1963 - )

Beldekos studied painting at the Athens School of Fine Arts (1987-92) at
the workshop of Dimosthenis Kokkinidis. In 1995, on a state scholarship,
he continued his studies in painting under Panayiotis Tetsis. His art, with
themes that include landscapes, still lifes and portraits, is marked by an
underlying gestural figurative approach, in a realistic spirit that does not
lack in expressiveness.

BOTSOGLOU Chronis

(Thessaloniki, Greece 1941 - )

Botsoglou studied painting at the Athens School of Fine Arts under
Yannis Moralis (1961-65) and continued his studies at the Ecole
Nationale Supérieure des Beaux-Arts in Paris (1971-72). From 1964
onwards, he was part of groups of artists dedicated to social or political
change [“Art Group A” (1960-67), “Centre for Visual Arts” (1974-76),
“Group for Art Communication and Education” (1976-81)]. He was a
founding member of the group “New Greek Realists” (1971-73). Since
the 1970s, while retaining a focus on the theme of everydayness, he has
centred on exploring a new kind of figurativeness beyond conventional
norms. Overall, and especially since the 1980s, his art is exclusively
centred on man and to some extent autobiographical, with emphasis on
the study of the image of the human body. In these quests, Botsoglou
engages in existential introspection and metaphysical angst about man’s
physical and moral decay. More recently, his thematic repertoire was
enriched with a body of work themed around landscapes, exhibited in
2013.1In 1989 he was elected professor of painting at the Athens School of
Fine Arts and served as rector of the School from 2001 to 2006.

BRAESSAS Dimos

(Aetoliko, Aetoloakarnania, Greece 1880 — Athens, Greece 1964)
Braessas studied at the Athens School of Fine Arts and graduated in 1909.
He taught at the Maraslios Pedagogical Academy in Athens (1926-48),
while in 1944 he was elected President of the Chamber of Fine Arts

of Greece. His landscapes and portraits have all the markings of
conservative Academism, with visible influences from Nikolaos Lytras,

as in his predilection for bright colours and impressionist simplification,
however without, on the whole, any major breakthrough achievement.

CHALEPAS Yannoulis

(Pyrgos, Tinos island, Greece 1851 — Athens, Greece 1938)

Born into a family of reputed marble sculptors, Chalepas trained in
sculpture first at the School of Fine Arts under Leonidas Drossis and later
on a scholarship at the Munich Academy under Max von Widnmann
(1873).1In 1876 he opened his own studio in Athens, where he created
many important works (such as the famous Sleeping girl at the First
cemetery of Athens, Satyr’s head, etc.). Between 1876 and 1878 the first
symptoms of his mental illness not only halted his career but also led to
his committal to a mental hospital in 1888-1902. After a long period of
inactivity, during which he himself destroyed some of his sculptures, he
appears to have recovered from 1918 until his death. His thematic range
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is cohesive, mainly drawing on antiquity and Greek mythology, while his
stylistic quests before and after his nervous breakdown are divergent: the
early phase of his career was marked by the principles of Academicism
and Classicism; in the years that followed his illness, freed from those
constraints, he succeeded in forging his personal idiom, which led his
oeuvre to new, original and unique avenues of expression.

CHATZIS Vasileios

(Kastoria, Greece 1870 — Athens, Greece 1915)

Chatzis studied at the Athens School of Fine Arts under Nikephoros
Lytras and Konstantinos Volanakis, and was initiated into the tenets of
the Munich School. Following closely in the footsteps of Volanakis in
terms of thematic range and stylistic approach, he moved on to deliver
an artistic output which attests to his skillful technique. At the same time,
he assimilated impressionist elements, such as the loose contours or a
restrained palette of basic colours and their half-tones. Furthermore,

he enriched the central theme of seascape with depictions of the sea by
itself, without the juxtaposition of ships or ports, placing emphasis on the
rendering of its fluidity and undulations.

CHATZOPOULOS Georgios

(Patmos island, Greece 1859 - Athens, Greece 1935)

Chatzopoulos studied at the Munich Academy (1883-87) under Nikolaos
Gyzis. Upon completing his studies, he returned to Greece, where he
began teaching at the Evelpidon Military Academy (1891).1n 1910

he was appointed conservator at the National Gallery. Chatzopoulos
depicted mainly landscapes and aspired to capture Greek light through
the prism of impressionist tenets, placing greater emphasis on the
atmosphere and the impression evoked by the landscape than on true-
to-life, realistic depiction. He is considered one of pioneer landscapists of
the 19th century.

DOUKAS Hector

(Smyrna, Asia Minor 1885 - Athens, Greece 1969)

Doukas studied at the Academy of Fine Arts in Venice, at the Royal
Academy of Fine Arts in Munich, and then at the Académie Julian in
Paris. In 1907 he moved to Munich, where in 1913 he received an award
for his portrait paintings. Later on he returned to Greece permanently.
In his work he focused on the thematic categories of landscape, genre
painting and portraiture. In his late works, the principles of academic
painting are evident, same as the influences of innovative art movements
with which he got familiar in Paris. His paintings stand out for the artist’s
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interest in revealing the psychographic mood of the figures, and for

capturing the impression of the moment.

DOUKAS Ioannis

(Gjirokastér/formerly Argyrokastro, Albania 1841 - Athens, Greece
1916)

Doukas studied painting at the Athens School of Fine Arts and then at
the Munich Academy (1865-68) under Karl von Piloty and in Paris under
Jean-Léon Gérome. He stayed abroad until 1876, working in different
cities, including Vienna, Munich and Paris. He was noted for his portraits
-recognised as one of the most significant Greek portraitists of the 19th
century — and for his various mythological and historical compositions
(with symbolic elements). His style is characterised by meticulous detail
and a handling of colour in line with the principles and norms

of Academicism.

FILOPOULOU Maria

(Athens, Greece 1964 )

Filopoulou lives and works in Athens. She studied painting at the
Ecole Nationale Supérieure des Beaux-Arts in Paris under Leonardo
Cremonini and, after graduating, studied engraving at the same school
under Abraham Hadad. Her art is representational, albeit with an
expressionist tendency, and is marked by brilliant light, pure bright
colours and a conversation with nature. In the course of her artistic
career, she has focused on and developed distinct thematic cycles, the
most dynamic of which are her interiors and greenhouses, seascapes
and swimmers.

FLORA-KARAVIA Thaleia

(Siatista, Kozani, Greece 1871 — Athens, Greece 1960)

After graduating from the Zappeion Girls’ School in Constantinople,
Flora-Karavia apprenticed in Munich with Nikolaos Gyzis and Georgios
lakovidis, while also taking extra lessons in drawing and colour. She
returned to Constantinople in 1898, and would remain artistically
creative and active for decades. She drew inspiration from her numerous
travels, which is dynamically reflected in her work. She participated as a
war painter in the Balkan Wars (recording her experiences in her book
Recollections of the war: 1912-13 Macedonia-Epirus), the Asia Minor
campaign and the Greco-Italian War. She founded and ran a school of
arts in Alexandria until 1940, when she settled in Athens. She produced a
prolific output on a wide range of themes, enriching the vocabulary that

she had acquired through her academicist training with Impressionism
touches and elements from Fauvism and Expressionism.

FOKAS Odysseas

(Romania 1857 - Athens, Greece 1946)

While still in his teens, Fokas moved to Athens with his family. He
studied law in France, in Aix-en-Provence for one year and subsequently
in Paris, where he also attended painting classes at free academies. After
earning his law degree, he studied painting at the Académie Colarossi.
He returned to Athens and worked as a cartoonist for the newspaper
Asty.In 1915 he was hired as a curator by the National Gallery, while
never ceasing his activity as a painter and a collector. He painted mostly
landscapes, fashioning traditional compositions but with an innovative
approach to light. Relying on the principles of impressionist plein-airism,
he managed Greek light in an atmospheric and vivid style.

FOTAKIS Nikos

(Rethymno, Crete, Greece 1904 — Heraklion, Crete, Greece 1959)

After studying painting at the Athens School of Fine Arts, Fotakis settled
in Thessaloniki. Besides painting, he worked as a scenic and costume
designer and as a columnist for various magazines and newspapers.
With solid compositions, he fashioned a personal style — bolder,
perhaps, during the first two decades of his career — encompassing naif,
expressionist and symbolist elements. Fotakis places emphasis on form
rather than on detail in his compositions, aiming to create atmosphere,
movement and expressiveness.

GALANIS Dimitrios

(Athens, Greece 1879 — Athens, Greece 1966)

While studying civil engineering at the Athens Technical University in
1897-99, Galanis took drawing lessons from Nikephoros Lytras. After
graduating in 1900, he went to Paris, where he enrolled at the Ecole des
Beaux-Arts. From 1901 to 1912, he worked successfully as a cartoonist
with a number of French magazines. During his stay in Germany (1907-
09), he showed great interest in printmaking, especially woodcuts. In
1909 he settled in the Montmartre quarter of Paris, became friends with
avant-garde artists (Matisse, Maillol, Derain, etc.) and was exposed to
influences from Fauvism and Cubism. From 1930 to 1937, he taught
printmaking in Paris, opening his studio to Greek art students living
there, including Polykleitos Regkos, Nikos Hadjikyriakos-Ghika,
Constantine (Dico) Byzantios and others. 1945 was a year of numerous
distinctions for Galanis, as he was elected Professor at the Ecole des

Beaux-Arts de Paris and member of the French Académie des Beaux
Arts. In 1950 he was elected corresponding member of the Academy of
Athens. With a wide thematic range, Galanis fashioned a personal style
that adheres to Classicism, while at the same time he was keen to explore
Modernism. Galanis was one of the most influential figures of interwar
Greek art, with a seminal contribution to printmaking.

GEORGIADIS Andreas

(Thessaloniki, Greece 1972 - )

Georgiadis was born in Thessaloniki, but lives in Athens. He studied
graphic design, took classes in illustration at the Institut d’Arts Visuels
in Orleans, France and painting lessons with Giorgos Rorris. His main
medium is ink, while his favourite subject-matter is landscapes, which
evoke poeticness and a sense of timelessness. In most of his works, the
scenes that he builds with his inks arise from his personal explorations
on the themes of memory and history.

GEORGIADIS Andreas, of Crete

(Chania, Crete, Greece 1892 — Athens, Greece 1981)

Georgiadis studied at the Athens School of Fine Arts (1916-23) under
Georgios lakovidis, Dimitris Geraniotis, Spyros Vikatos and Georgios
Roilos. Then, on an Averoft scholarship, he pursued his studies in Paris

at the Julian, Grande Chaumieére and Colarossi academies. After that,

he specialised in frescoes at the Regia Scuola per Industrie Artistiche di
Bologna, Italy. As a painter, he admired classical art from the Renaissance
through the 19th century, especially El Greco and Rembrandt.
Discernible in his works is his attempt to construct an organised painting
surface through rich colour, wide tonalities and vivid portrayal that
delves into the character’s soul. His unwavering insistence on classical art
was far from restraining; in fact, Georgiadis, through a fresh and personal
gaze, brought together several elements of the painting tradition and
created noteworthy works.

GERALIS Apostolos

(Mytilini, Lesvos island, Greece 1886 — Athens, Greece 1983)

After studying initially at the Athens School of Fine Arts (under
Dimitrios Geraniotis, Spyros Vikatos, Georgios Roilos and Georgios
Takovidis) and then in Paris at the Académie Julian, Geralis produced
an oeuvre noted for its academic character. In between his studies, from
1910 to 1915, he worked as a teacher at the Pancyprian Gymnasium

in Nicosia. In his paintings he immortalises scenes from everyday life,
choosing earth tones that exude the calm and orderliness of spaces.
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Fleeting moments are captured almost photographically, with
a poetic mood.

GERMENIS Vasileios (Vasos)

(Fiscardo, Cephalonia island, Greece 1896 — Athens, Greece 1966)
Germenis first studied at the Art School of Corfu and continued at the
Athens School of Fine Arts (1915-21), where he also enrolled at the Law
School but dropped out after three years. Germenis handled standard
themes of modern Greek art (genre, landscape, portraits) in a rather
academic idiom. Bright colours and a not-so-detailed drawing are typical
of his style.

GIALLINAS Angelos

(Corfu island, Greece 1857 — Corfu island, Greece 1939)

As a pupil of the Kapodistrias School in Corfu, Giallinas took painting
lessons from Charalambos Pachis. He continued his studies in Venice,
Naples and Rome. In 1878 he moved back to Corfu, where he worked on
watercolours, producing mostly landscapes. During that time, he travelled
extensively to enrich his landscape subject-matter. In 1902 he founded
the Arts and Crafts School of Corfu, where he taught. While landscape
was his main focus, Giallinas also engaged in genre painting. Corfu’s
commercial exchanges at the time made him known to patrons from
Europe’s nobility, who purchased many of his works. His compositions
are realistic, with bright colours and a lyrical approach.

GIANNOUKAKIS Dimitris

(Ermoupolis, Syros island, Greece 1898 — Athens, Greece 1991)
Giannoukakis studied at the Academy of Fine Arts first in Dresden and
then in Paris. From 1930 to 1933, he worked in the art team of “Aspioti —
ELKA” Publishers and Printers in Corfu. A painter as well as a printmaker,
he elaborated the technique of copperplate engraving and was one of the
first to engage in colour etching. His thematic range consisted mainly of
landscapes, nudes and still lifes.

GOUNAROPOULOS Giorgos (Gounaro)

(Sozopolis, Bulgaria 1890 — Athens, Greece 1977)

Gounaropoulos graduated from the Athens School of Fine Arts in 1912.
After serving in the Balkan Wars and then in World War I, he went on
to study at the Académie Julian (1919-24) and then for a year at the
Académie de la Grande Chaumiere. During this period, he collaborated
with art galleries, participated in exhibitions and was particularly active
as an artist. He returned to Greece in 1931, after two exhibitions held
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here to mixed reviews. Gounaropoulos chose, early on, to distance
himself from the solid academic foundations he had acquired, and
created a distinct personal idiom, closely associated with Surrealism:
his compositions, set in an indefinite time and place, are noted for the
distinct use of light and shading.

