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XAIPETIZMOZ

H ZvAhoyn épywv téxvng tng Tpdmefag tng EANGdog, avtimpoowmnevtikn Tng
VEOEANVIKNG TEXVNG, SLAOETEL ONUAVTIKO EIKOVOYPAPLKO TTAOVTO Kol AVTIKA-
tomtpilet Paoikég aieg Tng Tpdmelag wg mpog tn Stagvraln kat v mpowdnon
TEKUNPIWY TOL TOATIONOV. AT TO 1928 péxpt kaw onpepa, 1 ZuAXoyr) egmAov-
TiCetau pe épya aflohoywv EAMvav kaAtexvay, pe okomo va evioxvetal adid-
KOTIOL ) aQTiyNoT) IOV TTapéxet yla TNy eAAnvikn eikaoTikn dnuovpyia. T éov,
TOAG amo Ta £pya TNG SlakpivovTal ylo TOV OTHAVTIKO LOTOPIKO XAPAKTHPA
TOVG, VM OTA ATOKTHHATA TG AVIKOVV Kol EVOLAPEPOVOEG TIPOTACELS TNG

VEOTEPNG ELKACTIKNG YPAPTG.

H ékBeon «ITapdAAnhn Oéaon», v onoia @thofevei to T8pupa Oeoxapaxn,
HopTupel akopa pia tpodeon ya Ty alomoinon avtig g XvAloyng: n ma-
POVCILAOT) TWV €PYWV TNG VA TIPOCPEPEL GTOV YOVIUO SLAAOYO AVANETA OTO
€KAOTOTE TTAPOV Kal OTNV aAvTIANYN 1oL StapopP@vovpe yia To TapeAdov.
Eto1, otoug ekbectakovg xwpovg cuvumdpyovv kat alAnlotpopodoTovvtat
LOTOPIKEG OMLLOVPYIEG KAl €pya LOVTEPVAG KAl GVYXPOVNG TEXVNG, DO TE Kabe
POPA Vo TIPOKLTITEL KAVOVPYLO eVOLAQEPOV WG TTPoG TN B€aon Twv épywy Kat va
npoPAallovTal OTHV EPUNVEIR TOVG OYEDELG EUTIVEVONG T} AVATPOTING, AVAPOPAG

1 avanpoadlopilopot, Sidaxng and to mapeAdov 1) evatéviong mpog To uéANov.

To Tdpupa Baciin kat Mapivag @eoxapdkn anotelei onpavtiko molo €AEng
TOL PINOTEXVOV KOLVOV GTO KEVTPO TNG ABrvag, mapovotalovtag emi oelpd
ETOV eVOLAPEPOVOEG EIKAOTIKEG ekOETELG amd TNV eAAnVIKT kat T SteBviy oknvi).
H emowkodopnTtikn cuvepyaoia pag eivat xapd kat evxaptotovpe Oepud yio tn

ho&evia g XvAhoyng g Tpdmelag g EAAASog oo totopikd KTrptod Tov.

Tavvng Zrovpvapag

Arowntrg Tpamelag tng EANadog
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GREETING

The Bank of Greece Art Collection, representative of modern Greek art, is
characterised by illustrative vigour and reflects the core values of the Bank
regarding the preservation and the promotion of evidence of culture. From 1928
up to this day, the Collection is being enriched with works by important Greek
artists, with a view to constantly strengthening its narrative on Greek visual art.
Many of the works it contains already stand out for their historical significance,

but the Collection also boasts interesting pieces of contemporary art.

The exhibition “Parallel Viewing’, which is presented at the B & M Theocharakis
Foundation, attests to another intention for the utilisation of this Art Collection:
that the Bank, by presenting works from its Collection, may contribute to the
fertile dialogue between the circumstantial present and the perception we
harbour for the past. Thus, within the exhibition area, historical creations are
presented side by side with pieces of modern and contemporary art, empowering
each other and sparking a renewed interest in their viewing, but also projecting
to their rekindled interpretation relations of inspiration or subversion, reference
or redefinition, that involve teachings from the past or contemplations of

the future.

The B & M Theocharakis Foundation for the Fine Arts and Music, located at
the centre of Athens, is well-known for attracting the art-loving audience; for a
number of years it has been presenting compelling art exhibitions from Greece
and abroad. Our constructive co-operation is reason for joy and we would like to
sincerely thank the Foundation for housing the Bank of Greece Art Collection

in its historical building.

Yannis Stournaras

Governor of the Bank of Greece
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XAIPETIZMOZ

H Tpamnela tng EANGS0g, mapdAAnla pe tov Beoptkd podo tov Bepatopuiaxa
TNG OLKOVOUIKNG KAt VOHLOHATIKNG 0TadepoTnTag TG Xwpag, Tipd endéla
HakpA LOTOpiat TG O€ OXEOT| Ue TT) VEOEAANVIKT) TEXVN, He TN ZuANoyn| TG épywv
{wypaikng kat xapakTKnG. Emtpéyte pov (ua mpoowmiki onpeiwon edw: wg
emxetpnpatiog kat (wypdeog, atoBdvopal Saitepn ovvagela pe Tov SitTo
avtd poro ¢ Tpanelag g EAAadog, kabwg mévta mioteva otn ovpPatotnta
NG LTNPEsiag Hag pe TNy otkovoptia kat Tnv téxvn. Eto, pe daitepn xapd
Kawoopilovpe 010 TOPLHA HAG AVTITIPOCWTEVTIKA £PYa SLAPOPETIKWY YEVEWDV
ano ) ZvAloyn g Tpdneag, Ta omoia anotelody otabpoivs otnv efehiktik
TOpELa TNG TEXVING GTOV TOTIO {AG. ZKOTIOG [aG eivat va TANoLalovpe apecdtepa
TO €VPV KOLVO, HEGOL ATIO OTUAVTIKEG eKOETELG IOV KAADTTTOVY éva EVPVTEPO
pdopa atodntikwy avalntioewy, Sivovtag .ooPabpa to mpovopio o EXAnveg

Ko EEVOUG KAANITEX VEG.

H mapoboa ¢ékBeon amokaldmTel épya TG vedTEPNG LOTOPIAG LG, ATIO TOVG
natépeg NG ENANVIKNG (WYPAPIKNG £WG TOVG VEOTEPOVG. ZVYKPATW TO TTPWTO
Xpovoloyika épyo mov ghofevoipe oto I§pupd pag, Tov Bikévtiov Advtoa
O1 Zrvdor Tov OAvumiov Aiog, mepimov tov 1870, £wg Kat TO Lo TPOTPATO,
tov TCovAtdvo KaykAr To mépxo, Tov 2023, kabwg avdpeod Toug amhw-
vetal éva evphTato kat TAovoto medio Epywy, apkeTwv Kataflwuévwy Kot

VEOTEPWYV SMULOVPYWV.

Oé\w Wraitepa va gvxaplotnow tov Atowkntn g Tpamnelag tng EANadog
K. Tidvvn Zrovpvapa yia Ty emotkodounTikr pag cuvepyacia, ahAd Kat yia tn
otabepr} TOL VIO THPLEN TNG KOWVWVIKOOIKOVOIKIG AVATITUENG TNG XWPAG Hag,
v Ynodowntpla ka Xptotiva [anakwvotavtivov yia v gvatcbnoia g
QTEVAVTL OTOV TTOMTIOUO KAl TNV AHEDT] KAl ATOTENEGHATIKT AVTATOKPLOT) TNG

otnv etonynon tov Atevbvvtn Etkaotikov Tlpoypappatog tov I8phpatog pog

K. Taxn Mawpwtd, 660V a@opd T mapousiact pag evoTntag ¢pywy {wypapt-
KNG TIOL aVTIMPOCWTELOVY T Puatoyvwia tng ZvuAhoyng g Tpamelag, kabwg

eMiong Kat OAOVG TOVG OLVEPYATEG TOVG,.

Oé\w va oag Stafefatwow 0Tt To Tdpupd pag, amod v apxn g Aettovpyiog
TOV £€wG Kal OTUePa, £xel OE0eL OKOTIO TOV TNV TAPOVOIACT) ONUAVTIKWY KOE-
oewv oL oTNPifovy dpeoa To TOATIOTIKO pag Tapdv Kat Oa cuvexioel, fe Tov
idto (o, ekeiveg Tig Spdoelg Tov ot omoie GUUBAANOVY OTNY TOALTIOTIKY] Hag

npdodo.

BaciAng Ocoxapakng
[Tpoedpog Idpvparog B. & M. Ogoxapakn
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GREETING

In addition to its institutional role as the guardian of the country’s economic
and monetary stability, the Bank of Greece has willingly embraced and
continues to fulfil its longstanding commitment to modern Greek art through
its collections of paintings and prints. Allow me to add a personal note here: As
both a businessman and a painter, I feel deeply aligned with this dual role of the
Bank of Greece, since I have always believed in the compatibility of our service
with both the economy and art. Thus, it is with great pleasure that we welcome
representative works from the Bank’s Collection to our Foundation—works
that encompass difterent generations of artists and serve as milestones in the
evolution of art in our country. Our aim is to develop an even more direct
connection with the general public through significant exhibitions that showcase
a wide range of aesthetic pursuits, granting equal importance to Greek and

international artists.

This exhibition reveals significant works from our modern history, spanning
from the pioneers of Greek painting to the most recent talents. The earliest-
produced work on display at our Foundation is The Temple of Olympian Zeus
by Vincenzo Lanza, dating from around 1870, while the more recent piece
teatured is The Park by Juliano Kaglis (2023). These works collectively represent
a diverse and rich collection, sampling the work of renowned artists alongside

emerging ones.

I would like to express my heartfelt gratitude to Yannis Stournaras, Governor
of the Bank of Greece, for our productive collaboration, as well as for his
unwavering commitment to the socio-economic development of our country.
I also extend my thanks to Christina Papaconstantinou, Deputy Governor,
for her appreciation of culture and her immediate response to the proposal

by Takis Mavrotas, Director of the Fine Arts Programme of our Foundation,

to exhibit a selection of paintings that capture the essence of the Bank’s
collection; also all their colleagues who have played a part in making this

exhibition possible.