GYZIS Nikolaos

(Tinos island, Greece 1842 - Munich, Germany 1901)

An outstanding and dominant figure in 19th-century German and Greek
art, Nikolaos Gyzis was born on the island of Tinos. In 1850 he moved
with his family to Athens, where he attended the Athens School of Fine
Arts, at first informally and from 1854 to 1864 as an enrolled student,
under brothers Georgios and Philippos Margaritis, Rafaello Ceccoli,
Ludwig von Thiersch, but also Nikephoros Lytras, with whom he would
become close friends. In 1865 he went to Munich to pursue postgraduate
studies, and in 1868 was accepted by the renowned German painter and
teacher Karl von Piloty. In 1872 he returned to Athens for two years,
visiting Asia Minor in 1873 with Nikephoros Lytras. This journey was

to be a pivotal point in his life, as it became a source of inspiration and

a basis for his later work. In 1888, already a distinguished artist, he was
appointed professor at the Munich Academy of Fine Arts. He came to
Greece for the last time in 1895. His art is characterised by a diverse
thematic range and his willingness to harness a variety of styles, from
academic Realism to the Jugendstil.

HADJIKYRIAKOS-GHIKA Nikos

(Athens, Greece 1906 — Athens, Greece 1994)

Hadjikyriakos-Ghika took his first painting lessons from Vasilis Magiasis
and Konstantinos Parthenis. In 1922 he moved to Paris, where he studied
French literature and aesthetics, as well as painting under Roger Bissiére
and printmaking under Dimitrios Galanis at the Académie Ranson. In
1927 he returned to Athens to do his military service and held his first
exhibition in Greece. From then on, his work gained notice and acclaim.
In 1941 he was elected professor at the School of Architecture of the
National Technical University of Athens. He spent the rest of his life
between Greece and Paris, while he worked with leading figures of the
arts and letters, architects, painters and sculptors, leaving his mark on
Athenian cultural life. One of the key representatives of the so-called
Generation of the Thirties, with a multi-faceted and versatile oeuvre,

he developed his art through an idiom that combined a host of diverse
elements but also a number of recurrent motifs (architectural structures,
clusters of walls, prickly pear trees, birds, etc.). A leitmotiv in his work is

the dialogue between European avant-garde trends (especially Cubism
and Constructivism) and Greek tradition and Greekness, seen through
his personal prism.

IAKOVIDIS Georgios

(Hydira, Lesvos island, Greece 1853 — Athens, Greece 1932)

A leading figure of Greek art of the late 19th - early 20th century,
Takovidis studied at the Athens School of Fine Arts (1870-77) under such
great masters as the painters Nikephoros Lytras and Vincenzo Lanza,

or the sculptor Leonidas Drossis. Unraveling his talent already from his
student years, he graduated with honours and won a scholarship to study
at the Munich Academy under Ludwig von Lofttz. After his graduation,
he stayed in Munich, where he established his own private art school,
winning acclaim for his prolific work. He returned to Greece in 1900 and
was appointed Director at the National Gallery of Athens, while in 1904
he succeeded Nikephoros Lytras as professor of painting at the Athens
School of Fine Arts. Remaining loyal to the principles of Academic art,
lakovidis is appreciated not only for his unparalleled drawing skills, but
also for developing his own style, marked by a distinctive colour palette
and particularly in his genre themes, elevating scenes from family and
everyday life to images of strong spirituality.

ILIOPOULOU Irini

(Athens, Greece 1950 - )

Iliopoulou lives in Athens. After graduating from the Department of
Literature of the University of Athens, she studied at the Athens School
of Fine Arts (1977-81), in the atelier of Yorgos Mavroidis. She continued
her studies at the Ecole Nationale Supérieure des Beaux-Arts, under
Leonardo Cremonini. Iliopoulou remains in the realm of figurative
painting, demonstrating a masterful technique and a lyrical, at times even
dramatic, view of the world, as suggested by her intense and bold

colour palette.

KANELLIS Orestis

(Smyrna, Asia Minor 1910 - Athens, Greece 1979)

Born in Smyrna, Kanellis grew up in Mytilini in the wake of the Asia
Minor Disaster. He attended the Medical School of the University

of Athens for two years, but dropped out to study painting in Paris,
where he trained at free academies, notably the Académie de la Grande
Chaumiere. Gounaropoulos was among his teachers, while Tériade
(Stratis Eleftheriadis) also showed deep appreciation for his work. His
art was mostly themed around landscapes and portraits of young girls

and women. Inclined towards contemporary trends, his palette was
influenced by Soutine and Picasso, creating a poetical and lyrical effect,
exuding sweet melancholy and stoicism.

KATRAKI Vasso

(Aetoliko, Aetoloakarnania, Greece 1914 — Athens, Greece 1988)
Katraki studied painting under Konstantinos Parthenis and printmaking
under Yannis Kefallinos at the Athens School of Fine Arts (1936-40), but
then devoted herself exclusively to printmaking. Already as a student, she
adhered to left-wing ideals and joined the artists’ section of the National
Liberation Front (EAM). Until the 1950s she worked on woodcuts, but
she later experimented on sandstone, a technique which she pioneered.
Her engravings are invariably centred on man and his concerns, his
ideas, his thoughts, his agonies, his struggle for survival and his fight for
freedom in difficult times. Using determined, bold lines, shunning colour
and opting exclusively for black and white, she managed with remarkable
starkness to create figures that come across as enduring, restrained and
charged with genuine emotions.

KEFALLINOS Yannis

(Alexandria, Egypt 1894 - Athens, Greece 1957)

Kefallinos attended the Ecole des Beaux-Arts in Paris and graduated in
1920, after interrupting his studies during World War 1. He remained in
France for the next ten years. In 1930 he returned to Greece to apply for
the newly established Chair of Engraving at the Athens School of Fine
Arts. He was elected in 1931, when the engraving workshop was officially
reinstated after its ban in 1914. A gifted teacher most beloved to his
students, he managed to set up an exceptionally dynamic workshop and
one of the School’s most important. The crowning achievement of his
charismatic teaching career was the integration of the “Art of the Book”
into the Schools curriculum as a fine art, along with engraving.

KINDYNI-MAROUDI Anna

(Phocaea, Asia Minor 1914 — Athens, Greece 2003)

A refugee from a very young age, she settled with her family in Mytilini
after the Asia Minor Disaster. In 1930 she relocated to Athens, where she
worked as an architectural designer. During the German Occupation, she
took an active part in the Resistance. In 1945 she moved to Paris, where
she had the opportunity to study engraving at the Ecole des Beaux-Arts,
under Robert Cami and Dimitrios Galanis, as well as at the Académie

de la Grande Chaumiére and the Académie Julian. Her work documents
the pain and horror caused by modern historical events (German
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Occupation, Resistance, war, poverty) or captures the city of Paris in the
early post-war era, using an outstanding drawing technique.

KOGEVINAS Lykourgos

(Corfu island, Greece 1887 - Athens, Greece 1940)

Kogevinas studied in Rome and then at the Parisian academies de la
Grande Chaumieére and Julian. From 1908 to 1931 he lived and worked
in Paris, making occasional trips to Greece. He returned to Greece,
settling in Athens, in 1931. Initially a painter, he became one of the first
Greek artists to adopt the tenets and palette of Impressionism and Post-
impressionism. His output as a printmaker is marked by fine detail

and descriptiveness, while his use of shading contributes to an almost
photographic effect. He pioneered the eau-forte technique in Greece.

KONSTANTINIDI Eleni

(Athens, Greece 1910 — Athens, Greece 1988)

Konstantinidi studied painting under Konstantinos Parthenis and
engraving under Yannis Kefallinos at the Athens School of Fine Arts
(1929-36). Both a painter and a printmaker, she was mainly renowned
for her woodcuts. Exclusively black and white, they express a personal
view of the world, through precise linework assimilating expressionist
elements, and are often very poetical. Her main themes are landscapes
and everyday scenes.

KONTOGLOU Fotis

(Ayvalik/formerly Kydonies, Asia Minor 1896 —Athens, Greece 1965)
Painter, writer and iconographer. After receiving his schooling in
Kydonies (present-day Ayvalik), Asia Minor, Kontoglou came to Athens
in 1913 to study at the Athens School of Fine Arts, but interrupted his
studies in order to travel. He ended up in Paris, where he remained until
1919, working as an illustrator for various magazines. He completed

his studies much later, in 1933. Leaving the French capital, he returned
to Ayvalik and made his living as a teacher of French and art. After the
Asia Minor Disaster, he first sought refuge on the island of Lesvos and
then moved to Athens, on an invitation from Nikos Kazantzakis to
work as a contributor to the Eleftheroudakis Encyclopaedia. His visit

to Mount Athos was a turning point in his life, awakening him to the
secrets of Byzantine art, which was the single most profound influence
on his art. Even his secular themes, including monumental portraits of
eminent Greeks from antiquity to the War of Independence or other

contemporary subject-matters, are stylistically modelled after Byzantine

and post-Byzantine art as well as folk art. He painted murals, made icons

242

and wall paintings for churches, illustrated and wrote several books. A
leading figure of the so-called Generation of the Thirties, he highlighted
the historical continuity of Hellenism over the centuries, through a
genuine personal approach.

KOROGIANNAKIS Alexandros

(Megara, Attica, Greece 1906 - Varkiza, Attica, Greece 1966)
Korogiannakis studied painting at the Athens School of Fine Arts
under Georgios lakovidis, Dimitrios Geraniotis, Georgios Roilos,
Epameinondas Thomopoulos and Nikolaos Lytras. Printmaking soon
became his favourite art form, despite no longer being part of the
curriculum and although he never totally abandoned painting. He
worked as a cartoonist for newspapers and magazines as well as a book
illustrator. In 1939 he was recruited by the Bank of Greece as a banknote
designer and engraver. His oeuvre, predominantly centred on man,

is also characterised by thematic diversity and restless exploration

and experimentation.

LANZA Stefanos

(Athens, Greece 1861 — Athens, Greece 1933)

Stefanos Lanza, son of Vincenzo Lanza, studied painting at the Athens
School of Fine Arts and returned to teach there from 1909 to 1932.
Following in his father’s footsteps, he too depicted ancient monuments
and ruins in oil and watercolour. Despite a remarkable precision in
drawing, Academicism and his father’s influence seem to have stymied
his stylistic development.

LANZA Vincenzo

(Venice, Italy 1822 - Athens, Greece 1902)

Of Italian descent, Vincenzo Lanza studied at the Accademia di Belle
Arti di Venezia, where he later taught Perspective as an assistant to the
professor. Exiled in 1848 for his participation in the unsuccessful uprising
of the Italians against the Austrian rule, he initially took refuge in Patras,
before settling in Athens. Earning the support of such patrons as the
Greek royal family, he undertook various commissions, while from 1863
to 1900 he taught at the Athens School of Fine Arts. Predominantly a
watercolour painter, he is famous for his depictions of archaeological
sites, Greek ruins and monuments, guided by the principles of academic
Classicism, seen through a unique personal gaze.

LASKARIDOU Sophia

(Athens, Greece 1882 — Athens, Greece 1965)

Laskaridou started painting at a very young age. She initially took
private painting lessons (from Odysseas Fokas, Georgios Chatzopoulos
and Emile Gilliéron), continuing her studies at the Athens School of
Fine Arts (becoming its first female student) under Georgios Roilos,
Konstantinos Volanakis and Spyros Vikatos and in 1900 moved to Paris,
where she studied at the Académie Julian. Upon her return to Greece,
she resumed her studies at the Athens School of Fine Arts between 1903
and 1907, under teachers Nikephoros Lytras and Georgios Iakovidis. In
1908, she left for Munich on a scholarship for three years, while in 1914
she left again for Paris this time to study at the Académie de la Grande
Chaumiére (in the workshops of Lucien Simon and Olga Boznanska).
Her art covers a wide range of themes (landscapes, genre scenes, portraits,
still lifes), in a style anchored in Realism, although her colour choices
are close to those of the impressionists and plein-air painters of the
early 19th century.

LYTRAS Nikephoros

(Pyrgos, Tinos island, Greece 1832 — Athens, Greece 1904)

Nikephoros Lytras studied at the Athens School of Fine Arts (1850-56)
under the Margaritis brothers, A. Triantafyllou, R. Ceccoli and L. von
Thiersch, and then won a scholarship to further his studies at the Munich
Academy of Fine Arts, under Karl von Piloty (1860-65). After returning
to Athens in 1866, he was appointed professor of Painting at the National
Technical University of Athens. He is considered a major representative
of the Munich School, in terms of both style and technique. Through his
art, personality and teaching, he had a lasting impact on his students. His
main areas of concern were adroit technique and accurate drawing, as
well as masterly shading. He was particularly fond of genre scenes, which
reveal his unparalleled technical skills with an outpouring of emotional
and atmospheric depth.

MAGIASIS Nikolaos

(Athens, Greece 1905 — Athens, Greece 1976)

Magiasis studied at the Athens School of Fine Arts under Georgios
lakovidis, Spyros Vikatos and Dimitrios Geraniotis, graduating in 1932.
He experimented with a very diverse range of themes and genres, from
iconography, landscapes, seascapes to still lifes, adapting his approach
accordingly: genuinely realistic in his still lifes and landscapes, with an
impressionist spirit in his seascapes.

MAKRIS Thanassis

(Kalamata, Greece 1955 - )

Makris studied at the Athens School of Fine Arts under Yannis Moralis
and continued his studies at the Ecole Nationale Supérieure des Beaux-
Arts in Paris. He lives and works in Athens. His work presents distinct
thematic areas, namely self-portraits, childrens portraits, landscapes, etc.
Using a restrained and soft colour palette, his painting can be described
as abstractive with expressionist tendencies, the represented image
emerging from the boundaries of colours, intriguing the viewer to
explore the emotions of this visual experience.

MALEAS Konstantinos

(Istanbul/formerly Constantinople, Turkey 1879 - Athens, Greece 1928)
After studying architecture in Constantinople, Maleas moved to Paris

to pursue studies in painting at the Ecole des Arts Décoratifs under
Henri Martin (1901-08). Later, based in Constantinople, he travelled as

a correspondent for a number of magazines and newspapers, but also in
order to paint. He settled in Greece in 1913. He served as Director of the
Museum of Folk Handicrafts, took active part in the education reform
of 1917 and was a member of several art committees and juries. Until his
death, he travelled extensively in Greece and Europe, as well as in Egypt.
Through landscapes, his predominant theme, Maleas was one of the
innovators of modern Greek painting. Leaving plein-airist conventions
behind, he moved on to anti-naturalistic depictions relying on colour,
which he used in a manner influenced by Fauvism and Expressionism, as
well as through a reshaping of form guided by abstraction.

MARANGOPOULOU Koula

(Kyparissia, Messinia, Greece 1913 - Athens, Greece 1997)
Marangopoulou studied painting at the Athens School of Fine Arts under
Pavlos Mathiopoulos, while also attending painting classes at the private
school of Periklis Vyzantios and Aleka Stylou-Diamantopoulou. She
worked with Giorgos Bouzianis, whose influence was decisive for the
development of her artistic vocabulary. Centred around Expressionism,
her art shows a predilection for abstract forms and the chromatic
stylisation of contours. Her main concern was to capture movement and
to depict everyday life or landscapes in an abstractive manner.
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MASTICHIADIS Fotis

(Ayvalik/formerly Kydonies, Asia Minor 1913 - Athens, Greece 1997)
Displaced from his native Ayvalik amid the Asia Minor Disaster,
Mastichiadis sought refuge in Thessaloniki and later in Athens, where he
apprenticed with Fotis Kontoglou. Demonstrating his skill in drawing,
he was soon able to find work as a cartoonist for several newspapers
and magazines (from 1929 onwards). Meanwhile, he became familiar
with the lithography technique and worked for printing works, such

as Aspioti-ELKA. Both a painter and a printmaker, Mastichiadis tried
his hand at all types of printmaking. He worked as an engraver for the
Banknote Printing Works of the Bank of Greece, specialising in copper-
plate intaglio (1946-71). His art exudes intimacy and melancholy, with
symbolic or metaphysical landscapes and psychographical portraits.

MAVROIDIS Yorgos

(Piraeus, Greece 1912 — Athens, Greece 2003)

Practically a self-taught painter, Mavroidis apprenticed to Yannis
Tsarouchis. He grew up in Cyprus, studied political science in Athens
and later joined the diplomatic corps. In this capacity, he served at the
Ministry of Foreign Affairs, the Greek Embassy in Paris (1950-52) and
the Greek Consulate in Trieste. He resigned in 1952, when he was elected
Professor of Painting at the Athens School of Fine Arts. During his
academic career, he served as a director (1975-77) and rector (1977-78)
of the School. Having had the opportunity, during his time in Paris, to
study in depth all of the modern trends in painting, he soon assimilated
some of them, particularly the formal language of Expressionism. His
idiom is characterised by a bright and bold colour palette, rough gestural
brushstrokes serving as outlines, and strong textural effects.

MILIADIS Stelios

(Chios island, Greece 1881 — Athens, Greece 1965)

Miliadis started painting at a very young age. He took his first painting
lessons from Konstantinos Volanakis and later enrolled at the Athens
School of Fine Arts. Between 1897 and 1903 he studied at the Munich
Academy under Nikolaos Gyzis and Ludwig von Lofttz. He spent several
years in Paris, returning permanently to Greece in 1931. Landscapes were
his main interest, seen through the prism of Impressionism, which he
assimilated and adapted to the idiosyncrasies of the Greek light.
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MOSCHOS Georgios

(Alexandroupoli, Greece 1906 — Athens, Greece 1990)

He studied painting under Konstantinos Parthenis and printmaking
under Yannis Kefallinos at the Athens School of Fine Arts (1928-35)

and continued his studies in Paris (1937, 1951) and in London (1951).
Alongside his career as an artist, he worked as a secondary school teacher
of drawing and decorative arts. His art, with themes that include still lifes,
portraits and landscapes, is marked by genuine expression and a fruitful
assimilation of folk and Byzantine tradition. His most important work

is a collection of woodcuts featuring 21 monasteries of Mount Athos,
published in an album by the National Gallery in 1982 and for which he
received an award from the Academy of Athens. In his woodcuts and

— fewer — copper engravings, he developed his artistic idiom based on

a realistic rendering of figures and space, with attention to detail.

OIKONOMOU Michalis

(Piraeus, Greece 1888 — Athens, Greece 1933)

Oikonomou took his first painting lessons from Konstantinos Volanakis.
In 1906 he moved to Paris, where he initially studied shipbuilding and
then painting at the Ecole des Beaux-Arts (1909-13). He lived in France
for a total of twenty years, remaining always active as an artist. He
returned to Greece in 1926. He was very productive until he suffered

a mental illness, which led to his hospitalisation at the Dromokaiteio
Mental Institution, where he died a few years later. He exclusively painted
landscapes, in which the human figure is barely silhouetted - like a detail.
The visual end result alludes to Gauguin’s primitivism and the fluidity

of nature as perceived by the Nabis. His landscapes are imbued with
emotion and captured through an idiosyncratic gaze.

ORFANOS Lambros

(Athens, Greece 1916 — Athens, Greece 1995)

Orfanos studied painting (1938-43) at the Athens School of Fine Arts
under Oumvertos Argyros and Epameinondas Thomopoulos and
printmaking (1943-47) under Yannis Kefallinos. In 1946, he was hired
by the Bank of Greece, where he worked at the Banknote Printing Works
until 1977. Meanwhile, he received a scholarship to continue his studies
in Paris. A versatile artist, he designed postage stamps, banknotes and
coins, made book illustrations and left a rich oeuvre of paintings and
prints. His paintings exude a poetic air, despite retaining clean outlines,
while his prints unquestionably attest to his astute technique and its
dynamic development over time.

OTHONAIOS Nikolaos

(Kalamata, Greece 1877 - Skopelos island, Greece 1949)

Othonaios graduated from the Athens School of Fine Arts, having
studied under Nikephoros Lytras and Konstantinos Volanakis. His
further studies at the Munich Academy under Heinrich Johann von
Ziigel played a defining role in his development as an artist. After
graduating, he went to London, but in the end settled in Greece (1910),
where he built up a career as a painter. He was Director of the annexes
of the School of Fine Arts in Hydra and Delphi. Partly loyal to the tenets
and principles of Academicism, he subtly assimilated certain elements
from modern movements (Expressionism, Impressionism, Symbolism).

PAPALOUKAS Spyros

(Desfina, Fokis, Greece 1892 — Athens, Greece 1957)

Papaloukas studied at the Athens School of Fine Arts under Spyros
Vikatos, Dimitrios Geraniotis, Georgios lakovidis, Stefanos Lanza,
Georgios Roilos and Pavlos Mathiopoulos. He continued his studies

at the Parisian academies Julian and de la Grande Chaumiere (1917-
21).In 1921 he participated in the Asia Minor Campaign as a war artist,
while later he visited Mount Athos and studied Byzantine painting.

A particularly active artist, he was elected professor at the painting
workshop of the Athens School of Fine Arts in 1956 and served as
director of the Municipal Gallery of Athens. In his religious art, he
preserves the profound spirituality of the sacred icons, but introduces
contemporary artistic quests. His works (landscapes, portraits, still lifes)
harmoniously fuse elements from Byzantine art and from modernist
movements (Fauvism, the Nabis, Post-impressionism), while colour
invariably remains the focal point of his quests.

PERROS Vassilis

(Athens, Greece 1981 - )

Perros lives and works in Athens. He studied painting and scenic design
at the Athens School of Fine Arts, graduating in 2005 with honours.
Ever since, he has worked as a painter and scenic designer. Anchored in
figurative painting and committed to technical adroitness, he explores
themes that reveal his existential quests and often serve as a vehicle for
social critique.

PETROULAKIS Stelios

(Chania, Crete, Greece 1977 - )

Petroulakis took his first painting lessons from his father, the painter
Antonis Petroulakis. He studied painting at the Athens School of Fine
Arts (1996-2003) under Dimitris Mytaras. His work moves along the
lines of figurative painting, committed to realistic depiction, as well as to
creating an atmosphere that evokes the fleeting impression of a snapshot.
Since 2009, he teaches at the School of Architecture (Technical University
of Crete), in Chania.

POLYCHRONIADI Celeste

(Athens, Greece 1904 — Athens, Greece 1985)

Polychroniadi studied music at the Athens Conservatoire. In 1930 she
moved to Paris, where she studied fresco, mosaic and ceramics at the
Conservatoire national des arts et métiers, drawing at the Académie

de la Grande Chaumiere and painting under Suzanne Valadon. All of
these ventures initiated her into the different aspects of the art world,
bringing her into contact with leading figures of her time. After returning
to Athens in 1934, she took over the artistic direction of the “Studio”
gallery and worked on ceramics, book illustration and painting. From
1946 to 1953, she lived in the United States, fully devoted to painting at
a time when Abstract Expressionism was in its heyday. After returning
to Athens, where Abstraction was still in its infancy, Polychroniadi
moved steadily in this direction, following a path through expressionist
compositions towards totally non-figurative works.

POTAMIANOS Haralambos

(Santorini island, Greece 1909 - Paris, France 1958)

After graduating from the Athens School of Fine Arts, where he
studied under Spyros Vikatos, Dimitrios Geraniotis and Oumvertos
Argyros, Potamianos moved to Paris, the epicenter of art at the time,
and continued his studies at the Ecole des Beaux-Arts. He spent the
rest of his life in Paris. Without venturing into innovation, his approach
is essentially in line with Academic Realism, enriched with some
borrowings from Impressionism.

POULAKAS Ioannis

(Ag. Georgios, Pelion, Greece 1863 — Athens, Greece 1942)

Despite humble origins, Poulakas managed to study scenic design

in Constantinople and, after returning to Greece, to apprentice with
Konstantinos Volanakis. He worked as a calligraphy and art teacher at a
high school in Volos for nearly 25 years, but all that time never gave up
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painting. In 1927 he moved back to Athens, where he taught at the First
Gymnasium of Athens and at the Parnassos Literary Society. The strong
influence of Volanakis is probably the reason why he painted mainly
seascapes, but he also worked as an icon painter (especially while living
in Volos). His style shows great affinity to that of Volanakis, but lacks a
distinct personal idiom.

PREKAS Paris

(Athens, Greece 1926 — Athens, Greece 1999)

Prekas studied painting at the Athens School of Fine Arts (1948-52)
under Dimitrios Biskinis, Oumvertos Argyros and Andreas Georgiadis.
A multi-faceted artist, he engaged in painting, sculpture, ornamental art
and interior decoration. His themes, usually inspired from Greek history
and mythology, recur across all these media and are thoroughly explored
in all possible art forms. His style can be classified as one of Abstract
Expressionism, with strongly geometrical compositions dominated by
the colour white.

PROKOPIOU Georgios

(Burnova, Smyrna, Asia Minor 1876 — Gjirokastér/formerly
Argyrokastro, Albania 1940)

Prokopiou studied at the Athens School of Fine Arts under Georgios
Roilos and Nikephoros Lytras. After graduating he returned to Smyrna,
where he exhibited a large number of works, mostly themed around
Greek mythology. When travelling in the Orient, he became official Court
portraitist to the Emperor of Ethiopia. He later returned to Smyrna. He
worked as a filmmaker and painted several battle scenes. In the wake of
the Asia Minor Disaster, he was sentenced to death by the Turkish regime.
However, he managed to escape to Athens, where he would flourish as an
artist until his death on the battlefront during the Greek-Italian war. He

is famous for his portraits which provide an accurate rendering of, and

a psychological insight into, the portrayed figures, as well as for his vivid
and lifelike war scenes.

PROSSALENTIS Emilios

(Corfu island, Greece 1859 - Athens, Greece 1926)

Emilios Prossalentis was born into the well-known Corfiot family of
artists, headed by his grandfather, Pavlos Prossalentis, the sculptor. After
apprenticing in painting with his father, Spyridon Prossalentis, Emilios
went to Paris, where he reportedly studied engineering. Returning to
Greece in 1874, he joined the Greek Navy as an engineering officer.

He worked with oils but mostly with watercolours, painting harbours,
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seascapes, as well as archaeological sites and monuments. Soft tonalities
and detailed description are the hallmarks of his work.

REGKOS Polykleitos

(Naxos island, Greece 1903 — Thessaloniki, Greece 1984)

Regkos studied at the Athens School of Fine Arts (1920-26) under
Georgios lakovidis, Spyros Vikatos, Dimitrios Geraniotis and Nikolaos
Lytras. He continued his studies in Paris (1930-36) at the Académie de
la Grande Chaumiére and at the printmaking atelier of Galanis. His visit
to Mount Athos, his exposure during the years he spent in Paris to art
history and to the more recent trends in art, his travels and his academic
schooling were all ingeniously fused into his work, which features a wide
range of themes (portraits, landscapes, genre scenes, nudes, etc.) and
inexhaustible stylistic elements.