[ want to assure you that since the inception of our Foundation, our mission has
been to present significant exhibitions that directly contribute to our cultural
landscape. We will continue these endeavours with unwavering enthusiasm,

as they align with the greater good.

Basil Theocharakis
President
B & M Theocharakis Foundation for the Fine Arts & Music
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ANAME2A 2 TA TATIEINA
KAI TA METAAA

H Tpamela Tng EAAASOG Kkal n ZuAAoyn TnG.
EuBuvn kal amoAoylopdg plag cUAAOYHAG Yla TO KOO KaAod.

Mmnpoord kauvovpyiog kéauos Oa fadioel,
yia rigov Oa yupiCer o madauds;

Kwotag Bapvaing

(Artadog o Tpitog, ABrva: Kédpog, 1972)

H Tpanela g EAGSog mapovatalet n Oepatikn ékBeon «IlapdAnin Oéa-
onp, 010 Tdpupa B. & M. Oeoxapaxn, oe empéheta Xdpirog KaveAdomovlov,
pe pa TAeldda KaTadlwpE VWY Kat yvooTdv KAIANTEX VOV, ETUXEPOVTAG £VaV
OVLOLAOTIKO SIANOYO avdpeoa oe TaAALOTEPOVG KAt UYXPOVOLG S1ovpyols.
Zra dexagft xpovia g adihentng Aettovpyiag tov Idpopatog B. & M. Oeoxa-
PAKT HEANUA OV TV ] TAPOVGIATT TWV HEYAAWY KAl CIUAVTIKOV GUAAOYWY
WG EKPPACT) EVYVWHOGHVIG ATEVAVTL GTOVGS OeaTOQUAAKEG TNG TEXVNG Kat KAT
eméktaon G atodntkng Stamadaywynong tov kotvov. Etol, péca oo mépacpia
ToL Xpovou, emipeAnOnka Tig akolovdeg ekbéoels: «Ta Aptotovpyfpata g
ZvMoyng I I. Katoiypar» to 2011, «NeoeAnvikr| Téxvn: Onoavpoi and tnv
[MivaxoOnkn E. ABépwe» 10 2013, «H omovdaia suAloyn tov TeAAoyAeiov
Idpvpatog Texvav A.IL.O. oty ABrva. H padty tng mapovoiaocn» 1o 2016
kot «[ToAvTipa épya {wypagung ano to Movoeio NeoeAAnvikng Téxvg Arjpov
Podov» 10 2019, kabwg kat pépn cLANOYWV yLa TV Tpaypatonoinon Oepatikdv
ekO¢oewv amd To Movaoeio Kalawv Texvawv g Bootwvng, tnv EOvikr Mivako-
Orkn-Movoeio AAéEavpov Zovtoov, To Movoeio Picasso tng eppaviag, to
Movotio Zvyxpovng Texvng (Saint-Etienne) tng Taliag, to EBvikd Movoeio
Téxvne g Povpaviag, tnv EOvikr [ivakoOrkn tg BovAyapiag k..
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H téxvn pdg odnyei mévta mpog 1o vYnAo, icws yati o KaAAITEXVNG OTéKETaL
OTNV KOYN Tov NOIKOY Kat TOL TPAYHATIKOD KOGUOV, TTAAEVEL [ie TO PG Kat TO
0KOTASL, aywviletat yia TV anootol Tov kat Ty avBpwmiotiki Stdotaon g
OAnG Tov §paong. OrvmevBuvor Twv cLANOYWY TV Tpameldy, TwV TvakoOnKOV
KAt TV xwpwv TeXvNG, Bappw 0Tt avtég Tig apxés kat Tig a&ieg evatepvifovtat
KO TTELOPATIKA avVTIoTéEKOVTaL 0 KabeTi eutehég kau egripepo. Emtpéyte pov pua
TPOCWTIKY) OT|UelwaT): eixa TV TUXN va empeAn0d v moAvov{nuévn ékbeon
«ATIOAOYLOPOG uag GVANOYHG» Tov MopewTikod Idppatog EBvikng Tpanélng,
oty EOvikn IMivakoOnxn, to 1988. Tov titho ¢ ékBeong, pe T AéEn-khedi
«amoAoyLopoG», Tov eixav dwoet tote ot I'. IT. ZafBidng, Nikog Zpopwvog kat
K. ©. Anpapdg kat, tpaypartt, avtr  Aé€n amodeiyOnke mpoentiky kat emikat-
p1 AKOpA KAl OTIG PéPEG pag, av DeArjoovpe va kpivovpe T coPapdtnta Tng
KOWWVIKNG vOVVNG Ltag GLANOYTG, TOL LOEOAOYIKOV TNG TTEPLEXOUEVOD KAl TNG

0¢ong g otnv e§EMEn G oTopiag.

H Tpamnela tng EAMaS0g puhdooet otn ZuANoyn TG apKETA aptoTtovpynpata,
Onwg ta épya tov Nikohaov I'oln Epwrag kar Kévravpog (1896-1898), tov
Kwvotavtivov Bohavdkn Ta eykaivia t1¢ Siwpvyas tov IoOuov tn6 KopivBov
(1893), H aofifacon Tov Kapaiokdky oto PaAnpo (1895), Akt Parnpov (mep.
1885) £wg tov Lavvn Toapovxn Ipoowmoypagia T Aéomovag e kolié Ko
oxovdapikia (1976), tov Kwvotavtivov Makéa Moveufaotd (1924-1928) kat tov
Znvpov Baotkeiov ABva (1978) kat ITodreior (1965), peta&d aAwv. TlapdAnha,
HEPLLVA YL TOV OUVEXT EUTAOVTIONO TNG ZVANOYNG TNG LE AVTITPOCWTEVTIKA
gpya oLYXpovwv KaAATexvay, ToAAA and ta omoia ekTibevtat oty Twpvy
TOAVTIPOOWTN Kol TOAVPWVIKT €kOeon, OMwg ekeiva Twv Mdakn @go@uAakTo-
novAov, [tavvn Adapaxov, Zwtnpn Zopoyka, Pévag [anaonvpov, [iwpyov
Poppn, Zrégavov Aackaldkn, Ahe€avdpag ABavaotadn, Taoov Mavtlapivov,
T[avvn Yoyomaidn, Bavag Eévov, Anuntpn Avdpeadaxn, MixaAn Madévn, Oa-

vaon Makpr}, Nivag IManakwvotavtivov, Tlovhiavo Kaykr, Avtavn Ztapepn,

Ept APopa, Nikov ITanadomovlov, Zagov Eayopdpn, Eiprivng Evotadiov k.q.

H éxBeon amokahvmtet makiég kau vEeg {wypaPikés KATAKTHOELS, EVOWHATO-
VOVTAG 0€ auTég ToTia, pvnpeia kat totopieg tng EAN&Sag. Eikoveg ¢ {wiig,
NG evaLoBnoiag Kat TOV OVEIPOV, TTOV CLUVLTIAPXOVV £VTEXVA KL APUOVIKA,
oav kwdikag {wne. H téxvn, avavtippnta, Bpioketat péoa otn {wr), Sikatwvo-
vtag 1 otnAttevovtag Ty alnBeta tg. O mivakag tov Nikodaov Ton Epwg
ko Kévravpog (1896-1898) e€akolovBel va pag fondaet va Sodpe Tov eauto
HOG Kat TNV LoTopia pHag «avapeoa ota @idia kat 0T andoviar, Owg Ypaget o
TIOUTNG OTO OPOTITAO £PYO TOV,* 1) AVAPEDA OTIG HEPEG TOV HEAAOVTOG Kat TOV
napeh8ovtog. Etot, ot vievBuvor g Tpanelag g EAadog pe tv mapovoa
¢xBeon emBopody Ot HOVO va Tpoceyyioovy TO £VPD KOLVO, AN Kal TOVG

PNOTEXVOUG e TO peydho TdBog yia t {wypagik.

Oé\w va ek@paow Ti§ Beppiég pov evyapiloties otov Aokt T Tpdmelag
™6 EANGSog k. Tiavvn Ztovpvapa, otny Ynodowkrtpia ka Xptotiva oma-
KWVOTAVTivov, tov £vBeppa otrpiée Tnv 18éa pHov yla Ty mapovaiacn pepovg
™G XvAloyng g Tpdmelag oto T8pvpa B. & M. Ogoxapaxn. Eniong, otov
AtevBovtry Tov Kévpou Ioltiopov, Epevvag kau Tekpnpiwong g Tpamelag
™6 EAadog k. TTavaywdtn Havaydkn, otny ka Xapt KavehhomovAov kat Tovg
ovvepyareg Tovg. Télog, otov k. Baoiln kat Tnv ka Mapiva @eoxapdkmn, 6Tov
Teviko AtevBuvr Tov I§pupatog k. Pwtn Manabavasciov kat Tovg akobpacTovg
OVVEPYATEG TOVG, TTOV XAPLG OTNV GUECT] CLUTAPAOTACT] TOVG, oOAokAnpwinke

n mapovoa éxbeon.

Taxng Mavpwtag

AtevBuvtng Etcaotikov Ipoypappatog

Tdpupa B. & M. @eoxapakn

* Xpovdg, I1. (1972), ABrva: Trapog.
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BETWEEN THE HUMBLE
AND THE GREAT

The Bank of Greece Art Collection: Commitment to the
Common Good—A Retrospective Review

Forward, a new world shall march,

Or will the old one return?

Kostas Varnalis

(Attalos the Third, Athens: Kedros, 1972; in Greek)

The Bank of Greece presents the thematic exhibition “Parallel Viewing,
curated by Charis Kanellopoulou, at the B & M Theocharakis Foundation.
This exhibition brings together a constellation of acclaimed artists, both past
and present, aiming to foster a meaningful dialogue between creators from
different eras. Throughout the sixteen years of continuous operation at the
B & M Theocharakis Foundation, my foremost concern has been the
presentation of our country’s significant and extensive collections. This
endeavour is an expression of gratitude to the custodians of modern Greek art

and, by extension, of the aesthetic education of the wider public.