ROILOS Georgios

(Stemnitsa, Arcadia, Greece 1867 — Athens, Greece 1928)

Roilos studied painting under Nikephoros Lytras and printmaking under
Aristeidis Rovertos at the Athens School of Fine Arts (1880-87). He
spent one year at the Munich Academy, studying under Nikolaos Gyzis,
and then attended the Académie Julian in Paris. He returned to Greece
in 1894 and was appointed professor at the Athens School of Fine Arts.
A pioneer of war painting (alongside Thaleia Flora-Karavia), he also
explored various other themes (portraits, history scenes, landscapes).
Starting from German Academicism, he later incorporated impressionist
and post-impressionist elements into his art.

RORRIS Giorgos

(Kosmas, Kynouria, Greece 1963 - )

Rorris lives and works in Athens. He studied at the Athens School of
Fine Arts (1982-87) under Panayiotis Tetsis and Yannis Valavanidis and
then in Paris at the Ecole Nationale Supérieure des Beaux-Arts under
Leonardo Cremonini. Typically working with models, Rorris portrays his
subjects with psychographic insight, positioning them in interior settings
that are structured through sharp contrasts between cold and

warm colours.

SALTAFEROS Giorgos

(Andpros island, Greece 1966 - )

After studying Pedagogy and Political Science in Athens, Saltaferos
studied Art Teaching at the University of Bern, as well as Printmaking,
Research in Drawing and Art History at the Bern University of the

Arts, at which he also pursued postgraduate studies in Art Teaching and
Museum Education. With figurative painting as his starting point, he
explores the space and its architecture in a contemplative spirit and with
a constant dialogue between minimalist and maximalist elements, with
the intent of reconciling these contradicting concepts.

SAMPSONIDIS George

(Borjomi, Georgia 1987 - )

Sampsonidis lives and works in Athens. He graduated from the Athens
School of Fine Arts (2006-12), where he studied painting under
Zacharias Arvanitis and Angelos Antonopoulos, printmaking under
Yannis Gourzis, sculpture under Nikos Tranos and photography under
Manolis Baboussis. His painting is figurative and man-centred. The
concepts of memory, introspection and self-discovery are some of the
mainstays of his art so far.

SEMERTZIDIS Valias

(Krasnodar, Russia 1911 — Athens, Greece 1983)

Semertzidis studied at the Athens School of Fine Arts, mostly under
Konstantinos Parthenis. He soon espoused left-wing ideals, to which

he would remain loyal for the rest of his life. An active member of the
National Liberation Front (EAM), he fought in the Greek Resistance. His
entire oeuvre reflects not only his first-hand experience from the political
ferment of the time, but also his own social comment. He engaged in
both painting and printmaking (especially during the 1940s), producing
landscapes and everyday scenes. With a disciplined and rigid approach
to his themes, he produced poignant images with an epic and
monumental character.

SPYROPOULOS Jannis

(Pylos, Messinia, Greece 1912 - Athens, Greece 1990)

Spyropoulos studied painting initially at the Athens School of Fine Arts,
under Oumvertos Argyros, Epameinondas Thomopoulos and Spyros
Vikatos, and then at the Ecole des Beaux-Arts in Paris. With the outbreak
of World War II, he returned to Greece, where he remained until his
death, devoting himself to painting. In his work one sees a development
and a progressive shift from Naturalism towards meticulously studied
abstraction. With disciplined, closed compositions and a sparing use of
colour, he offered his own version of abstraction, a current that flourished
in Greece from the 1960s onwards. In 1960 he received the UNESCO
Award at the Venice Biennale, while his participation in Documenta III
(Kassel) in 1964 was another milestone in his career.

STAVERIS Antonis

(Athens, Greece 1973 - )

Staveris lives and works in Athens. He studied at the Athens School of
Fine Arts under Dimitris Mytaras. In 1998 he attended the workshop of
Vladimir Veli¢kovi¢ at the Ecole Nationale Supérieure des Beaux-Arts.

In his works he explores the landscape - both indoor spaces and the
outdoor, urban or non-urban, environment — through the prism of time,
with compositions structured by bright colours. Time and its fluidity are
highlighted by the perception of space as a sequence of moments that can
be interpreted either as the present or as a memory.

STINIS Ioannis

(unknown place of birth 1914 - Athens, Greece 2001)

After graduating from the Sivitanideios Technical School, Stinis entered
the Athens School of Fine Arts to study painting under Spyros Vikatos,
Spyros Papaloukas and Pavlos Mathiopoulos, as well as printmaking
under Yannis Kefallinos (1937-43). He was an assistant to Nikos
Hadjikyriakos-Ghika at the School of Architecture of the National
Technical University of Athens. He also worked as a designer at the
Banknote Printing Works of the Bank of Greece (IETA). His works
move along the lines of Realism, with some post-impressionist elements,
particularly in the use of his colour palette.

TASSOS A. (Alevizos)

(Lefkohora, Messinia, Greece 1914 — Athens, Greece 1985)

Tassos studied at the Athens School of Fine Arts under Oumvertos
Argyros, Konstantinos Parthenis, Thomas Thomopoulos and Yannis
Kefallinos. He took lessons of painting, sculpture and printmaking, but
over time devoted himself to the woodcut technique, as well as to graphic
art (book illustration, posters, stamps, etc.). In 1940 he was among the
students of Kefallinos who designed propaganda posters for the Greco-
Italian War. During the German Occupation, he continued to design
posters and other clandestine material for the Resistance. Afhliated with
the Left from early on, he was a founding member of the artists section
of the National Liberation Front (EAM). His art focused on the depiction
of the Greek landscape and of toiling labourers and country folk, themes
that he explored with remarkable sensitivity. He is regarded as one of the
most leading Greek printmakers of the post-war period.
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TETSIS Panayiotis

(Hydra island, Greece 1925 - Athens, Greece 2016)

Tetsis studied at the Athens School of Fine Arts (1943-49) under
Dimitrios Biskinis, Pavlos Mathiopoulos and Konstantinos Parthenis and
then, on a scholarship, at the Ecole des Beaux-Arts in Paris. In 1976 he
was elected professor at the Athens School of Fine Arts, a position he held
until 1991, becoming rector of the School in 1989.In 1993 he was elected
member of the Academy of Athens. He created a clear and distinct
personal artistic universe, poised between figurativeness and abstraction,
with colour and light playing a dominant, almost gestural, role and
adding to the rhythm and intensity of the expressive effect. He elaborated
on this idiosyncratic take on Expressionism throughout his life in his
everyday scenes, landscapes, portraits and still lifes.

THEODOROPOULOS Angelos

(Athens, Greece 1883 — Athens, Greece 1965)

Theodoropoulos enrolled at the Athens School of Fine Arts in 1900 and
studied painting under Georgios Iakovidis and engraving under Nikolaos
Ferbos. After World War I, he completed his studies in England, France
and Italy. Before graduating, he began publishing cartoons, drawings

and woodcuts in a number of Athenian newspapers and periodicals.

This period marks his first systematic endeavours in woodcutting.

He produced his most famous works in the 1920s, along with his job

as artistic director of the GEO advertising company. His works won
widespread acclaim from the public and critics alike, many comparing
him to Dimitrios Galanis. Discernable in the manner in which he handles
his steady themes — women, still lifes, olive trees — are solid technique, the
assimilation of high aesthetic values and the endurance and timelessness

of the visual messages.

TRIANTAPHYLLIDIS Theophrastos

(Smyrna, Asia Minor 1881 - Athens, Greece 1955)

A student of Georgios Iakovidis at the Athens School of Fine Arts,
Triantaphyllidis graduated in 1907 and continued his studies at the
Munich Academy under Ludwig von Lofttz and in Paris at the workshop
of Désiré-Lucas, while also studying economics. He fought in the Balkan
Wars and in 1913 settled permanently in Athens. He exploited his themes
to the fullest through meticulous study and exploration, producing
thematic cycles of works. Furthermore, he is considered a leading
representative of Greek Intimism, while he developed his own style,
with distinct textures on the painting surface.
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TSAROUCHIS Yannis

(Piraeus, Greece 1910 — Athens, Greece 1989)

Describing himself as a researcher and lifelong learner, Yannis Tsarouchis
studied at the Athens School of Fine Arts under Konstantinos Parthenis.
At the same time, he took lessons at the workshop of Fotis Kontoglou,
where he was initiated into the secrets of Byzantine art and music, as well
as folk tradition. In a broader sense, his teachers also included Dimitris
Pikionis, Angelos Sikelianos, Diamantis Diamantopoulos and Evgenios
Spatharis. He travelled several times to Paris, occasionally for extensive
periods. He worked closely with Tériade and Iolas and held exhibitions
abroad. In parallel with his career as a painter, he worked as a scenic and
costume designer for theatre and film. His oeuvre, informed by such a
diversity of influences from the people he acknowledged as his mentors,
from his numerous travels around the world and from his contact with
different traditions (Byzantine, folk, modern European, Renaissance,
baroque), is at a crossroads between “East” and “West’, redefining the
notion of Greekness.

VARLAMOS Giorgos

(Paros island, Greece 1922 — Athens, Greece 2013)

Varlamos studied painting at the Athens School of Fine Arts under
Argyros Oumvertos and Konstantinos Parthenis, as well as printmaking
at the atelier of Yannis Kefallinos. He furthered his studies in Paris at the
Ecole des Beaux-Arts and the Collége Technique Estienne, specialising
in the art of the book and postage stamp design. Equally active as a
painter and a printmaker and constantly honing his skills, he stood out
with his excellent technique, clever use of colour, sober rendering of the
surrounding space and the beauty of his compositions.

VARVARESSOS Achilleas

(Athens, Greece 1897 — Athens, Greece 1971)

Varvaressos studied at the Athens School of Fine Arts, graduating in
1922. He painted mostly landscapes, with an adherence to the basic
principles of Impressionism. He was an employee of the Bank of Greece,
in its Banknote Printing Works Department. His job at the Bank gave
him the opportunity to travel abroad for training in the new copper
engraving and printing techniques, which brought him into contact with
the history of art and new artistic movements.

VASSILIOU Spyros

(Galaxidi, Fokis, Greece 1902 or 1903 — Athens, Greece 1985)

Vassiliou studied painting at the Athens School of Fine Arts (1921-26) at
first under Alexandros Kaloudis and, from 1923 onwards, under Nikolaos
Lytras. In 1929 he held his first solo exhibition, and in 1930 won the
Benakis Prize for his wall painting designs for the church of

St. Dionysius the Areopagite in Athens (which the artist executed in
1936-39). He was a founding member of the art groups Techni and
Stathmi and worked as a teacher at the Papastrateios School prior to
World War IT and at the Athens Technological Institute (Doxiadis School)
in the post-war period. 1927 marked the start of his long career as a
scenic designer. During the Occupation, he turned to printmaking and
secretly circulated woodcuts, illustrated manuscripts and publications.
Belonging to the so-called Generation of the Thirties, he created an
oeuvre permeated by the ideal of Greekness, with paintings themed on
Greece'’s natural and urban landscape as well as scenes of everyday life,
selectively fusing elements of Greek tradition - e.g. folk art — with traits
of Constructivism, Surrealism, Pop Art and Photo-Realism into genre
and narrative compositions.

VELISSARIDIS Giorgos

(Trabzon, Black Sea 1909 — Athens, Greece 1994)

Velissaridis enrolled in the Athens School of Fine Arts in 1930, where he
studied painting under Konstantinos Parthenis and printmaking under
Yannis Kefallinos. In 1942, he was recruited by the Bank of Greece, where
he worked for many years (until 1969) in the Banknote Design Section.
He also designed stamps for the Hellenic Post. Although he never gave up
painting, he is best known for his prints, mostly still lifes and landscapes.
Geared towards representation, his paintings reveal a definite colourist
approach, while his prints and especially his woodcuts rely on a strong
contrast between black and white and fine shading effects.

VIKATOS Spyros

(Argostoli, Cephalonia island, Greece 1878 — Athens, Greece 1960)
After completing his studies at the Athens School of Fine Arts (1896-
1900) under teachers Nikephoros Lytras and Spyridon Prossalentis in
painting and Georgios Vroutos in sculpture, Vikatos decided - like many
other artists of his generation — to further his training at the Munich
Academy, where he mastered a solid, but academic, style. Focusing more
on psychographic portrayal than on lifelike representation, he produced
portraits of bourgeois society, politicians or intellectuals, successfully

capturing the subjects emotional moods. Starting from Realism, Vikatos
soon shifted to Impressionism, in terms of style and colour palette. He
placed emphasis on atmosphere and on light, warm colours.

VOLANAKIS Konstantinos

(Heraklion, Crete, Greece 1837 — Piraeus, Greece 1907)

From a wealthy merchant family that had resettled to Syros, Volanakis
initially considered a similar career and moved to Trieste, where his
artistic inclination soon became apparent. With support from his family,
Volanakis went to the Munich Academy to study under Professor Karl
von Piloty. There, he took up landscape and marine painting, which
would become the exclusive themes of his art. After travelling extensively
in Europe, he made Piraeus his home in 1883. That same year he was
appointed Professor at the Athens School of Fine Arts. In 1895, he
founded his own school, the “Art Centre”. Volanakis's landscapes show

an intention to assimilate modern and innovative trends (impressionist
elements, influences from the Barbizon School), while his marine themes
— which established him as the father of the genre in Greek art — are
closer to the ideals of the Munich School with some influences from

the Dutch school of painting. Naval battles, harbours, fishing boats

and seascapes are rendered with atmosphere, poeticness and elaborate
chromatic harmony.

VYZANTIOS Periklis

(Athens, Greece 1893 — Athens, Greece 1972)

At the young age of 19, Vyzantios went to Munich to study, but was soon
disappointed, and moved to Paris, where he graduated from the Ecole
des Beaux-Arts and the Académie Julian. He returned to Greece in
1917 and in the years 1920-22 served in Greece’s Asia Minor campaign
as a military painter, mainly recording war scenes. These works were
eventually destroyed, but only after being exhibited at the Zappeion
Hall and in Smyrna. Vyzantios was one of the founding members of
the Techni Group. He also taught at the annexes of the Athens School
of Fine Arts in Hydra and Delphi and worked as a scenic designer and
cartoonist. He painted mainly portraits and scenes from everyday city
life, particularly interested in the depiction of landscape. Although
influenced by French Impressionism, he gradually distanced himself
from it, while maintaining its soft and subtle palette.
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ZACHARIAS Ioannis

(Athens, Greece 1845 - Corfu island, year unknown)

Zacharias studied at the Athens School of Fine Arts, leaving in 1866 to
continue studies at the Munich Academy under Karl von Piloty. Despite
only scarce information on his life, he is known to have enjoyed the
recognition of important painters of his time, such as Nikolaos Gyzis and
Nikephoros Lytras. Records also show that, after winning an award at the
International Exhibition of Vienna in 1873, Zacharias presented a mental
disorder and was admitted to Corfu’s mental hospital, where he later died.
His work follows the principles of 19th-century academic Realism, while
his themes are portraits and genre scenes, executed with

exceptional vividness.

ZAVITZIANOS Markos

(Istanbul/formerly Constantinople, Turkey 1884 — Geneva,
Switzerland 1923)

Zavitzianos studied at the Munich Academy under Gabriel von Hackl
(painting) and M. Kern (engraving). He embraced the ideas of socialism
and throughout his life remained politically engaged. In later years,

he came closer to the idealism of writers Konstantinos Theotokis and
Konstantinos Chatzopoulos. An impressionist and post-impressionist
idiom marks his paintings. His prints are well-known for their faithful
representation, clean contours, as well as multi-figured compositions with
subtle tonal transitions between black and white tonalities.

ZEVGOLIS Grigorios

(Athens, Greece 1886 — Athens, Greece 1950)

Zevgolis studied painting at the Athens School of Fine Arts under
Georgios Roilos and Nikephoros Lytras and then sculpture under
Georgios Vroutos. With sculpture winning him over in the end, Zevgolis
went to Paris to further his training in the field at the Académie Julian
and the Ecole des Beaux-Arts. On his return to Athens in 1911, Zevgolis
set up an atelier with Nikolaos Lytras. Both were founding members

of the Techni Group. His sculptures are realistic, often with allegorical
themes, influenced by Symbolism, with which the artist was fascinated at
the time. Zevgolis was also particularly influenced by Rodin’s perceptions
of form.
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Katdroyos kannitexvav Kai €pywy

Adapakog Iavvng
Tormio o wypa

2008

Ehatoypagia oe kappa
160 x 200 ex.

Ap. oA\ 1359- 0eh. 191

AXtapovpag Iwavvng
Bdpres otnv appovdic
1872-74

Ehatoypagio o€ kappa
ETUKOAANUEVO GE XopTOVL
35x 60 ex.

Ap. 20\ 189- 0eX. 119

AXtapovpag Iwavvng
Eéw ammd To Mipéivi

1874

Ehatoypagia oe xapti
ETUKOAANUEVO GE XaPTOVL
23,3x 30,5 ex.

Ap.XvA\. 232- 0el. 113

AXtapovpag Iwavvng
Kopdafio

1874

Ehatoypagio o€ kOVTpa haké
24 x 36 ex.

Ap.X0A\. 244- oe). 118

AXtapovpag Iwavvng
Ioti09dpa

1874

Ehatoypagia oe xapti
ETUKOAANHEVO OE XAPVT -UmOpVT
26,7 x 35 eK.

Ap.2vA\. 261 0el. 117

AXtapovpag Inavvng
Oalacooypapio

1874

EAatoypagia o xaptovt
28,2x 35,5 ¢K.

Ap.XVA\. 262- 0e). 116

Avdpeadaxng Anuntpng
Zovvepa mavw amo tHy A0fve
2001

Elatoypagia o€ kappa

130 x 190 ex.

Ap. ZvAA. 1360- oe). 203

AEeNdG MixanA
Apyaixo

1926

Zaykiva og yapti

34,6 x 24,6 ex.

Ap.Kat. AE273- o). 48

Agedog Mixani
Apxaixd

1926

Zaykiva oe yapti

34,6 x 24,8 €K.

Ap.Kat. AE279- oe). 48

AEeNdG MixanA
Apyaixo

1926

Zaykiva og xapti

34,6 x 24,7 ex.

Ap. Kat. AE282- oe). 48

AEeNdG MixanA

H nadaié ABva

1927

Ehatoypagio o€ kappa
81,5x91 ek.

Ap.2vA\. 18- oel. 161

Agedog Mixani

Intéuevn Nixy, otodk ArtéAov
1928

Yéma oe xapti

44,2 x 35,2 ex.

Ap.Kat. AB274 - oeX. 47

AEeNdG MixanA
Intéduevn Niky

1928

Zaykiva og xapti

49,6 x 38,3 ex.

Ap.Kat. AE278- 0e). 48

AEeld¢ MixanA
Zxédio-npotaoy yia
Tpame(oypaUpdTIO IOV
ameikovier T peTénn pe T
Mo twv Eonepidwv and tov
vad Tov ALég otny Olvpmio

XX
Mehdvt, pohOPt kat v8atoypwua
0€ XapTOVL

54,6 x 88,6 ex.

Ap.Kat. ©104- oe). 46

Auwtng Zrpartig

Yapdig

1938

Evdoypagia oe 6po Evho
15,5x 22,6 K.

Ap. Z0A\. 304 0eX. 93

Apyvpog OvuPéptog
Aumédi oty Aiyiva
1930-35

Ehatoypagia oe kappa
91,2x121,4 ex.

Ap. XvA\. 397- oe. 67

Actepadng Aynvwp
Xioviopévo tomio

1925

Ehatoypagio o€ Xaptov
34,5x 35 ek.

Ap.2vA\. 1157- oeh. 158

Aotepladng Aynvwp
AtTixd Tomio

1944

Ehatoypagia oe kappa
50,4 x 62,4 K.
Ap.XvA\. 473- oeX. 159

BapPapéoog AxtAéag
Enuépwpa atov Zapwviko
XX

Ehatoypagio o€ kOVTpa haké
65 x 80 ex.

Ap.XvA\. 416- o€l 137

BapBapéoog AxiAAéag
Hhofacilepa otov Zapwviko
XX

Ehatoypagia oe kappa

62 x 82 ex.

Ap. ZvA\. 555 gel. 137

BapAapog Tiwpyog
Opewvé tomio

1959

Zvloypagia oe mAaylo EVAo
59,7 x 58,4 k.

Ap. Z0A\. 1193- 0el. 172

BapAdapog Twpyog
Kvvnyoi 7o ddoog
1960

Evloypagia

76,3x 51,4 ex.

Ap. ZvA\. 696- oel. 101

BaotAeiov Znvpog

IloMtein

1965

Tpintuyo, akpuAKo Kat xapTi oe
voPomnav

54,5x 211,5 ¢k. (54,5 x 69,5 K.
£KaoTO)

Ap.XvA\. 710- oeX. 178-179

BaotAeiov Znvpog

Abhva

1978

Axkpoliko kat koA o kapPa
Siapetpog 112 ex.
Ap.XVA\.779- 0e). 176

Behiosoapidng lwpyog
Ipwivé
1938

Evloypagia ae 0pOlo EVAo

25,4x 20,1 ex.
Ap. 20\ 305- o€l 103

BeAooapidng INwpyog
To Bayrpo Tov KatikL0V
1951

Ehatoypagio o€ kOvVTpa haké

58 x 50 ex.
Ap. XvA\. 541- o€l 72

Behiosoapidng Mwpyog
Ao tn Xépipo
1954

Zvloypagia oe 6pBlo EVAo

28,3 x 34 ek.
Ap.2vA\. 608 oel. 171

Budtog Znopog
Teppaviés épnPos
1920-30

Ehatoypagia oe kappa
50x 35 ex.

Ap. Z0A\. 69- o). 62

Budarog Znopog
Tuporé(og

1927-37

EAatoypagia oe kappa
58 x 48 ex.

Ap. ZvA\. 63- oeX. 60

Budrtog Znvpog
AimA g xeipdvag

1929

Ehatoypagia o€ kappa
60,1 x49,1 ex.
Ap.2vA\. 68: 0e). 61
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Bolavakng Kwvotavrtivog
Akt PaAfjpov

miep. 1885

Ehatoypagia o€ kappa

69,7 x99 ex.

Ap.2vA\. 9- 0. 125

BoAavakng Kwvotavtivog
To Apéve Tov Iepard
1885-88

Elaoypagia oe kappa

427 X 66 €K.

Ap.XvA\. 413- oe). 126

Bolavakng Kwvetavrivog
Oalacooypapio

1885-90

EAawoypagia oe kappa

65x 113 ex.

Ap. ZvAA. 702- oe). 130-131

Bolavakng Kwvotavrtivog
ZnuouootoMota mhoin
1889-93

Ehatoypagio o€ kappa

65x 115 ex.

Ap. ZvA\. 530- oel. 124

Bolavakng Kwvotavrtivog
Avo yapdbixa

miep. 1890

Elaoypagia oe kappa
62,5x 113,8 ex.

Ap. ZvA\. 20- o). 128

Bolavakng Kwvetavtivog
To mavnyvpt tvs Tivov
1890-95

EXatoypagia o€ kappa

70,3 x 130,2 ex.

Ap.ZvA\. 35- oel. 124

Bolavakng Kwvotavtivog
Ta eykaivia TS S1pvyog
Tov IoBpov 6 KopivBov
1893

Elatoypagia oe kappa

126 x 215 ex.

Ap. 0N\ 528- 0el. 123

Bolavakng Kwvetavtivog

H amopifaocn tov Kapaioxdxn
a1o OéAnpo

1895

E aoypagia e kappa

150 x 273 exk.

Ap. ZvA\. 527- oel. 120-121

Bolavakng Kwvetavrtivog
Nvytepvo

1895-1900

Elaoypagia oe kappa

44,5 X 66 €K.

Ap. XvA\. 938- 0eX. 129

252

Bu{avtiog IepikAng
Bapreg

1930-34

Elaoypagia oe kappa
100 x 80,4 ek.

Ap. XA\ 381- 0eX. 139

Talavng Anuntprog
Tomio

1922-30

Elatoypagia oe kappa
49,7 x 61,4 €.

Ap. XvA\. 467- 0eX. 150

Talavng Anuntprog

O1 tpeig Xdpiteg

1923

Evloypagia oe 0pBlo EbAo
62 x 49,2 ex.

Ap. XVA\. 1164- oeh. 42

Talavng Anuntprog
LArcadie

1928

Evdoypagia oe Mhayto EbAo
45,5 x 56 ek.

Ap.ZUM\. 1161- oeA. 152

Talavng Anuntprog
Ioti09dpo

1928

Aiypwpn Evhoypagia oe Thdyto
&olo

25,2x 35,4 k.

Ap. ZvA\. 1162- oeh. 144

Talavng Anuntprog
H A#da ko 0 k0KvOG
1936

Obvypagia

32,3x24 ex.

Ap. ZvA\. 163- oel. 42

Tepalig AmooTolog
Xwpikn

1940-53

EXatoypagia o€ kappa
70,5 x 54,2 €K.
Ap.ZvA\. 576 oe\. 75

T'eppeviic Baoilelog (Baoog)
Ipoxvuaic

1935-38

Ehatoypagio o€ Xaptov

26 x 35,8 ek.

Ap. 20NN 272 0eX. 76

Teppevig Baoiletog (Bacog)
Tomio TG ZavTopivyg
1935-38

Elatoypagia o xaptovt

47,8 x 34 ex.

Ap.X0A\. 276- oel. 142

Tewpyrddng Avdpéag
Avoiiético mpwivd oty
Abrve Tov 1909

2014

Mehdvt oe xapti

44 x 100 ex.

Ap.2vA\. 1361- 0e. 203

Tewpyladng Avdpiag, o Kpng
O epyarng

1938

Elatoypagia oe kappa

110 x 125 ex.

Ap. XvA\. 249- 0e). 70

Tewpyradng Avdpéag, o Kpng
H ovvipogid

1940

EXatoypagia o€ kappa

56 x 100 ex.

Ap.ZvA\. 574- o). 85

TiaAAwvég Ayyelog
Amoyn ¢ Akpomodews
1925-30

Ydatoypagia o€ xaprti
26,9 x 44,1 ek.

Ap. VM. 564- oe. 40

Tavvovkakng Anuntpng

Zro Mpéve (Kaixie oto Apdve)
mptv amo to 1938

Elatoypagia oe kappa

63 x 83 ex.

Ap. vl 396- oe. 140

TovvapomovAog Twpyog
Ilpoowmoypagia Kopitorov
1928-37

EXatoypagia o kappa
46,2 x 38,3 ex.

Ap. ZvA\. 267 0eX. 79

Tovvapomovlog Iwpyog
Avon

1931-37

Elaoypagia o€ kOVTpa mhaké
55x 38 ek.

Ap. Z0A\. 268- o). 86

T'o{ng Nukoraog

O momtr¢ otyy Yy

(H éumvevon tov momnti])
niep. 1875-80
Ehatoypagio o€ kappa
156,2x103,3 ex.

Ap. ZVAA. 258- 0eX. 26

T'vi{ng Nkoraog
Nexp# pvon

1880-90

Ehatoypagia oe kaufd
39,3x 50,4 ex.

Ap. XvA\. 937- oel. 84

Tv{ng NikoAaog

H yapropiytpa
1884-85
Ehatoypagia og Evho
32,3x41,6 k.

Ap. ZVA\. 264- 0eX. 52

T'vi{ng Nukoraog

IaAAég Abnvé (oyédio yio To
Aé&fBapo Tov Havemornuiov
ABnvav)

1887

Mkt texvikn (kapPovvo,
TAoTEN, Ykovds, vdatoypagia
0€ XpOUATIOTO XapTi, KOAAAL,
VQaAopa)

185,5x 113,7 ¢k.