Over the years, I have had the privilege to curate these exhibitions: “Masterpieces
from the G.I. Katsigras Art Collection”in 2011; “Modern Greek Art: Treasures
from the E. Averoff Gallery Art Collection”in 2013;“The Remarkable Collection
of the Teloglion Foundation for the Arts, Aristotle University of Thessaloniki’,
which marked the first time these works went on display in Athens, in 2016;
and “Valuable Paintings from the Museum of Modern Greek Art of the
Municipality of Rhodes” in 2019. Additionally, we have showcased selected
pieces from major international organisations, such as the Museum of Fine Arts,

Boston, the National Gallery—Alexandros Soutsos Museum, the Kunstmuseum

Pablo Picasso, Miinster, Germany, the Museum of Modern and Contemporary
Art (MAMC, Saint-Etienne), France, the Romanian National Museum
of Art, and the National Gallery of Bulgaria, among others, as part of our

thematic exhibitions.

Art brings us closer to the sublime—perhaps because artists stand on the
precipice between the moral and the real world. They grapple with light and
darkness, striving to fulfil their mission and uphold the humanitarian element
inherent in their actions. Those entrusted with the art collections of banks,
galleries, and art spaces embrace these principles and values, steadfastly resisting
all that is ephemeral and devoid of worth. Allow me to share a personal reflection:
In 1988, 1 had the privilege of curating the much-discussed exhibition “Review
of a Collection” at the National Gallery, which showcased the National Bank
of Greece Cultural Foundations Collection. The exhibitions title, suggested by
G. P. Savvides, Nikos Svoronos, and K. T. Dimaras, has proven to be prophetic
and pertinent even to this day. It signifies the gravity of a collection’s social

responsibility, its rich conceptual content, and its place in the course of history.

The Bank of Greece Art Collection includes several masterpieces, such as
Nikolaos Gyzis's Eros and Centaur (1896-1898), Konstantinos Volanakis's The
Inauguration of the Corinth Canal (1893), The Landing of Karaiskakis at Faliro
(1895), Faliro Seashore (c. 1885), Yannis Tsarouchis's Portrait of Despina with
Necklace and Earrings (1976), Konstantinos Maleass Monemvasia (1924-1928),
and Spyros Vassiliou’s Athens (1978) and City (1965), to name a few.

Moreover, the Bank ensures the continuous enrichment of its Collection with
representative works by contemporary artists. Many of these works are exhibited
in the current multifaceted and expansive exhibition, which features artists
such as Makis Theofylaktopoulos, Yannis Adamakos, Sotiris Sorogas, Rena
Papaspyrou, George Rorris, Stefanos Daskalakis, Alexandra Athanassiades,
Tassos Mantzavinos, Jannis Psychopedis, Vana Xenou, Dimitris Andreadakis,

Michalis Madenis, Thanasis Makris, Nina Papakonstantinou, Juliano Kaglis,
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Antonis Staveris, Emi Avora, Nikos Papadopoulos, Zafos Xagoraris, and Eirene

Efstathiou, among others.

This exhibition showcases both the historical and contemporary evolution of
painting, incorporating landscapes, monuments, and historical moments of
Greece. These images embody life, sensitivity and dreams, all coexisting skilfully
and harmoniously, serving as a testament to the essence of life itself. Undoubtedly,
art exists within life, justifying or challenging its truth. Nikolaos Gyziss painting,
Eros and Centaur (1896-1898), continues to encourage us to probe ourselves
and our history, where we find ourselves “between snakes and nightingales’, as
the poet writes in his namesake book,* or rather, between days future and days
past. Through this exhibition, the Bank of Greece aims not only to engage the
general public but also to captivate art enthusiasts with a profound passion

for painting.

I extend my sincere gratitude to Yannis Stournaras, Governor of the Bank of
Greece, and Christina Papaconstantinou, Deputy Governor, for their unwavering
support of my proposal to present part of the Bank’s collection at the B & M
Theocharakis Foundation. I also express my thanks to Panagiotis Panagakis,
Director of the Centre for Culture, Research, and Documentation of the Bank
of Greece, and to Charis Kanellopoulou, as well as their colleagues. Lastly, my
appreciation goes to our Founders, Basil and Marina Theocharakis, to Fotis
Papathanasiou, General Director of B & M Theocharakis Foundation, and their
diligent collaborators. It is thanks to their direct support that this exhibition

has come to fruition.
Takis Mavrotas

Director, Fine Arts Programme
B & M Theocharakis Foundation for the Fine Arts & Music

* Chronas, P. (1972), Athens: Tkaros.
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Me nopeia oxedov ekato etdv, n ZuAhoyrn ¢ Tpdnelag tng EAAadog eivau
pia and Tig MAéov avayvwplopéveg GUANOYEG EAANVIKNG TEXVNG, XAPLG OTNV
LOTOPIKOTNTA IOV SLaBETOVY TTOANG €pya TNG Ko OTNY eVOLAPEPOVLTA EKATTIKT
YPa@r OV cLVAVTATAL Ot VeoTepa amokThpatd 6. Hn and v idpvon g
Tpanelag 1o 1928, ovykevtpwbnkav ¢’ autryv épya oNHAivOVTa, WG TIPOG TIG
KOANITEXVIKEG TEXVOTPOTILEG KAl T} VONHATOOOTNOT) TOVG, T 0Ttoial KAAVTTTOUY
Sradoxikég meplodovg.! Qg ek TovTOL, 1) Aoy XapakTnpiletat amd Tig agieg
TNG GLVOYNG Kat TG GLVEXELAG, akolovBdvTag pia otabepr| dtadpopr) amd v

amapyn NG veoeAANVIKNG TEXVNG £wg Tr) oOYXpovi) KAAATEX VKT Snpiovpyia.

Avth n agriynon oyewv TnG veoeAANVIKAG TEXVNG amoTeAel Pacikd AN LA, TOV
gvioyVeTat adtdkoma, cOHPwva pe Tov idto Tov xapaktipa Tng ZvAloyne. Kata
TPpATOV, TIpoOKeLTaL yta pta ZuAAoyr {wypag@ikng, YAUTTTIKAG Kat XAPAKTIKNG, He
LOXLPO TVPTVA WG TTPOG TNV TEXVI TOL 190V Kat pe dvorypa avtalag CuVEXeLag

otov 200 kat Tov 210 awwva. Kata devtepov, j ZuAloyn Kiveitat pev kupiwg otov

1. Zxetikd pe T oVOTAOT Kat TNV opyavwor) g ZvAloyrg épywy téxvng tng Tpamnelag g EAadog,

evdetkTikr avagopd yivetou otny ékdoon Kavelomovhov, X. (2018), Tomor avagopds. Ané T ZvAdoyn
¢ TpdneCag 16 EAAddog, ABrva: Kévtpo Tohitiopod, Epevvag & Texpnpiwong g Tpdmelag tng
EA\ddoc, oeh. 15-20.
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d&ova tng mapacTtatkOTTAG, KaBwg OpWG eUMAOLTI(ETAL HEXPL TIG [EPES HaG
LLE ETMAOYEG LLOVTEPVWYV KAl GUYXPOVWY EPYWY, UTTOOEXETAL YOVILLAL KAl VEOTEPEG
EKQAVOELG TNG EIKAOTIKNG YADooag. Tpitov, mahatdtepa amokTpaTa Kot Kat-
vovupyLeg TIpoabikeg épywv TéXVNG ouvTovi{ovTal Katd KUpPLo AOYO0 TPOG KATIOLEG
KOWVEG Bepatikég avalntnoels, péoa amo Tig onoieg HEAETWVTAL TTAPAdOTLaKEG

KOl VEOTEPEG TIPOOEYYIOELS TOVG AV ETIOXT).

Me yvapova ta mapandavw, otny ékbeon pe titho «IlapdAAnin O¢aon», tnv
omoia gtho&evel to Tdpupa Ogoxapdkn, 70 €pya TEXVNG SLAPOPETIKNG TEXVO-
TpoTiag kat emoxng g ZvAloyrng e Tpamefag tng EAAadog napovatalovra
0TO QPINOTEXVO KOLVO Le okoTO va BpeBodv yla mpwtn @opd oe mapdAAnAn
napovoioorn kat va avaderyel évag avotktog kat Snpovpykog Stdhoyog pe-
tafb tovg. H éxBeon opyavivetal o€ Tpetg KOPLeG EVVOLONOYIKEG EVOTITEG,
V7o Tovg TitAovg «Tomot kat xwpow, «Mvbot kat avOpwmow, «Avvapkr Tng
“eEAetyng’». Xe kabeptia Toug, pkpotepot «kvkAot O¢aone» dnpovpyodvrat
Héoa oToV ekBeTLaKd XWPO- O€ AVTOVG, N TapdAANAN TTapathpron agopd T
oVVOLACTIKT) TIPOCEYYLOT EPYWYV HOVTEPVAG KAt GVYXPOVNG TEXVNG TG ZVANOYIG
HLE LOTOPLKEG ONULOVPYIEG, £TOL WOTE VAL PWTIOTOVY oVVOEDELS, TaparAnAiopoi,

SLapopoTo|oeLs, EVELaPEPOLTEG OVYKPIOELS Kat epunveieg peta&d Toug.

Ot «kvkAow Stabétovy dANote tpoavr| kat AANOTe pn avapevopeva Bepatikd
KaL TEXVOTPOTIKA (ebyn 1) GVVOAQ, SNHoVpYieg SLAPOPETIKDY ETOXWY, MG
napdAAn\wv avalnroewv. Kabe «auvophiar pépvel 0to mpooknvio axéoeig ot
OTIOIEG GLVTACCOVTAL E(TE e OPOVE ELTTVEVOTG ATIO TNV EKAOTIKI] KANPOVOLLE
TV Talatotépwy eite pe Stabeon avatpomng mpog kauvoTtopeg katevdvvoel.
Etot, anokalvntovy 0Tt kdbe epéBiopa tov mepiPaAlovtog 1} Tng pavtaoiag, kot
QLOLKA Ta idLa Ta Epya TEXVNG — WG TTPOG TG Depatikés, Tig 19€eg Kat Tr Hoper
TOUG — AELTOVPYOVV WG TOTIOG EUTTVEVOTG, AVAPOPAS 1] AVATIPOGSLOPLOUOD Yiat
Tov kaAtéxvn. Evtéher, i mapdAAnin B¢aon Siver amodeigelg yia tovg amepto-
PLOTOVG TPOTIOVG LLE TOVG OTI0I0VG oL KaAALTEX VeG tapabétovy, evotepvilovtat

1} amoppinTovy elkoveg kot Sidaypata tov mapeABovTog, ylo To WG TpoxXwpoV

0Tn pakpd mopeia g Iotopiag kat To WG kottody ot K&be chYXpovN emoxn

TOVG TO0O TO TapeNBOV 000 Kat TO [EAAOV.