Ap. ZvA\. 562 0€l. 25

T'v{ng Nukoraog

Apuovia

1893

KipwAia kat kapPovvo ae xapri
39,5x26,5 ¢k.

Ap. oA\ 245- oed. 28

T'o{ng Nukoraog
Epws kot Kévtavpog
1896-98

EXatoypagia o€ kappa
44,5x 36,5 eK.

Ap. ZvAA. 259- oel. 27

Aovkag Exktwp

Ipué mov mAéker
1920-29

Ehatoypagio o€ kappa
80,2 x 65,3 ex.
Ap.ZvA\. 6 0¢e\. 63

Aovkag Ioavvng
Odvatog Tov Ayl éwg
1870-80

Elaoypagia oe kappa
185x 236 ex.

Ap.X0AN. 177- oel. 32-33

ZafrtQiavog Mapkog
Ayroypdgog epyalbuevog
1914-20

Axovartivta kat yaAkoypagia
poakakov Pepvikiod

25x20 ex.

Ap. XvA\.1166- 0€X. 99

Zaxapiag Inavvng

Opbio kopitor

1866-73

Elatoypagia oe kappa
emKOANUéVO o€ KOVTpa TTAaKé
130,4 x 86,8 ex.

Ap. ZvA\. 280- oel. 53

Zaxapiag Inavvng

To ypdupa

1867-73

Ehatoypagio oe kappa
eTKOAANLEVO OE KOVTPA TIAAKE
126,5 x 80 ex.

Ap. oA\ 297- oed. 54

Zevywhng Ipnyoprog
Zwypagikn pe amAd yéoo 111
1948

MoAvPia oe xapri
23,5x32,5¢k.

Ap. Z0A\. 492- oel. 87

Zgvywlng Ipnyoprog
Zwypagikn pe amdé péoa V
1948

MoMvPia oe xapti

31,8 x23 ex.

Ap. ZvA\. 493- oel. 87

HAwomovAov Eprjvn
Torio

2009

Ehatoypagia o kappa
100 x 100 ex.

Ap. XvA\. 1336- 0eX. 194

O£08wpomoviog Ayyelog
Tomio (Adoog)

1934

Evloypagia oe mAayto EbAo
31x43,3 ek.

Ap.2vA\. 1165- oel. 164

@e0dwpomovlog Ayyelog
Xwpiatioon

1936

Evdoypagia oe 6pbio Ebo
(maniére noire)

43,4x 31,4 ex.

Ap. ZvA\. 324- oel. 100

O£08wpomovLog Ayyelog
KvxAaditixo tomio e
aveudpvro (Zavtopivy)
XX

Evdoypagia oe 6pbio Ebro
45,8 x 35,3 k.

Ap.XvA\. 1141- o). 166

TIakwPidng Tewpytog
210 atedié Tov matépa
1884

EXatoypagia o€ kappa
73,2x71,4 k.
Ap.ZvAA. 19- 0eX. 59

TIakwPidng Tewpytog
H opn pe T pédax
1917

Ehatoypagio o€ kappa
88 x 101 ex.

Ap. 2VA\. 579- oeX. 57

KavéAng Opéotng
H Hpw

1937

Elawoypagia o kappa
60,5x 73,5 ex.

Ap. ZvA\.296- 0eX. 78

KavédAng Opéotng

O Iepokovtoovkng

1938

Elatoypagia og xapvt-pmopvt
78,5 X 64 k.

Ap. XVAN. 295- 0eX. 77

Katpakn Bacw

Innéag

1964-66

I[etpoypagia (XapakTiko
oe appoido)

105,3 x 75,4 &x.

Ap.ZvA\. 1144- oe). 45

Katpakn Bacw

Tomio e dévipa

XX

Evloypagia

34,8 x 25,7 ex.

Ap. 2vA\. 1190- 0. 169

KepaAnvog Tdvvng
Deréyog

miep. 1925-30
Aoypagia

40,3 x 30,8 ek.

Ap. oA\ 1142- 0eX. 92

KepaAnvog Tavvng
Méyag Arééavdpog

1937

Evhoypagia oe 0pBlo EVAo
15x 24,1 ex.

Ap. ZvA. 488- oe). 44

Kwvdvvn-Mapovdn Avva
Mntpotng

1954-56

Otvypagia

28,2 x 31,7 ex.

Ap. 20\ 698- o€l 102

Koyefivag Avkovpyog
Movn Zravpovikta
1922

Otvypagia

32x43,2 ex.

Ap. XvA\. 326- oel. 149

Koyefivag Avkovpyog
Kepxupaixo tomio

miep. 1930

Ehatoypagio o€ kappa
ETUKOAANUEVO GE XapTOVL
23,6 X 32,5 eK.

Ap. 20N\ 1156- oel. 147

Kovtoylov dwtng
Atniky] - Eva mevko

1924

KdpPBouvvo kau apatwpévo
pehdvt oe xapti

16,3 x 24,2 k.

Ap. SUAN. 1149- geA. 157

Kopoylavvakng AAéEavdpog
ITMotpeg

1936

Evdoypagia

17,4 x 15 k.

Ap.XvAN.1331- 0eX. 98

Kopoytavvakng AAéEavdpog
Anuotikd épya

1936

Aixpwun Svhoypagia

19,8 x 15,8 ek.

Ap.XvA\. 1184- oeX. 98

Kopoylavvakng AAéEavdpog
Oépog

1937

Evloypagia

17,4x 15,2 ek.

Ap. ZvA\. 328 0eX. 96

Kopoylavvakng AAéEavdpog
Tpvyog

1937

Evdoypagia

16,8 x 13,1 ex.

Ap. ZvA\. 329- 0eX. 97

Kopoytavvakng AAéEavdpog
Zxéd10 pe epydTes Kout

0 Nixn yix v npoctia oy
Tpaneloypappatio

5.000 Spayuwv

1942

Mo)0Pt o XapTOVL

34,4x 69,4 ex.

Ap.Kat. A17- oeh. 49

Kopoyiavvakng AAéEavdpog
Koapafio

1950-60

Ehatoypagio oe kappa

58 x91 ex.

Ap. ZvA\. 655- oel. 141

Kopoylavvakng AAéEavdpog
Avtikeipeva

1960

XaAkoypagia (maniére noire)
40 x 39 ex.

Ap. ZvA\. 1332- oel. 104

Kopoytavvakng AAéEavdpog
Nexp# gvon

XX

Ehatoypagio o€ kappa
63,5x 78,5 ek.

Ap. ZvA\. 415- o). 91

Kwvoetavtividn EAévn
Aot

1938

Evloypagia oe mhayto EbAo
28,4 x 30,9 ex.

Ap. XvA\. 330- oe). 94

Advrtoag Bikévtiog

To uvnueio Tov Avoikpdrovg
miep. 1870

Ydatoypagio

26,5x 18,7 ex.

Ap. ZvA\. 404- oel. 34

Advrtoag Bikévtiog
IapBevawrvag

miep. 1870

Ydatoypagia

36,7 x 54,8 €K.

Ap. XvA\. 401- oel. 36-37

Advrtoag Bikévtiog

O1 a1vAor Tov Olvumiov Adg
niep. 1870

Ydatoypagio

35,8 x 54,7 ex.

Ap. XvA\. 403 oel. 39

Advtoag Bikévtiog
H 7oAy tov Adpiavov
miep. 1870
Ydatoypagia

26,4x 18,6 ek.
Ap.ZvA\. 408- oel. 38

Aavtoag Zté@avog

O vaog tn¢ Antépov Nikng
niep. 1870

Ydaroypagia

26,5x 18,6 ek.

Ap. ZvA\. 406- o). 35

Aackapidov Xogia
Nvyrepivi) pavracia (O Kéfog
76 Kvpd)

1906

Ehatoypagio o€ kappa

75,5x 57 ek.

Ap.2vA\. 567- oeh. 133

Avtpag Nikngopog
Naopevriv Xot(ag

1873-75

Ehatoypagio o€ kOVTpa haké
25x20 ex.

Ap. ZvA\. 718 oeX. 56

Mayiaong Nucolaog
Avepol voTioavatodikol,
Iadaié DéAnpo

miep. 1950

EAawoypagia e kappa
79x 114 ex.

Ap.2vA\. 573- oeh. 136

Maxkpiig @avaong
Artwlikd

2013

Ehatoypagio oe E0lo

66 x 131 ex.

Ap.ZvA\. 1363- 0eX. 195

Maléag Kovotavtivog
Tomio

1917-20

Ehatoypagio og Xapvt-umopvt
33,2x 36,8 k.

Ap.XvA\. 231- 0eX. 153

MaAéag Kwvotavrivog
Moveufaos (Zmitior
oty Movepfaoii)
1920-28

Ehatoypagio oe xaptovt
50x 57,5 ek.

Ap. ZuAA. 933 geh. 155

Maléag Kovotavtivog
MovepPaoid

1924-28

Elatoypagio oe xaptovt
23,9x23,8 eK.

Ap. XvA\. 230- oe. 153

MapaykorovAov Kovda
H TCa

1971-76

Ehatoypagia oe voPomnav
79,5 x 60,8 &k.

Ap.2vA\. 756- oel. 186

MaoTixiadng Paotng
Iap&Bupo

1959

Otvypagia

29,1x21,4 k.

Ap. vl 669- oel. 107

MacTixiadng Potng
Avly

1960

Otvypagia

43,2x 31,8 k.
Ap.Z0A\. 670- oeX. 173

Mavpoidng TIwpyog
Yépa

1961

Ehatoypagia o€ kappa
54,3 x 69 ek.

Ap. 2VA\. 692- oe). 6,184

MnAadng Xtéhog
YapoPapres oto Tovpkodipavo
1931-36

Ehatoypagia og xaptovt
47,3x69,2 k.

Ap. ZvA\.32- 0e). 138

MnAadng Zréliog
Nexpn gvon

1945-48

Ehatoypagia o€ kappa
54x 73 ex.

Ap. ZvA\. 481- o). 88-89

Mooxog lewpytog
Povpehiwtixo omity

1936

Evloypagia oe Thayto EbAo
40,6 x 35,1 ek.

Ap. XvA\. 331 oel. 167

Mmnekiapn KovAa

DOwonwpo

Sexaetia Tov 1950
EAawoypagia o€ kappa
ETUKOAANHEVT] OE XAPVT-UTOPVT
71x 71,5 ¢ek.

Ap. ZvA\. 1176- oeh. 188

Mmnekiapn Kovda
Paysages-Oumnpédes otny axth
1956

Ehatoypagia oe Xapvt-umopvt
85x90,2 ex.

Ap.2vA\. 1175- 0eX. 189

Mmnelvtékog Havayuwtng
Tormio

2014

EAatoypagia oe kappa

117 x 175 ex.

Ap. 2vA\. 1364- oel. 205

Mnotooylov Xpovng

Qpeg Tov Bovvov

2013

Tpintuyo, ehatoypagio oe kapPa
100 x 210 ex. (ITpwi: 100 x 70
k., Meonuépr: 99,8 x 69,7 ek.,
Aeidivd: 99,9 x 70 ex.)

Ap.2vA\. 1376- oeX. 198-199

Mnpaéooag Afpog

Amd o Kapivie (Xwpio

™6 Yépag)

mptv amo to 1949
Ehatoypagio o€ kOVTpa Aok
34,5x 48,5 ex.

Ap. XoA\. 499- o€l 162
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00wvaiog NikoAaog
Svvvepid

1936

EAatoypagia o kappa
80,1 x107,4 ex.
Ap.XvA\. 33- 0eX. 135

Owovopov MixdAng

Apbuog ¢ mahibs Maooadiog
(La montée des Accoules)
1920-25

Elatoypagia o xaptovt

60,4 x 36,4 ek.

Ap. Z0A\. 290- oel. 154

Opgavog Adumpog
Koxxivo §évipo

XX

Ydatoypagia

28,1x 38,5 ek.
Ap.ZvAA.551- o). 185

Op@avog Adpmpog
Evrunwoeig

XX

Ehatoypagia o€ Xapvt-unopvt
56 x 75,5 €k.

Ap. XvA\. 732 oel. 187

Ianalovkag Xmvpog
Xwpid oty Aéofo

1924

Elatoypagia o xaptovt
27x33 ex.

Ap. XvA\. 1160- oel. 155

II¢ppog Baciing
INateio Kodoxotpavy
2014

EXatoypagia o€ kappa
23 x 80 ex.

Ap. ZvAA. 1365- oe). 202

ITetpovAakng Ztéliog
Xwpic titho (Tpamela
106 EAAddog)

2014

Elaoypagia oe kappa
100 x 120 ex.

Ap. oA\ 1366- oel. 207

IToAvxpoviadn Xeréot

O yauévos mapddeioog

1960

Ehatoypagia o€ XapvT-umopvt
50,5 x 46,3 eK.

Ap. ZvAA. 708- oel. 10, 190
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Hotapavog Xapaapmog
Dpoita ket ydAxiva okevn
1955

Ehatoypagio o€ kappa

46 x 61 ex.

Ap.ZvAA. 1158- oe). 90

TTovAakag Ioavvng

H vavpayio tn¢ Itéag, 1827
1890-1900

Elatoypagia oe kappd

73x 110 ex.

Ap.ZvAN. 932- gel. 114-115

Ipéxag Iapig

Tovid kadxiwv

1962

EXatoypagia o kappa
93,3x185,5 ek.

Ap.ZvAX. 701- o). 182-183

IIpokomiov [ewpylog
Avkafntrog

1930-35

Ehatoypagio o€ kappa
53x71 ex.