Xapig KaveAlomovAov
Ap. IoTOPIKOG TNG TEXVNG, EMOTNHOVIKT] LITELOLVY Kau empeATPLAL

™S ZuAoyng épywv téxvng g Tpdmeloag g EANGSog

29 1w



EEEm 30

ART
IN PARALLEL
VIEWING

Spanning almost 100 years, the Bank of Greece Art Collection is one of the
most acclaimed clusters of Greek art, thanks to the historicity of many of its
items and its engagement in interesting contemporary art. Already since its
establishment in 1928, the Bank has been harvesting works that are significant
for their style and denotation, sprawling consecutive art periods.' The Collection
has thus become distinct for its coherence and theme, following a thread that
originates in the dawning of modern Greek art and culminates in contemporary

artistic creation.

A main concern in building the Collection has been that the narrative composed
from different aspects of modern Greek art is always amplified, in tandem
with its “personality”: Firstly, the fact that it is a collection of paintings, prints
and sculptures, with a strong core of 19th century art and a relentless eye on
its worthy continuity in the 20th and the 21st centuries. Secondly, that it grav-
itates towards descriptiveness; being continuously enriched with selections

of modern and contemporary works, however, it has come to also encompass

1. Regarding the composition and structure of the Bank of Greece Art Collection, see Kanellopoulou,
Ch. (2018), Frames of reference. From the Bank of Greece Collection, Athens: Centre for Culture, Research
and Documentation of the Bank of Greece, pp. 15-20.

other expressions of figurative language in a fertile way. Thirdly, that both older
acquisitions and new additions orbit around some common themes, provi-
ding the lens for a study of traditional and newer approaches of the artworks

over time.

With the above in mind, 70 pieces of art from the Collection reach out to art
lovers at the exhibition taking place in Theocharakis Foundation, in the hope
that their first-ever parallel viewing will prompt an open and creative dialogue.
The exhibition includes three sections entitled, respectively, “Places and Spaces’,

» <«

“Myths and People”, “The Dynamics of ‘Ellipsis™. Each one incorporates smaller
“cycles of viewing’, wherein modern or contemporary artworks of the Collection
find themselves side by side with historical pieces, thus shedding light on the
connections, parallelisms, variations, interesting contrasts, and interpretations

that emerge.

The “cycles” contain sometimes obvious and sometimes unexpected thematic
and stylistic duos or mini groups of works, perhaps created in different eras, but
resulting from similar pursuits. Each “conversation” brings to the fore relations
formed either as a result of building upon the heritage of previous artists or as
a consequence of the will to break free from it and move towards innovative di-
rections. In this way, they reveal that every stimulus, be it from the surroundings
or the imagination, and of course the artworks per se—in terms of their subject
matter, ideas and forms—can function as a point of inspiration, a frame of ref-
erence or redefinition for the artists. In the end, this parallel viewing documents
the innumerable ways in which the artists appose, absorb or dismiss images and
doctrines of the past, how they move along the long stretch of history,and how

they envelop, in their own time, both past and future.

Charis Kanellopoulou
Doctor of Art History
Scientific Advisor and Curator of the Bank of Greece Art Collection

31



TOINO!
KAl
XQPOI

«H tomoypagia avtikatontpiCel TV KOLATOVpa TIPLY avanapaoTHOEL T QUOT»,?
ava@épel o LoToptkog Téxvng Simon Schama oto PiPAio tov Landscape and
Memory, TPOKEPEVOL VA VTIOYPAUUIOEL TIWG OTNV ATTELKOVLOT] TOTHWV 1] KOL-
VVIKT pvipn oxetifetat pe Ty Kataokevr} GUUBOAKWY TOTWV KAt XPOVIKWY
neptodwv. Moo, avapvioels, CLUTEPLPOPEG, KVPiapYES AVTINYELG KA emOYTG
AVTAVAKA@VTAL GTOV TPOTIO IOV SIAHOPPWVETAL T TOTLOYPAPLKT| TTapadoon
— OXL LOVO TOV QLOLKOV TOTIOV, AAAA KAt TOV TOTHOV TNG TOANG — HEGA AT TO
avBpwmivo BAépipa kat TIG IOE0AOYIKEG KATAOKEVEG OXETIKA LE TOVG TOTIOVG Kt

TO XOPAKTNPLOTIKA TOVG.

2. Schama, S. (1995), Landscape and Memory, Toronto: Random House of Canada, oe). 61.
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PLACES
AND
SPACES

“Landscapes are culture before they are nature’,? states art historian Simon
Schama in his book Landscape and Memory, in order to stress the way in which,
in landscape painting, social memory divulges the construction of symbolic
places and times. Myths, memories, behaviours, dominant views of each era
are reflected on how landscape tradition—not only of natural but also urban
landscapes—evolves through human gaze and the ideological construction

of places and their features.

2. Schama, S. (1995), Landscape and Memory, Toronto: Random House of Canada, p. 61.

7o avTtd 1o Tpiopa, TNV ¢kBeon To evOLaPEPOV KaL I OTITIKY TWV
Y KOANTEX VOV Yia TO A0 TIKO TOTHO, Kal eldtkOTepa ekeivo TG ABnvag,
HETAPEPOVTAL OTOVG TIPWTOLG «KUKAOVG BEaong» tng evotnrag «Tomot kat
xwpow. Katapydg, pe Ty etkaoTikn kataypagr] e deomdlovoag oxéong mov
dnuovpyeitar avdpeoa oto apyaio mapeAdov kal To ekdOTOTE GVYXPOVO TOTIO
™G MOANG, Xapn oTa ixvn kat Ta OO TIKA XAPAKTNPLOTIKA TOV. XTa €pya
AUTOV TOV «KUKAOL» QaiveTal OTL Ta apyaia pvipeia Kat To AOHEVAPLA TOVG
anoTeAoLV gUPANUATIKA Kat VOOTaAYLKd TOtoonpa NG ABrvag, tkava va Aet-
TOVPYNOOLV WG TEKUNPLAL TNG CLVEXELAG AVANECA OTNV apXaia Kal T VEOTEPN
EANGda. Iotopikég dnuiovpyieg, onwg ta épya Eowtepikov. HapOevawvag (mep.
1870 ew. 1) kaw Ot Xrvdor Tov OAvurmiov Ao (miep. 1870 eik. 2) Tov Bikévtiov
Aavtoa, kabwg kat O Naog 16 Antépov Nikng (X.X-* €lk. 3) Tov Zté@avov Ad-
VTOA AmOTVEOLY TOV Bavpaoo yia To HeYaAelo TG apXALOTNTAG OTA TPWTA
XPOVIaL TOL VEOL EAANVIKOD KpAToug kat PpickovTal og mapaAAnAn Béaon kat
Sidhoyo pe ovyxpova épya tov 21ov atwva. To Avoréidtiko mpwivo oty ABHva
70V 1909 (2014 ewk. 4) Tov Avdpéa Tewpytddn anotelei avamapaotaon evog
abnvaikot dpopov pe povTo Tovg XrdAovg Tov Olvpmiov Adg kat Tov Bpdxo
G AKpOTOANG Kat avaTpo@odoTel TNV elkova TG ovYXpovng ABfvag pe
VOOTAAYIKH Kat YaARVIa aTHOOQALPa TG LOTOPIKNG TOTOYPAPLag TOV TENOVG
Tov 190v awwva. EmmpooBeta, to épyo Pdpos Tiuns otov Anuntpy Hikiwvy
(2018 etk. 5) tov Nikov ITaradomovhov napamnépmnet otn StapodPPWoN TWV
TEPITEX VWV TAAKOGTPWOEWY GTOVG AOPOVG TNG Akpomolng kat Tov Dhondmnmov
A0 TOV ONUAVTIKO APXLTEKTOVA, [UE TN XPHOT HOPPWYV KAl DALKDV oo TNV
apxatoeAAnvikr, fulavtivi) kot Aaikr tapddoor, ekppdlovTag Tov appovIKO
oVVELACO GUYXPOVIG APYITEKTOVIKNG TTapéUBacnG Kat LOTOPIKNG Tapddoong

0TO PLOLKO TOTIIO.
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n this light, at the Theocharakis Foundation exhibition, the interest of
I the artists and their take on the urban landscape, the Athenian one more
prominently, are seen in the first “cycle of viewing” of the section “Places and
spaces”. Firstly, by artistically recording the ruling relation between ancient past
and each time current cityscape, evidenced thanks to its traces and idealistic
elements. Ancient monuments and their remnants are to this day emblematic
and nostalgic Athenian landmarks, irrefutably documenting the continuity of
ancient and modern Greece. Historical paintings, such as The Parthenon (c. 1870;
fig. 1) and The Temple of Olympian Zeus (c. 1870; fig. 2) by Vincenzo Lanza, or The
Temple of Athena Nike (n.d; fig. 3) by Stefanos Lanza, which radiate admiration
for the greatness of antiquity in the early years of the Greek State, are viewed
in parallel and in dialogue with contemporary artworks of the 21st century.
The Spring Morning in Athens of 1909 (2014; fig. 4) by Andreas Georgiadis
is a representation of an Athenian street, with the columns of the Temple of
Olympian Zeus and the rock of the Acropolis in the background; it vests today’s
city with the nostalgia and peacefulness that were characteristic of historical
landscape art at the end of the 19th century. In addition, the work Homage
to Dimitris Pikionis (2018; fig. 5) by Nikos Papadopoulos makes reference to
the architect’s paving at the Acropolis and Philopappos hills, using forms and
materials from ancient Greek, Byzantine and popular tradition, which evince
the harmonic combination of natural surroundings, modern architectural

intervention and historical tradition.

Eik. 1. Bikévuos Advtoas, Eowiepikdv. MapBevivas, nep. 1870.
Fig. 1. Vincenzo Lanza, The Parthenon, c. 1870.
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Eik. 2. Bikévuos Advtoas, O1 Studor tou Ofupniou Aids, nep. 1870. Eik. 3. Ztépavos Aavtoas, O Nads tns Antepou Nikns, X X.
Fig. 2. Vincenzo Lanza, The Temple of Olympian Zeus, c. 1870. Fig. 3. Stefanos Lanza, The Temple of Athena Nike, n.d.
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Eik. 4. Avbpéas Mewpyiadns, Avoigidtiko ripwivé otnv ABnva tou 1909, 2014,
Fig. 4. Andreas Georgiadis, Spring Morning in Athens of 1909, 2014.

Jff?"'} LALH s

Eik. 5. Nikos NManadénounos, ®dpos tiuns otov Anunitpn lMikicovn, 2018.
Fig. 5. Nikos Papadopoulos, Homage to Dimitris Pikionis, 2018.
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ABfva kat ot alayég Tov TPOTOTOL TNG HeyaAoVTOANG KevTpifouv
H 10 evOlaPEpov oelpds EAMvwy kaAAitexvav petamolepkd kat péxpt
TN o0yxpovn emoxn. ZTov «kbkAo BEaong» mov apopd SLapopeTIKéG AMEIKOVI-
0€1G OYeWV TNG EANVIKAG TP TEDOVOAG EVTACOOVTAL KATApXAG VO épya TNG
Sexaetiag Tov 1960: atov ApdnTTo (1960 €1Kk. 6), 0 Tlavaywwtng Tétong toviet
v avtiotén avapeoa 0to Sopnevo meptPdrlov, mov oxnuartifeton péoa ano
YEWUETPIKA OXTHUATA KAl EVTOVEG XPWUATIKEG ETIPAVELEG, LUE TO QPLOIKO TOTIHO
mov «mapepPaiver» o 0TOV Xwpo, evw oty Ioireiar (1965 eik. 7), 0 Xmo-
pog Baotheiov petagépet Tov Takpod TG TukvoSopnuévng mOANG pe peaAlopo
Kat pukpoypagikry Stabeon. Madi toug Bpiokovtat oe Stdhoyo épya avyxpo-
vov EAAvov Snpovpywy, 0Tig avanapactdoelg Twv omoiwy epgavifovtat
olkeieg elkOVeg Kat ovpPola TG MOANG. Zto AOKva, vuyTepivo (2014 ewk. 8), 0
Avtovng ZtaPepng ovvOetet pua Ppadivr amoyn g mpwtebovoag, Ty onoia
Xapaktnpifovy n pevotr) avtiAnyn Tov XpOvoL Kat i Kivon Tng moAnG vmo to
VoPANTIKO PG Tov ovpavov. H Ilpwtoypovic Tov 2018 oty Abnva (2019
elk. 9) Tov HAia IamanAwékn, €pyo mpoowmikng avapvnong ahAd Kat lOTOPIKNG
AVAPOPAG, ATEIKOVICEL Lt Gy TOL Pvnueiov Tov AYyvwoTov ZTpatiwTn Kat TV
aMayn epovpds twv Evlwvwy, péoa and Aitr {wypagkn yY\dooa, pe Ty onoia
ATOTLTIWVOVTAL Ta ATtapaiTTa Kat GLHPOAKA OTOLXELA YLa TNV aPr)ynoT avTob
Tov ovuPavtog. Xto Apaduara ke mAipfog (2012- ewk. 10) Tov Zagov Eayopapn,
KTiopata, pynpeia kot KaTokot TG TOANG Tapovatdfovtal oe £vav {wypagika
pHetaParopevo, evoidueco xwpo Hetadd TPaypaTIKOD KAl QavTaolakov, OTov
o Deatng Staypdget pia eAevBeprn Sladpopn TapaTipnonG Kat CLVELPHIKNG
avayvoong ovpporwv. Téhog, n Eiprivn EvotaBiov diepevvd tn ovloykn ka
TV apyetakn pviun, kabag enegepydletal oto dimtuxo g Gate I (2017-2019:
elk. 11) VAo kataypagrg — BivTeo kat pwToypagies — amd abnvaikég meploxés.
210 £pyo NG, ot elkoveg auvdvdlovtat oe StagopeTikd enineda, avoiyovtag
TEPACHATA OTIOV 1) GVYXPOVI TTPAYHATIKOTITA KAl T} LOTOPIKOTTA, TO LOLWTIKO

PAéppa kat i dnpoota oyn ¢ ABnvag Staotavpwvovra.

thens and the changing “faces” of the metropolis have aroused the interest
A of many a Greek postwar artist until today. The “cycle of viewing” that
comprises different depictions of the Greek capital presents, firstly, two pieces
from the 1960s: Ardettus (1960; fig. 6) by Panayiotis Tetsis, a landscape where
the built environment shaped through geometric patterns and bright colour
surfaces acts as a foil to the natural landscape which “intrudes” into the space,
and City (1965; fig. 7) by Spyros Vassiliou, a triptych that conveys the pulse of the
densely built city in a realistic and miniaturist approach. Conversing with these
are paintings by contemporary Greek artists, in the representations of whom
emerge familiar images and symbols of the city. Athens, nocturnal (2014; fig. 8)
by Antonis Staveris composes a night view of the Greek capital, marked by a
fluid perception of time and the city traffic, as seen under the evocative glow of
the sky. The New Years Day of 2018 in Athens (2019; fig. 9) by Ilias Papailiakis,
coming from a personal memory but also as a historical reference, shows an
aspect of the Unknown Soldier Monument and the changing of the Euzones
guard, using an unadorned painting idiom that speaks of the necessary and
symbolic elements which form its narrative. In Sculptures and the Crowd (2012;
fig. 10) by Zafos Xagoraris, buildings, monuments and inhabitants of the city
populate a changing, intermediate space between the real and the imagined,
where spectators are free to take their own observation itinerary and engage
in an associative reading of symbols. Finally, Eirene Efstathiou looks into the
collective and archival memory, remastering recording material —videos and
photos—from different areas of Athens in her diptych Gate I (2017; fig. 11).
In her oeuvre, images are combined at different levels, opening crossings where
contemporary reality and historicity, individual gaze and the public view

of Athens meet.
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Eik. 6. Mavayidtns Téwons, Apdnttods, 1960.
Fig. 6. Panagiotis Tetsis, Ardettus, 1960.

Eik. 7. ZnUpos Baoifeiou, MloAiteia, 1965.
Fig. 7. Spyros Vassiliou, City, 1965.
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Eik. 8. Avtwvns Z1afepns, ABnva, vuxtepivo, 2014. Eik. 9. HAias Mananfidkns, H Mpwroxpovid tou 2018 otnv ABrva, 2019.
Fig. 8. Antonis Staveris, Athens, nocturnal, 2014. Fig. 9. llias Papailiakis, The New Year's Day of 2018 in Athens, 2019.
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Eik. 10. Zagos ayopdpns, Aydduarta kar nAnBos, 2012. Eik. 11. EipAvn EuotaBiou, Gate 1, 2017.
Fig. 10. Zafos Xagoraris, Sculptures and Crowd, 2012. Fig. 11. Eirene Efstathiou, Gate /, 2017.
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t «kOKAot Béaong» mov akolovBovv oxetilovral pe TV anelkovion
O TOV YUOIKOV TOTIOV, TO OTIOLO EUTVEEL ATOKAAVTITETAL KAl EPHNVEVETAL
adtdkomna oty eMNnvikn {wypagukn. H 0dlacoa kat to dvabpo mpwtayw-
VIOTOUV KATAPYAG OTLG ATOTIELPEG KATAKTNONG (Lag SUTIKOTPOTNG EKPPACT|G
OTNV avanapaoctaon katd tov 190 atwva, aAAd kot émerta 0TI avalnTioels g
EAMNVIKNG TOVTOTNTAG HECW TG TTPWTOTOPLAG KAl TOV [LOVTEPVIGUOV, KAl GTOVG
TELPAPATIOUOVG TNG GVYXPOVIG EIKAOTIKNG YPAPTG. Z€ EVAV TIPWTO «KVKAO
O¢aong», ot Bapkes oty appovdii (1872-1874- eik. 12) dtakpivovtatl xapn oto
1S10TVTo ApIKd Kat ekPPacTiko Wiwpa Tov Iwdvvn AATapovpa Kat eKTEUTOVY
Ta S1ddypata Kat TV ATHOCPALpa TV XPWHUATWY TNG POPELag EVPWTAIKNG
{wypagukng péoa otnv onoia yahovxrdnke o wypdgog. To épyo épxetat oe
avtioti€n apxua pe to Tormio (1917-1920- ewk. 13) tov Kwvotavtivov Maléa, tov
XAp1| O IUTPECIOVIOTIKA KAl LETA-IUTTPECIOVIOTIKA XAPAKTNPLOTIKA — OTIWG TO
TV aVAYAVQO XPOLLAL, TO £VTOVO TEPLyPALILLA KAl ) OXNHATOTOHEVT amddoon
TV ETUPAVELDY — ATTOKTA LOVTEPVIOTIKEG CVHPOAIKEG TpoekTdoels. Emetta pe To
QTTTA AVAYALPO Kot APUPETIKA atoSIOOHEVO — GOtV PEVYAAEQ AVAUVTOT) — TTAPAL-
KTo Artwhikd (2013 ek. 14) Tov @avaon Makpr)- aAAd Kat pe T pealOTIKN
Kot Oe&loTexVIKn WG TIPOG TN AeMTOUEPELR TIEPLYPAPIKOTI|TA IOV XapakTNpilet
10 ¢pyo Ttov [twpyov Baphapov Opervo tomio (1959- eik. 15). To mépaoua mpog
Hiot avay Vo) TG TOTILOYPAPIaG [LE EVVOLOAOYIKA XAPAKTNPLOTIKA TIPOCPEPETAL
péoa ano to épyo Composition of a Landscape #2 (1984 eik. 16) tov Baképlov
Kahovton. O kaAAtéxvng gwtoypagiCet tomtia tng Kpritng kot tng Notiag
TaAiag kat eumvéetat amo avtd yla tn dnpovpyia katvovpytwy ovvletwv
TOTILOYPAPLDY, IOV AVIIKOLY TAVTOXPOVA OTO TPAYHATIKO KAl TO YAVTATLAKO.
[a 0 Snpovpyia TOL TOTHOV (e TOVG ATOKPNUVOVG LVIHELAKOVG PPAXOvG Kat
N xapnAn Praoctnon, o Kahohtong olkelomoteital apxikd TiG QuTOYPAPUKEG
EIKOVEG, TIG emavaovvOéTel pe KOAA( kat emepPaiver pe poAVPL kot Xpwpata.
To anotéheopa potdlet TOGO PealoTIKO GO0 Kal «aTOKOOHO», kaBwg eivat
évtovn 1 aioBnon g «epnuomnoinong», cav éva mpWIo oXoALo yia T Piatn
enéuPaot) Tov avBp@ToL 0T PVOT) Kal TIG OLKOAOYIKEG aVI|OLYieG TG oVYXpO-