Ap. ZvA\. 738- ael. 160

IIpokomiov lewpytog
H untépa

1939

Elatoypagia oe kappa
71x53 ex.

Ap. Z0AN. 737- gel. 74

ITpocaAévtng Awuiliog
Kaikt ko atpomAoto
1880-84

EXatoypagia o€ kappa
59x41 ex.

Ap.ZvA\. 1146- o). 110

IIpocaAévtng Awtiliog
Bépra pe kovmd

miep. 1885-1900
Ydatoypagia o€ xapti
ETUKOAANUEVO GE XaPTOVL
40 x 62 ex.

Ap.ZvAN. 1152- o). 112

Péykog IToAvkAertog

Zrnv Tpdmela - Aytov Opog
1934

Evhoypagia

26,4 x22,1 ex.

Ap. ZvA\. 335 0eX. 99

Péykog IToAvkAettog

Movy Zravpovikyta

1934

Ehatoypagia o€ kOvTpa mhakeé
62,5x 55,5 ek.

Ap.ZvA\. 39- oel. 143

Poilog lewpyrog
Aloyo

1898-1903

Ehatoypagio o€ kappa
ETUKOAANUEVO GE XaPTOVL
18 x 13,5 ex.

Ap.XvAA. 1153- ge). 30

Poppns Iwpyog
Enioxeyn

2014

Elatoypagia o€ kappa
152 x 162 ek.
Ap.ZvAA. 1367- 0e). 83

Taktagépog [wpyog
Epyo No3

2011

AxpuAiko oe kapfd

120 x 130 ek.

Ap. 0N\ 1368 0el. 192

Sapywvidng Iwpyog
Xwpic TiTAo

2014

Elaoypagia oe kappa
145 x 200 ex.

Ap. ZvA\. 1369- oe). 204

Sepeptlidng Balag
Zvvedpiaon ywpikay
1945-46

Ehatoypagio o€ kappa
121 x 121 ex.

Ap. ZvA\. 505- oeX. 69

ZnvpomovAog Iavvng
Tomio

Té\n Sekaetiag 1930
Ehaoypagia oe kappa
45x 59,5 ek.

Ap.ZvA\. 393- gel. 162

Ytafepns Avtwvng
AOnva, voyTepivé

2014

EXatoypagia o€ kappa
140 x 105 ex.

Ap.ZvAA. 1371- oe). 200

Zrivyg Iowavvng

H éAagog emi Tag mnyds
TwY VO&TWY

niep. 1950

Evdoypagia oe Thayto EbAo
41,9x 29,7 k.

Ap. X0A\. 944- 0e). 170

Tacoog A. (AAefilog)
Kopudg

1938

Evloypagia oe mAayto EOAo
33,9x31 ex.

Ap.ZvA\. 337 oel. 168

Tacoog A. (A\epilog)
Yapades (tr¢ Aiyvag)
1958

Eyxpwpn Evloypagia

49,9x 69,8 ek.
Ap. ZvA\. 814- o€l 95

Térong Havaywwtng
ApdnrTog

1960

EXatoypagia o€ kappa
68 x 137,5 k.

Ap.Zv\. 688- oel. 181

Tétong Havaywwtng
Tomio THG ABhvag
1960

Ehatoypagio o€ kappa
70,3 x 154,5 ek.
Ap.2vA\. 713 oel. 181

TpravtaguAlidng
Oe09@pacTtog
Epydrpies otagidag
1920-25

EXatoypagia e kappa
79,7 x 102 ex.
Ap.ZvA\. 67- 0e\. 66

Toapovxng Iavvng

Ilpoowmoypagia 15 Aéomoivag

ue Kohié ko orovdapixio
1976

Ehatoypagio og Xapti
€TUKOAANHEVO O KapPd
51,5x37,4 ex.

Ap. VM. 759- oe). 80

Toapovxng Iavvng
Ilpoowmoypapia veapov
TéAdov ané v Mrelavadv
1976

EXatoypagia o€ kappa
emkoAAnpévo oe Evlo

47,5x 36,2 ex.

Ap. ZvA\. 760- o). 81

®ilomtovAov Mapia
OdAaooa

2013

Elaoypagia oe kappa

66,5 x 181 ex.

Ap. oA\ 1372- 0eX. 196-197

Prwpda-Kapafia Odlewa
Movaéié

1907-12

Ehatoypagio og XapTtov
46,8 x 32,3 ex.

Ap.ZvA\. 411- oe). 65

dwkag Odvootag
Torio ArtwAiog
1927-29

EXatoypagia o€ kappa
68 x 101 &x.

Ap.ZvA\. 3- oeh. 146

dwtakig Nikog

O Oepropos

miep. 1950

Ehatoypagio o€ kOVTpa haké
50 x 60 ex.

Ap. ZvA\. 566- o). 68

XaAemag Iavvooing
Kepadh Zatvpov
1878

Mappapo

69 k. (Vyog)

Ap. oA\ TA1- oel. 31

Xat{nkvprakos-Tkikag Nikog

To peydlo dévipo

1975-76

Otvypagia kot akovativia
36,4 x 49,3 ek.

Ap.2vA\. 1187- 0eX. 172

Xat{ns Baciletog
Oalacooypapio
1900-10

Elatoypagia o xaptovt
24x33 ex.

Ap. XA\ 283- oel. 134

Xat{omovlog lewpytog
Apetog ITkyog

niep. 1890-1900
EAatoypagia o kappa
42x73 ex.

Ap. ZvAA. 1178 oel. 41

List of artists and works

Adamakos Yiannis
Ochre landscape
2008

Qil on canvas

160 x 200 cm

Coll. No. 1359; p. 191

Altamouras Ioannis
Boats on the beach
1872-74

Oil on canvas mounted on
cardboard

35x 60 cm

Coll. No. 189; p. 119

Altamouras Ioannis
Off the harbour

1874

Oil on paper mounted on
cardboard

23.3x30.5cm

Coll. No. 232;p. 113

Altamouras Ioannis
Ships

1874

Oil on plywood

24 x36 cm

Coll. No. 244; p. 118

Altamouras Ioannis
Sailing ships

1874

Oil on paper mounted
on hardboard

26.7 x 35 cm

Coll. No. 261;p. 117

Altamouras Ioannis
Seascape

1874

Qil on cardboard
28.2x35.5cm

Coll. No. 262; p. 116

Andreadakis Dimitris
Clouds over Athens
2001

Qil on canvas

130x 190 cm

Coll. No. 1360; p-203

Argyros Oumvertos
Vineyard on Aegina
1930-35

Oil on canvas
912x121.4cm

Coll. No. 397; p. 67

Asteriadis Agenor
Snowy landscape
1925

Oil on cardboard
345x35cm

Coll. No. 1157; p. 158

Asteriadis Agenor
Landscape in Attica
1944

Oil on canvas
50.4x62.4 cm

Coll. No. 473; p. 159

Axelos Michael
Archaic

1926

Sanguine on paper
34.6x24.6 cm
Cat.No.AE273;p. 48

Axelos Michael
Archaic

1926

Sanguine on paper
34.6x24.8 cm

Cat. No. AE279; p. 48

Axelos Michael
Archaic

1926

Sanguine on paper
34.6x24.7 cm

Cat. No. AE282; p. 48

Axelos Michael
Old Athens

1927

Qil on canvas
81.5x91 cm

Coll. No. 18; p. 161

Axelos Michael

Flying Nike, Stoa of Attalos
1928

Sepia on paper
442x352cm

Cat.No. AE274; p. 47

Axelos Michael
Flying Nike

1928

Sanguine on paper
49.6x38.3 cm

Cat. No. AE278; p. 48

Axelos Michael

Design proposal reproducing
Athena, Hercules and Atlas
(reproduction of Apples

of Hesperides metope,
Temple of Zeus, Olympia)
n.d.

Ink, pencil and watercolour
on cardboard

54.6x88.6 cm

Cat. No. ©104; p. 46

Axiotis Stratis
Fisherman

1938

Wood engraving
15.5x22.6 cm
Coll. No. 304; p. 93

Bekiari Koula
Autumn

1950s

Qil on canvas mounted
on cardboard
71x71.5cm

Coll. No. 1176; p. 188

Bekiari Koula
Paysage-Umbrellas
on the beach

1956

Qil on hardboard
85x90.2 cm

Coll. No. 1175; p. 189

Beldekos Panayiotis
Landscape

2014

Oil on canvas
117x175cm

Coll. No. 1364; p. 205

Botsoglou Chronis
Mountain hours

2013

Triptych, oil on canvas

100x210 cm (Morning: 100x 70 cm,
Noon: 99.8 x 69.7 cm, Nightfall:

99.9x 70 cm)

Coll. No. 1376; p. 198-199

Braessas Dimos

From Kaminia (Village
of Hydra)

before 1949

Oil on plywood
34.5x48.5cm

Coll. No. 499; p. 162

Chalepas Yannoulis
Satyr’s head

1878

Marble

69 cm (height)

Coll. No.TAL; p. 31

Chatzis Vasileios
Seascape

1900-10

Qil on cardboard
24x33 cm

Coll. No. 283; p. 134

Chatzopoulos Georgios
Areopagus

. 1890-1900

Oil on canvas

42x73cm

Coll. No. 1178; p. 41

Doukas Hector
Old woman knitting
1920-29

Qil on canvas
80.2x65.3 cm

Coll. No. 6; p. 63

Doukas Ioannis
Death of Achilles
1870-80

Qil on canvas

185x 236 cm

Coll. No. 177; p. 32-33

Filopoulou Maria

Sea

2013

Qil on canvas

66.5x 181 cm

Coll. No. 1372; p. 196-197

Flora-Karavia Thaleia
Solitude

1907-12

Qil on canvas
46.8x32.3cm

Coll. No.411; p. 65

Fokas Odysseas
Landscape of Aetolia
1927-29

Oil on canvas
68x101 cm

Coll. No. 3; p. 146

Fotakis Nikos
Harvest

c. 1950

Oil on plywood
50 x 60 cm

Coll. No. 566; p. 68
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Galanis Dimitrios
Landscape

1922-30

Qil on canvas
49.7x61.4cm

Coll. No. 467; p. 150

Galanis Dimitrios
The three Graces
1923

Wood engraving
62x49.2 cm

Coll. No. 1164; p. 42

Galanis Dimitrios
LArcadie

1928

Woodcut

45.5x 56 cm

Coll. No. 1161; p. 152

Galanis Dimitrios
Sailboat

1928

Colour woodcut
252x354cm

Coll. No. 1162; p. 144

Galanis Dimitrios
Leda and the swan
1936

Eau-forte
32.3x24cm

Coll. No. 1163; p. 42

Georgiadis Andreas
Spring morning in Athens
0f 1909

2014

Ink on paper

44x 100 cm

Coll. No. 1361; p. 203

Georgiadis Andreas, of Crete
The Labourer

1938

Oil on canvas

100 x 125 cm

Coll. No. 249; p. 70

Georgiadis Andreas, of Crete
Ensemble

1940

Qil on canvas

56 x 100 cm

Coll. No. 574; p. 85

Geralis Apostolos
Village woman
1940-53

Oil on canvas
70.5x54.2 cm
Coll. No. 576; p.75
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Germenis Vasileios (Vasos)
Landscape of Santorini
1935-38

Oil on cardboard

47.8x34 cm

Coll. No. 276; p. 142

Germenis Vasileios (Vasos)
Quay

1935-38

Oil on cardboard

26x35.8 cm

Coll. No. 272;p.76

Giallinas Angelos
View of the Acropolis
1925-30

Watercolour on paper
269x44.1cm

Coll. No: 564; p. 40

Giannoukakis Dimitris
At the port (Caiques

at the port)

before 1938

Oil on canvas

63x 83 cm

Coll. No. 396; p. 140

Gounaropoulos Giorgos
(Gounaro)

Portrait of a girl

1928-37

Oil on canvas
46.2x38.3cm

Coll. No. 267; p. 79

Gounaropoulos Giorgos
(Gounaro)

Flowers

1931-37

Oil on plywood

55x38 cm

Coll. No. 268; p. 86

Gyzis Nikolaos

The poet at the spring

(The inspiration of the poet)
c.1875-80

Oil on canvas

156.2x103.3 cm

Coll. No. 258; p. 26

Gyzis Nikolaos
Nature morte
1880-90

Oil on canvas
39.3x50.4 cm
Coll. No.937; p. 84

Gyzis Nikolaos
The fortune teller
1884-85

Oil on wood
323x41.6cm
Coll. No. 264; p. 52

Gyzis Nikolaos

Pallas Athena (design for the
flag of the University of Athens)
1887

Mixed media (charcoal, pastel,
gouache and watercolour on
coloured paper, collage; edged
by fabric band)

185.5x113.7 cm

Coll. No. 562; p. 25

Gyzis Nikolaos

Harmony

1893

Chalk and charcoal on paper
39.5x26.5cm

Coll. No: 245; p. 28

Gyzis Nikolaos
Eros and Centaur
1896-98

Qil on canvas
44.5x 36.5cm
Coll. No: 259; p. 27

Hadjikyriakos-Ghika Nikos
The big tree

1975-76

Eau-forte and acquatint
36.4x49.3 cm

Coll. No. 1187; p. 172

Iakovidis Georgios
In father’s atelier
1884

Oil on canvas
732x714cm

Coll. No. 19; p. 59

Iakovidis Georgios
Young woman with roses
1917

Oil on canvas

88x 101 cm

Coll. No. 579; p. 57

Iliopoulou Irini
Landscape

2009

Oil on canvas

100 x 100 cm

Coll. No 1336; p. 194

Kanellis Orestis
Iro

1937

Qil on canvas
60.5x73.5cm
Coll. No. 296; p. 78

Kanellis Orestis
Gerokoutsoukis

(Old man Koutsoukis)
1938

Oil on hardboard
78.5x 64 cm

Coll. No. 295; p. 77

Katraki Vasso
Horseman

1964-66

Stonecut (engraving
on sandstone)
105.3x75.4 cm
Coll. No. 1144; p. 45

Katraki Vasso
Landscape with trees
n.d.