VG TIPAYHATIKOTNTOG.

he “cycles of viewing” that follow revolve around the depiction of natural
T landscape, which has always been inviting Greek artists to reveal and
interpret it. The sea and open air perform centre stage in the 19th century
attempts of Greek painters to conquer a westward-looking way of expression,
but also afterwards, in the searches for a Greek identity through avant-garde
and modernism, and in the experimentations for a contemporary style. In a
first “cycle of viewing’, the work Boats on the Beach (1872-1874; fig. 12) stands
out thanks to the special lyrical and expressive idiom of loannis Altamouras,
which echoes the teachings and the colour atmosphere of Northern European
painting to which the painter had been exposed. This painting is juxtaposed, first,
to the Landscape (1917-1920; fig. 13) by Konstantinos Maleas which, because of
impressionist and post-impressionist elements—such as the impasto technique,
the bold outline and the stylization of surfaces—takes on modernist symbolic
extensions. There follow coastal Aetoliko (2013; fig. 14) by Thanassis Makris,
drawn with a relief quality and abstraction—revoking a fleeting memory; and
Mountain Landscape (1959; fig. 15) by Giorgos Varlamos, with the realistic
and artfully detailed descriptiveness that is characteristic of the painter’s
work. The transition to a reading of landscape art in conceptual terms is made
possible in the work Composition of a Landscape #2 (1984; fig. 16) by Valerios
Caloutsis. In it, the artist draws from Cretan and Southern French places to
create new complex landscapes that are as much a thing of reality as one of
imagination. In the creation of the landscape with the steep, monumental rocks
and the low vegetation, Caloutsis initially works on photos that he appropriates,
re-combining them through collage and writing on them with pencil and
colours. The result is both realistic and “otherworldly”, with a strong sense
of “desertification” that acts as an early comment on man’ violent intervention

in nature and on today’s ecological concerns.
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Eik. 12. lwavvns Adtapoupas, Bdpkes otnv aupoudid, 1872-1874.
Fig. 12. loannis Altamouras, Boats on the Beach, 1872-1874.

Eik. 13. Kwvotavtivos Manéas, Torio, 1917-1920.
Fig. 13. Konstantinos Maleas, Landscape, 1917-1920.
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Eik. 14. ©avaons Makpns, Aitwiko, 2013.
Fig. 14. Thanassis Makris, Aetoliko, 2013.

Eik. 15. Nwpyos BapAdapos, Opevo tonio, 1959.
Fig. 15. Giorgos Varlamos, Mountain Landscape, 1959.
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Eik. 16. Banépios KadoUtans, Composition of a Landscape #2,1984.
Fig. 16. Valerios Caloutsis, Composition of a Landscape #2, 1984.

EMAVATOTOOETNON WG TTPOG TNV AVAYVWOT) THG PUOTG HE YVWHOVA TNV
H £VTaOT) Kal TOUG GVOXETIOHOVG XPOHATOG Kal Kiviong, kabwg kat Ty
gpUNVELQ TOV QTOG, xapakTnpifet Ta épya Tov Sebtepov «kdkAov Béaonc»
TIOV APLEPWVETAL OTHV AVATIAPAGTACT) TOV QLOIkov ToTiov. Edw, o Tomio
(1922-1930- e1k. 17) tov Anurtprov Takavn epgavifel Tig apytké enppoEg Tov
{wypagov ano tov Cézanne Kat To Kivijpa Tov @wPLopov, kabwg n évtaon Twv
XPWUATWY KoL 1] CUVTOVIOUEVT) TTAAUKT KIVOT OAWV TwV avTikeluévwv divouv
Vv aicOnon [ag atpHooPaLpIKnG Kat TOVWTIKAG abpag Katd Tn StépKeta Tng
Kahokatpvrg pépag. Ztn MovepPaoud (1924-1928: ewk. 18) Tov Kwvotavtivov
Moaléa, ot poppeG amodidovTal pe XpwpaTa TAAKATA KAt «OVOSOLKA», EVED
TO OTOLXEID TNG PWTEVOTNTAG pHeTaPEPeL dpeoa kat {wvtavd Ty aichnon evog
eAnvikov Tomiov g vmaifpov. Eto Xwpio oty Aéofo (1924 ex. 19), 0 Xmo-
pog ITanalovkdg cuvevdVeL XapakTnpLloTikd TG fulavTtiviig etkovoypagiag
— OTIWG 1) PPAXVLVOT TNG TPOOTITIKAG KAl 1} EAAXLOTOTOINOT) TWV OYKWYV — UUE
v kaBapotnTa TG SopNG Kal TIG EVTOVES AVTIPEAAIOTIKEG ATTOXPWOELG TWV
HOVTEPVIOTIKWYV eTppowV Tov. Kat Ta Tpia épya ovvavtwvTal fe TN QwTEL-
VI| Kal yepatn péov xpwpa vdatoypagia tov MixaAn Madévn Ydpa (2014
elk. 20) kat pe To mépro (2023 ewk. 21) Tov TlovAavo Kaykr: éva tomtio ota
Opta peTagh avanapdotaong Kat apaipeons, pe Suvapkr e§mpectovioTIk Xet-
povopia oTn SLaHOPPWaT) TOV, TOL TTPOoKAAel TOV Deatr| Vo avakaTaokevdoet
TNV eKOVa amo Ta fXvN) TNG Kat va Tpoodlopicel TV a@rynon Héoa amod Tnv

TPOCWTIKN KATAVONOoN.
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new reading of nature guided by the intensity and the interrelation
A of colour and movement, as well as the interpretation of light, is the
characteristic that underlines the artworks of the second “cycle of viewing” which
addresses the representation of natural landscape. Here, the Landscape (1922-
1930; fig. 17) by Dimitrios Galanis mirrors his initial influences from Cézanne
and the Fauves in terms of the intensity of colour and the combined pulsating
movement of all the objects, which suggest an atmospheric, invigorating
breeze on a summer day. In Monemvasia (1924-1928; fig. 18) by Konstantinos
Maleas, the forms appear in solid, plain colours, while of crucial importance
is the intensity of light, directly and vividly conveying the feeling of the Greek
rural landscape. A Village on Lesvos (1924; fig. 19) by Spyros Papaloukas fuses
elements of Byzantine iconography—such as the frontal view and the extreme
flattening—with the purity of structure and the intense unrealistic tones of his
modernist influences. All three works appear in parallel with the bright and
filled with fluid hues watercolour Hydra (2014; fig. 20) by Michalis Madenis
and with The Park (2023; fig. 21) by Juliano Kaglis: a landscape on the border
between representation and abstraction, and with a strong expressionist gesture
in its formation which invites spectators to reconstruct the image from its traces

and to freely decide on the narrative it involves.

Eik. 17. Anpntpios Fafdavns, Tonio, 1922-1930.
Fig 17. Dimitrios Galanis, Landscape, 1922-1930.
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Eik. 18. Kwvotavtivos Manéas, MoveuBaoid, 1924-1928.
Fig. 18. Konstantinos Maleas, Monemvasia, 1924-1928.
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Eik. 19. ZnUpos Nanafoukds, Xwpio otn AéoBo, 1924.
Fig. 19. Spyros Papaloukas, A Village on Lesvos, 1924.

61



mmm s 63 I m

LRI LT g ey

ot v =
Ll Ak e

Eik. 20. MixaAns Madévns, Yopa, 2014. Eik. 21. T¢oufidvo Kaykdns, To ndpko, 2023.
Fig. 20. Michalis Madenis, Hydra, 2014. Fig. 21. Juliano Kaglis, The Park, 2023.
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T0 T¢\0G TG evOTNTAG, DO GLYXpOVa £pYa TEXVIG CUVVLTIAPYOLV ETIYEL-
Z PWVTAG pe TH DEUATIKT) TOVG TNV WOUWOT) LOLKOD KAt AGTIKOD TOTHOL pe
PEAALOTIKOVG KAl VTIEP-PEANLTTIKOVG OPOLG. XT0 €pyo Tov Anurtpn Avopeaddkn
Zovvepa mévw amd Ty ABva (2001 eik. 22), 0 {wypapog viauvicoetat Tov
XWpo TG mOANG, kabwg Tov amodidel 6To oKOTAdL TO EVOLAPEPOV peTAPEPETAL
0T SLAOPPWET) TOL OVPAVOD KAl GTO PUOIKO PALVOLEVO TWV GUYVEPWY — HLOG
QeVYAAEAG OTLYNG IOV UITOPEL VA XAVETAL OTOV EMTAKTIKO pLOUO TG ohYXpO-
VNG MOANG. Ze mapdAAnAn O¢aon, oto €pyo Slalom (2022 e. 23) and v Ho
Ayyehn, 1) Vo1 eloXwpEL EVTOG EVOG TOALSOUNUEVOL XWPOV, 0 OTTOi0G Statnpei
YVOPLLA XAPAKTNPIOTIKA, EVED AVOLYETAL TAVTOXPOVA OE AYVWOTA YAVTACLAKA.
Me Ta 0pta v avatpémovTa, 1 avayvwor TPOCPEPETAL AVEUTOSIOTI), AVOLKTH