Woodcut

34.8x25.7 cm
Coll.No. 1190; p. 169

Kefallinos Yannis
Fellah

¢.1925-30
Lithograph

40.3 x 30.8 cm
Coll. No. 1142; p. 92

Kefallinos Yannis
Alexander the Great
1937

Wood engraving
15x24.1 cm

Coll. No. 488; p. 44

Kindyni-Maroudi Anna
Maternity

1954-56

Eau-forte

28.2x31.7 cm

Coll. No. 698; p. 102

Kogevinas Lykourgos
Stavronikita Monastery
1922

Eau-forte

32x43.2cm

Coll. No. 326; p. 149

Kogevinas Lykourgos
Landscape of Corfu

c. 1930

Oil on canvas mounted on
cardboard

23.6x32.5cm

Coll. No. 1156; p. 147

Konstantinidi Eleni
Threshing floor

1938

Woodcut

28.4x30.9 cm

Coll. No. 330; p. 94

Kontoglou Fotis

Attica - A pine tree

1924

Charcoal and diluted ink on
paper

16.3x24.2cm

Coll. No. 1149; p. 157

Korogiannakis Alexandros
Women washing

1936

Woodcut

17.4x 15 cm

Coll. No. 1331; p. 98

Korogiannakis Alexandros
Street works

1936

Colour woodcut

19.8x15.8 cm

Coll. No. 1184; p. 98

Korogiannakis Alexandros
Grain harvest

1937

Woodcut

17.4x152 cm

Coll. No. 328; p. 96

Korogiannakis Alexandros
Grape harvest

1937

Woodcut

16.8x13.1cm

Coll. No. 329; p.97

Korogiannakis Alexandros
Drawing with labourers and the
statue of Nike for the obverse
side of the 5,000-drachma
banknote

1942

Pencil on cardboard

34.4x69.4 cm

Cat.No. A17; p.49

Korogiannakis Alexandros
Ships

1950-60

Oil on canvas

58x91 cm

Coll. No. 655; p. 141

Korogiannakis Alexandros
Objects

1960

Copper engraving (maniere
noire)

40x 39 cm

Coll. No. 1332; p. 104

Korogiannakis Alexandros
Still life

n.d.

Oil on canvas

63.5x78.5cm

Coll. No. 415; p.91

Lanza Stefanos

The Temple of Athena Nike
c. 1870

Watercolour
26.5x18.6cm

Coll. No. 406; p. 35

Lanza Vincenzo

The monument of Lysicrates
¢. 1870

Watercolour

26.5x18.7 cm

Coll. No. 404; p. 34

Lanza Vincenzo

The Parthenon

c. 1870

Watercolour

36.7 x 54.8 cm

Coll. No. 401; p. 36-37

Lanza Vincenzo

The Temple of Olympian Zeus
c. 1870

Watercolour

35.8x54.7cm

Coll. No. 403; p. 39

Lanza Vincenzo
Hadrian’s Arch

¢. 1870
Watercolour
26.4x18.6 cm
Coll. No. 408; p. 38

Laskaridou Sophia
Nocturnal fantasy (Kavos
Kyras)

1906

Qil on canvas

75.5x57 cm

Coll. No. 567; p. 133

Lytras Nikephoros
Nasredin Hodja
1873-75

Oil on plywood
25x20 cm

Coll. No. 718; p. 56

Magiasis Nikolaos
South-eastern winds, Palaio
Faliro

¢. 1950

Qil on canvas

79x 114 cm

Coll. No. 573; p. 136

Makris Thanassis
Aetoliko

2013

Oil on wood

66x 131 cm

Coll. No. 1363; p. 195

Maleas Konstantinos
Landscape

1917-20

Oil on hardboard
33.2x36.8cm

Coll. No.231; p. 153

Maleas Konstantinos
Monemvasia (Houses
at Monemvasia)
1920-28

Oil on cardboard
50x57.5cm

Coll. No. 933; p. 155

Maleas Konstantinos
Monemvasia

1924-28

Qil on cardboard
23.9x23.8cm

Coll. No. 230; p. 153

Marangopoulou Koula
Tzia

1971-76

Oil on particleboard
79.5x60.8 cm

Coll. No. 756; p. 186

Mastichiadis Fotis
Window

1959

Eau-forte
29.1x21.4cm

Coll. No. 669; p. 107

Mastichiadis Fotis
Backyard

1960

Eau-forte
432x31.8cm

Coll. No. 670; p. 173

Mavroidis Yorgos
Hydra

1961

Qil on canvas
54.3x69 cm

Coll. No. 692; p. 6,184

Miliadis Stelios

Fishing boats in Tourkolimano
1931-36

Oil on cardboard
47.3x69.2cm

Coll. No. 32; p. 138

Miliadis Stelios

Still life

1945-48

Qil on canvas

54x 73 cm

Coll. No. 481; p. 88-89

Moschos Georgios
House in Roumeli
1936

Woodcut

40.6 x 35.1 cm

Coll. No. 331; p. 167

Oikonomou Michalis
Street in old Marseilles

(La montée des Accoules)

1920-25

Qil on cardboard
60.4 x 36.4 cm

Coll. No. 290; p. 154

Orfanos Lambros
Red tree

n.d.

Watercolour
28.1x38.5cm
Coll. No. 551; p. 185

Orfanos Lambros
Impressions

n.d.

Oil on hardboard
56 x75.5cm
Coll.No. 732;p. 187

Othonaios Nikolaos
Clouds

1936

Qil on canvas
80.1x107.4cm

Coll. No. 33; p. 135

Papaloukas Spyros
Village on Lesvos
1924

Oil on cardboard
27x33 cm

Coll. No. 1160; p. 155

Perros Vassilis
Kolokotroni Square
2014

Qil on canvas

23 x 80 cm

Coll. No. 1365; p. 202

Petroulakis Stelios

Untitled (Bank of Greece)

2014

Qil on canvas

100 x 120 cm

Coll. No. 1366; p. 207

Polychroniadi Celeste
Paradise lost

1960

Qil on hardboard
50.5x46.3 cm

Coll. No. 708; p. 10,190

Potamianos Haralambos
Fruit and brassware

1955

Qil on canvas

46x61 cm

Coll. No. 1158; p. 90

Poulakas Ioannis

The naval battle of Itea, 1827
1890-1900

Qil on canvas

73x 110 cm

Coll. No.932; p. 114-115

Prekas Paris

Sails

1962

Qil on canvas
93.3x185.5cm

Coll. No. 701; p. 182-183

Prokopiou Georgios
Lycabettus

1930-35

Qil on canvas

53x71 cm

Coll. No. 738; p. 160

Prokopiou Georgios
The Mother

1939

Oil on canvas

71x53 cm

Coll. No.737; p. 74

Prossalentis Emilios
Caique and steamer
1880-84

Qil on canvas

59x41 cm

Coll. No. 1146; p. 110

Prossalentis Emilios
Rowboat

c. 1885-1900

Watercolour on paper mounted
on cardboard

40x62cm

Coll. No. 1152; p. 112

Regkos Polykleitos

In the refectory - Mount Athos
1934

Woodcut

26.4x22.1 cm

Coll. No. 335; p. 99

Regkos Polykleitos
Stavronikita Monastery
1934

Oil on cardboard
62.5x55.5cm

Coll. No. 39; p. 143

Roilos Georgios
Horse

¢. 1898-1903

Qil on canvas mounted
on cardboard
18x13.5cm

Coll. No. 1153; p. 30

Rorris Giorgos
Visit

2014

Qil on canvas

152x 162 cm

Coll. No. 1367; p. 83

Saltaferos Giorgos
Work No3

2011

Acrylic on canvas
120x 130 cm

Coll. No. 1368; p. 192

Sampsonidis George
Untitled

2014

Oil on canvas

145 x200 cm

Coll. No. 1369; p. 204

Semertzidis Valias
Assembly of villagers
1945-46

Qil on canvas

121x 121 cm

Coll. No. 505; p. 69

Spyropoulos Jannis
Landscape

end of 1930s

Oil on canvas
45x59.5cm

Coll. No. 393; p. 162

Staveris Antonis
Athens, nocturnal
2014

Qil on canvas

140 x 105 cm

Coll. No. 1371; p. 200

Stinis Ioannis

The deer at the streams of water
¢. 1950

Woodcut

41.9x29.7 cm

Coll. No. 944; p. 170
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Tassos A. (Alevizos)
Tree trunk

1938

Woodcut
339x31cm

Coll. No. 337; p. 168

Tassos A. (Alevizos)
Fishermen (of Aegina)
1958

Colour woodcut
49.9x69.8 cm

Coll. No. 814; p. 95

Tetsis Panayiotis
Ardettus

1960

Oil on canvas
68x137.5cm

Coll. No. 688; p. 181

Tetsis Panayiotis
Athens landscape
1960

Oil on canvas
70.3x154.5cm
Coll. No. 713; p. 181

Theodoropoulos Angelos
Landscape (Forest)

1934

Woodcut

31x43.3cm

Coll. No. 1165; p. 164

Theodoropoulos Angelos
Village woman

1936

Wood engraving

(maniére noire)
434x31.4cm

Coll. No. 324; p. 100

Theodoropoulos Angelos
Cycladic landscape with
windmill (Santorini)

n.d.

Woodcut

45.8x35.3 cm

Coll. No. 1141; p. 166

Triantaphyllidis
Theophrastos
Raisin workers
1920-25

Oil on canvas
79.7x102 cm
Coll. No. 67; p. 66

Tsarouchis Yannis
Portrait of Despina with
necklace and earrings
1976

Qil on cardboard affixed
on canvas
51.5x37.4cm

Coll. No. 759; p. 80
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Tsarouchis Yannis

Portrait of young Frenchman
from Bensangon

1976

Oil on canvas mounted

on plywood

47.5x36.2cm

Coll. No. 760; p. 81

Varlamos Giorgos
Mountain landscape
1959

Woodcut

59.7x58.4 cm

Coll. No. 1193; p. 172

Varlamos Giorgos
Hunters in the forest
1960

Woodcut
76.3x51.4cm

Coll. No. 696; p. 101

Varvaressos Achilleas
Daybreak on the Saronic Gulf
n.d.

Oil on plywood

65x 80 cm

Coll. No. 416; p. 137

Varvaressos Achilleas
Sunset on the Saronic Gulf
n.d.

Qil on canvas

62 x82cm

AM 555;p. 137

Vassiliou Spyros

City

1965

Triptych, acrylic and paper

on particleboard
54.5x211.5cm (54.5x69.5 cm
each)

Coll. No. 710; p. 178-179

Vassiliou Spyros

Athens

1978

Acrylic and collage on canvas
Diameter 112 cm

Coll. No.779; p. 176

Velissaridis Giorgos
Breakfast

1938

Woodcut
254x20.1cm

Coll. No. 305; p. 103

Velissaridis Giorgos
Painting the caique
1951

Oil on plywood

58 x50 cm

Coll. No. 541; p. 72

Velissaridis Giorgos
From Serifos

1954

Wood engraving
28.3x34cm

Coll. No. 608; p. 171

Vikatos Spyros
German boy
1920-30

Qil on canvas
50x 35 cm

Coll. No. 69; p. 62

Vikatos Spyros
The Tyrolean
1927-37

Oil on canvas

58 x48 cm

Coll. No. 63; p. 60

Vikatos Spyros
Double winter
1929

Qil on canvas
60.1 x49.1 cm
Coll. No. 68; p. 61

Volanakis Konstantinos
Faliro seashore

c. 1885

Qil on canvas

69.7x99 cm

Coll. No. 9; p. 125

Volanakis Konstantinos
The harbour of Piraeus
1885-88

Qil on canvas

42.7 X 66 cm

Coll. No. 413; p. 126

Volanakis Konstantinos
Seascape

1885-90

Qil on canvas

65x 113 cm

Coll. No. 702; p. 130-131

Volanakis Konstantinos
Flag-decked ships
1889-93

Qil on canvas
65x115cm

Coll. No. 530; p. 124

Volanakis Konstantinos
Two fishing boats

¢. 1890

Oil on canvas
70.3x130.2 cm

Coll. No. 20; p. 128

Volanakis Konstantinos
The festival on Tinos
1890-95

Oil on canvas
70.3x130.2 cm

Coll. No. 35; p. 124

Volanakis Konstantinos

The inauguration of the Corinth
Canal

1893

Qil on canvas

126 x 215 cm

Coll. No. 528; p. 123

Volanakis Konstantinos
The landing of Karaiskakis
at Faliro

1895

Oil on canvas

150x273 cm

Coll. No. 527; p. 120-121

Volanakis Konstantinos
Nocturne

1895-1900

Qil on canvas

44.5x 66 cm

Coll. No. 938; p. 129

Vyzantios Periklis
Boats

1930-34

Qil on canvas

100 x 80.4 cm

Coll. No. 381; p. 139

Zacharias Ioannis
Standing girl
1866-1873

Qil on canvas mounted
on plywood

130.4 x 86.8 cm

Coll. No. 280; p. 53

Zacharias Ioannis
The letter

1867-73

Qil on canvas mounted
on plywood

126.5x 80 cm

Coll. No. 297; p. 54

Zavitzianos Markos

Icon painter at work

1914-20

Aquatint and soft-grounded
etching (vernis mou) on copper
plate

25x20cm

Coll. No. 1166; p. 99

Zevgolis Grigorios

Painting with simple media III
1948

Pencils on paper
23.5x32.5cm

Coll. No. 492; p. 87

Zevgolis Grigorios

Painting with simple media V
1948

Pencils on paper

31.8x23cm

Coll. No. 493; p. 87
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