OTNV TPAYUATIKOTATA Kat T1 gavTtacia, diywg kablepwpévoug kavoveg.

t the end of the section, two contemporary pieces co-exist in an attempt
A to achieve the osmosis of the natural and the urban landscapes, through
their subject matter, in realistic terms and beyond. Dimitris Andreadakiss Clouds
over Athens (2001; fig. 22) 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 parallel viewing, Slalom (2022; fig. 23) by Io Angeli has nature
invading a heavily built space with familiar characteristics, opening at the same
time to unknown imaginary ones. With the boundaries upended, the reading
becomes unobstructed and vacant for both reality and imagination, outside

established rules.
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Eik. 22. Anphtpns Avdpeadakns, Juvvepa ndvw and tv Abriva, 2001. Eik. 23. Hod Ayyedn, Slalom, 2022.
Fig. 22. Dimitris Andreadakis, Clouds over Athens, 2001. Fig. 23. lo Angeli, Slalom, 2022.
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«O pvBog eivat €vag awviog kabpéPTng eVTog Tov omoiov PAEMOVE TOV EAVTO
pag».* Kabwg dtaPalovpe Toug pobovg — 0Tig TpoowmonotoeLs, Ta LoTifa Kat
TIG LOTOPiEG TOVG — avTIAApPavopacTe Tr SLVATOTHTA IOV TTPOGPEPOLY GTNV
KATAVONOT| TNG TPAYHATIKNG pVONG TG avBpwnotnTag, Tn StapovikoTnTa
KO TV OLKOLHEVIKOTTA TOVG. Ot poBot «enyobv» gavopeva kat yeyovota,
amo yevId 0 YEVIA, TPOOPEPOLY epunveieg TpLy amd Tn ypanth Iotopia kat v
KATAKTNOT TNG YVWONG He TNV emoThpn. Me T okéyn avtn, n devtepn evotnta
™G éxeong Stepevva v avaykn tov avhpwmov va dnuiovpyei pobovg kat
0TI CLVEXEL TN HETAYEVEDTEPT), OLYXpOVN Kabnuepvotnta Tov. Etol, péoa
amo pia oelpd TapaAAnAng CLVAVTNONG EPYwWY TEXVNG, EMIKELPELTAL VoL avadel-
xBovv n apyetumkn adia Twv ovpPoAiopwy kat 1 Suvapki Tov PeaALoHOY OTHY

kaBnuepwvr «nboypagion.

3. Bierlein, ]. E (1994), Parallel Myths, New York: Ballantine Books, oe\. xiii.

69 I m



mmm 70

MY THS
AND
PEOPLE

“Myth is an eternal mirror in which we see ourselves’;’ as we read the myths
—their personifications, patterns and stories—we perceive their intertemporality
and universality, but also the potential they proffer in our understanding of
the real nature of humanity. Myths “explain” phenomena and facts, from one
generation to another, presenting us with interpretations that are older than
written history and the scientific conquering of knowledge. In this regard, the
second section of the exhibition explores the human urge to create myths and
then everydayness. Through instances of artworks presented in parallel, the
endeavour lies in emphasizing the archetypic value of symbolisms and the

dynamics of realism in everyday genre painting.

3. Bierlein, . E (1994), Parallel Myths, New York: Ballantine Books, p. xiii.

eAnvikr apxatdtnta kat ppboloyia éxovv anotehéoel Oepélio Aibo
H yta tn Stapopewon g edvikng tavtotnTag twv NeoeAivwv tov 190
adva, aAA Kat oMpeio avagopdag wg Tpog Ty vioBétnon Wewv kat aflwv péxpt
T ovyxpovn emoxn. Ztnv Téxvn, | puboloyia amotehel uitpa éumvevong oe
¢pya 1Tov emTOOY TNV EMAVEKTIUNOT TOL apXaiov KOOHOL kat TV avapiwon
Tov pvbov, emevdbovtag kabe opd o€ SlaQOPETIKEG PN VEiE IOV ATOKTOVY
TOANEG QOpPEG AAANYOPLKEG Kat GUUBOAIKEG TIPOEKTATELG. XTOV TPWTO «KUKAO
Oéaonc» avtrg g evotnTag mepthapBavetat n epPAnuatikn HaAdada AOnvi
(1887 ek. 24) tov NikoAaov v, épyo to omoio evappovifetar pe Tig avalnti-
OELG TNG ETOXTG TOV, PUOLKA péca Ko artd Tr ovpPolikr) kau Aertovpyikr) adia tov
ws oxediov yta o MdBapo tov Iavemotnuiov ABnvawv. Me epgaveig emppoég
and 1o Jugendstil Tng Biévvng, alkd kat 0to mAaiolo Tov VEOKAAGIKIGHOV, TO
AdBapo ametkoviCet tn Oed ABnva, £xovtag 0TOXO Vo PEPEL CUVELPLIKA OTO

TIPOOKIVLO TIG ApETEG Kat TG LO€eG TTov 1 idta ekmpoowel wg cOpBolo cogpiac.

H diepebvnon elovoypa@ikv TOTWV and Tov apXaio KOoHo avadetkvoeTal
ota épya Imtdpevy Nikn (1928 eix. 25) kaw Apyaixo (1926 ik. 26) Tov Miyank
Aelo0. Ztig pehéteg avTég, Tov anotedovv SOKIUEG yla peTayevéoTepeg axedia-
OTIKEG K XAPAKTIKEG Spiovpyieg Tov, 0 {wypapog amotunwvet Bépata anod Ty
apxaio EAANVIKN YAUTITIKT Kol apXITEKTOVIKT) TOV 50V Kat Tov 4ov atwva 1.X.,

aflomolwvTag MANPWG Ta XAPAKTNPLOTIKA KAt TIG ApXEG TNG KAAOIKNG atoOnTiki.

210 id10 MAaioto Béaong, ot aQaLPETIKEG HOPPEG TG BEOTNTAG TNG YOVIHOTNTOG
Bavfag, tng mpwbiépetag tov pavteiov twv AeAwv ITvbiag kot TG VOUQNG Tov
Oeob Alovooov Bakyidog (2022- eik. 27) and T Bava Eévov ovvopdody pe ta
LOTOPIKA épya TNG XVANOYTG oL oxeTifovTat e Tov apxaio kOopo, epufadivo-
VTOG OTIG £VVOLEG TOL TTapeADOVTOG Kal TNG LOTOPIKTG CUVEXELAG TWV GVUBOAWV
HEoa Ao TN GLYXPOV EIKAOTIKY Ypagr). Me yvwpova Ty katavonon tng vmap-
Ene kat t Babutepn yvwon tov eavtod, n kalhitéxvida ametkovifel avTéG Tig
APXETLTIKEG YUVAUKELEG [LOPPEG, OL OTIOIEG OTT) GVYXPOVI EKSOXT| TOVG PEPVOLV
0TO TPOOKIVIO TWV avalntrhoewy Bépata yvvatkeiag vIoOOTAONG, TAVTOTNTAG

Kol KOVwVIKnG Oéong.
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Zvvakorovba, oto épyo A Classic Profile (2022- eix. 28) tng Eut ABopa, 1) eikova
HLAG AYAAATIVIG TIPOTOUNG, WG AVAPOPE TNV EAANVIKI| KATPOVOLLA KAl G
AVAPVNON TNG KATaywYNG TNG KAAMTEXVISAG, CUVUTIAPXEL LE TV TPAYHATIKO-
TNTa NG KabnpepvotnTag TG o€ £va etk ToTio. XToV Tivaka, GTOV 0Toio
KupLapyel 0 SIAAOYOG e TIG TIPWILEG APXEG TOV LOVTEPVIOHOV WG TTPOG TNV
TIPOCEYYLOT TOL XPWHATOG KAt THG QuTeVOTNTAG, I APOpa enavampoadiopilet
£VVOLEG OTIWG O «TOTOG» KAl 1] «TAVTOTNTA, kabwg oVyXpOVN TpAYHATIKOTNTA
Kat pofoloyia CLYKALVOLY ATPOGHEVA HETA ATTO CLVAVTIOELG PALVOUEVIKA

ETEPOKANTWV AVTIKEHEVWY KAt GUUBOAWY.

reek antiquity and mythology have been the cornerstones upon
G which the national identity of modern Greece was built during the
establishment of a Greek state in the 19th century, but also a point of reference
for ideas and values that remain timely until today. In art, mythology became
the womb from which inspiration dawned on works that necessitated a re-
evaluation of the ancient cosmos and the revival of myth, investing in different
interpretations that at times beget allegorical and symbolic extensions. Thus,
in the first “cycle of viewing” of this section one can find Pallas Athena (1887;
fig. 24) by Nikolaos Gyzis, a piece attuned to the artistic quests of its time through
its symbolic and functional value as a design for the flag of the University of
Athens. With clear influences from the Viennese Jugendstil and in the framework
of Neoclassicism, the flag features goddess Athena, with the obvious intent to
evoke the virtues and values which the deity stood for as a symbol of wisdom.
The exploration of iconographic types passed down from antiquity is prominent
in the works Flying Nike (1928; fig. 25) and Archaic (1926; fig. 26) by Michael
Axelos. In these representations, that form studies for his forthcoming drawings
and prints, the painter depicts thematic repertoire images from the ancient Greek
sculpture and architecture of the 5th and the 4th centuries BC., by drawing on

the characteristics and the values of classical aesthetics.

In the same “cycle’, the abstract figures of the goddess of fertility Baubo, the
high priestess at the Oracle of Delphi Pythia and the nymph of god Dionysus
Vakhis (2022; fig. 27) by Vana Xenou converse with historical pieces from the
Collection that relate to the ancient world. Here, contemporary style allows for
an exploration into concepts of the past and the intertemporal continuity of
symbols. Striving to understand life and to acquire a deeper knowledge of the
self, the artist depicts these archetypical female figures who, in their modern

version, call attention to issues of femininess, identity and social standing.

Consequently, in the piece A Classic Profile (2022; fig. 28) by Emi Avora, the image
of a bust sculpture, as a reference to Greek heritage and a recollection of her

descent, co-exists with the reality of her everydayness in an exotic background.
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In the painting, where the dialogue with early principles of modernism is
evident in the approach to colour and brightness, Avora redefines concepts
such as “place” and “identity”, having contemporary reality and mythology
converge unexpectedly through the meeting of apparently incongruous objects

and symbols.

Eik. 24. NikéAaos Iadns, Mandds ABnvd (ox€b1o yia 1o NdBapo tou Maveniotnpiou ABnvav), 1887.
Fig. 24. Nikolaos Gyzis, Pallas Athena (design for the flag of the University of Athens), 1887.
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Eik. 25. Mixani A§enés, Intduevn Nikn, 1928. Eik. 26. Mixanfi A§ends, Apxaiko, 1926.
Fig. 25. Michael Axelos, Flying Nike, 1928. Fig. 26. Michael Axelos, Archaic, 1926.
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Eik. 27. Bava Tévou, BauBw, Tubia, Bakxis, 2022. Eik. 28. Epi ABSpa, A Classic Profile, 2022.
Fig. 27. Vana Xenou, Baubo, Pythia, Vakhis, 2022. Fig. 28. Emi Avora, A Classic Profile, 2022.
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TOV €MOEVO «KVUKAO Béaong» evtdooovTtal €pya TEXVNG OTa omoia
Z avadetkvOeTatl 1 gUVOEOT) TNG EIKACTIKNG YPAPNG HE TNV TONTIKT, EVW
KOO onpieio avapopag eival 1 apxaio eAAnvikn kAnpovopua. To Iadipynoro
oAokavoto (1992- ewk. 29) amotehei xapaktnptoTiko deiypa TG SovAeldg Tov
Tiwpyov Aafoyka TO00 wg TPOG TNV TEXVIKY kat TV déa Tng Stapopewong
TOV MAAIUYNOTOL — TNG LOTOPIKNG SLACTPWHATWONG XPOVOL KAl XWDPOL — 0G0
KAt WG TTPOG TNV Avagopd oTny apXatdtnta fe Ty aflonoinon onapayatwy
KOANMTEVIKNG YPAPHG — YAUTTTIKAG Kat ayyetoypagiag — anod to mapeAfov. Zta
¢pya g Nivag Iamakwvotavtivov Oufjpov IMidde (paywdia y) (2019- ewk. 30)
Kat Apiotogivy, Nepélar (2011 ewk. 31), n kaitéxvida Siepevva tn oxéon
HeTa&h TOV KEWEVOL KAt TNG EKOVAG TOV, HETAD TNG YPaPriG KaL TOV iXvovug
AUTNG. ATIO TN HETAYPAQPT) TOV EKAGTOTE KELHEVOD OF [ial LOVASIKT| ETULPAVELQL
oxediov TPOKDTTEL Lot EKOVA SLAPOPETIKN WG TIPOG TNV TVKVOTNTA KL TNV V@],
EVW TO APXAi0 KEIUEVO ATTOKTA CLUTVKVWHEVT] OTITIKT) VTTOGTACT], HECQ ATIO TT)
XEPWVAKTIKY epyacia Tng Snpovpyod. Me tnv idia mpobeon avagopdg oTnv
eANVIKT) apXatdTnTa, OpWG TPog dtagopeTikr ontiky katevbBuvon, o Tidvvng
Yoyomaidng ouvOétet Ta épya anod tn oelpd Hoovikds EAnivwp (2010 eik. 32).
KaOe épyo anotelei To etkaoTikd andToko Tov SIAhOYOL TOL Avoiyel pe TV
noinon tov [lwpyov Ze@épn kat Tavtdxpova e TV opnpikr Odvooeia, £Tot
Onwg emeloOdLa TV TepLeTeLwV Tov EATvopa anotumwvovTtat oTa ot pota

tov ENAnva mout.

n the next “cycle of viewing’, we find artworks where painting and poetry

meet against the backdrop of ancient Greek heritage. The Palimpsest
Holocaust (1992; fig. 29) is a characteristic sample of Yorgos Lazongas's
oeuvre, on the one hand because of its technique and the idea of creating a
palimpsest—the historical layering of time and space—and on the other hand
because of the reference it makes to antiquity with the utilization of shards of
ancient art—sculpture and vase painting. In the works by Nina Papaconstantinou
Homers Iliad (rhapsody y) (2019; fig. 30) and Aristophanes, The Clouds (2011;
fig. 31), the artist explores the connection between text and its image, between
scripture and its traces. From the transcript of each text on a single design
surface there emerges an unalike image in terms of density and texture, with
the ancient text acquiring a thick visual presence, thanks to the manual toil of
the painter. With the same intention of making reference to Greek antiquity,
but a different visual orientation, Jannis Psychopedis composes the works in
the Sensual Elpenor (2010; fig. 32) series. Each work is the artistic aftereffect of
his simultaneous dialogue with George Seferiss poetry and Homer’s Odyssey,
as episodes from the adventures of Elpenor are distilled into the poems of the

Greek nobelist.
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Eik. 29. Nwpyos Aaloykas, [Tadiuynoto oAdkauoto, 1992.
Fig. 29. Yorgos Lazongas, Palimpsest Holocaust, 1992.

Eik. 30. Niva Manakwvaotavtivou, Ounpou IAidda (pawwbia x), 2019.
Fig. 30. Nina Papaconstantinou, Homer’s lliad (rapsody x), 2019.
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Eik. 31. Niva Manakwvotavtivou, Apioctopdvn, Nepédar, 2011,
Fig. 31. Nina Papaconstantinou, Aristophanes, The Clouds, 2011.

Eik. 32. Ndavvns Wuxonaidns, ano tn oeipd Hoovikds EAnrivwp, 2010.
Fig. 32. Jannis Psychopedis, from the Sensual Elpenor series, 2010.
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vpPoAa kat aAANyopIKEG HOPPEG ATO TOV apXaio KOOHO avadelkvbovTal
Z o épya Onwg 1o Epwg ko Kévravpog (1896-1898: eik. 33) Tov NikoAaov
TV{n, 0T0 oTMoi0 AVATAPAYETAL Pita YVWDPLUN 0TOVG GVUPOALOTES {wypdpoug
oknvi), ekeiv Tov Suvapukov Kevtavpov mov mepuailetat amd tov'Epwta, 010
TAiO10 TG KAAOIKIOTIKNG TapddoonG TG eMOXHG Tov KAAATEX V. AvTioTolxa,
1 AAAyopikn popeny TG Apuovias (1893 eik. 34) amd tov idto (wypdgo ava-
TAGOeTaL péca amd TOVG TOTTOVG Kot TIG OXNUATOTIOWOELG TNG apXaiag EAANVIKAG

ayyeloypagiag Kat avtavakAd TiG I0ea O TIKEG TAOELG OTO £PYO TOV.

Ye mapdAnAn Béaon pe avta ta épya Ppioketat o Inméag (1964-1966- eik. 35)
¢ Bdowg Katpaxn, o omoiog amotvnwvetal pe AMtd oxedtaopo, emtndevpé-
veg Ppaxvvoels, 0Xedov HOVOJOIKESG SIAHOPPDTELS TWV OYKWY KAl EVTEXVN
oxnuatonoinon. Ilpokettal yla otolyeia Tov oVVIEOLY HOPPONOYIKA TNV aTteL-
KOVLOT TNG EQUITING HOPPTG He Ta KUKAadIKA etdwALa Kat Tr) HeAavopopen
ayyeloypagia, eved mapdAAnia eyeipovv n uvrun mov Statpéxet TV eEAAnVL-
K Tapddoon and Ty apXatotnTa £wg T ovyXpovn Adikn kabnuepvotnTa.
O polog kat ot ovpPoliopoi Tov ANOYOL WG AVTOVOUNG LTIEPHPAVIG LOPPTIG
Kat 1 ovvOTapér) Tov pe Tov AvOpwto, amd TN eNoxN TNG APXALOTNTAG £WG T1|
ovyxpovn Iotopia kat Tnv kabnpepvotnTa, avadelkvoeTal o€ Gelpd EPYwV TNG
Ae€avdpag ABavaotddn pe Bépa to npwiko (wo. H ewdva tov AAdyov aro
yaAd(io (2005-2017- etk. 36) TAPATEUTEL OE APXEYOVEG ATEIKOVIOELG — OTIWG OL
TPWTOYOVEG PPaxoypa@ieg — Kat 0& KAAOIKEG AVATAPACTACELG — OTIWG AVTEG
oTis apyaieg eEAAViKES (w@Opovg. Tavtoxpova, avTPOoCswWTEDEL TH OVYXPOVN
avTIANYN TNG EIKACTIKOV WG Tipog T Staxeipton TG Hopdg uéow Tng ek véou
XPNONG TWV VMKV KAl TNG avVAYVWONG TOL TEPAGHATOG TOV XPOVOU, LE KVPLO

TpWTAywvIoTh €va Staypovikd ovuPoro g {wiig.

ymbols and allegoric figures from the ancient world are given prominence
S in paintings such as Eros and Centaur (1896-1898; fig. 33) by Nikolaos
Gyzis, which reproduces a—familiar to symbolist painters—scene of the robust
Centaur being teased by Eros, in the context of the classicist tradition of the
painter’s era. Similarly, the allegoric figure of Harmony (1893; fig. 34) by the
same artist is modelled after patterns found in ancient Greek vase painting and

mirrors, reflecting the idealistic tendencies in his oeuvre.

In parallel viewing with these works, another painting can be found: Horseman
(1964-1966; fig. 35) by Vasso Katraki. The figure is portrayed in austere design,
almost single-block volumes, a forced foreshortening and elongation of the
bodies, and artful stylization. These elements link the equestrian image to
Cycladic figurines and black-figure vase painting, revamping a perennial subject
in Greek collective memory and tradition from antiquity to contemporary
popular imagery. The role and symbolism of the horse as an autonomous proud
figure and in its coexistence with humans, from antiquity to modern history
and everydayness, is evident in a series of works by Alexandra Athanassiades
themed around the heroic animal. The image of a Horse in Blue (2005-2017;
fig. 36) brings to memory primordial depictions—like primitive petroglyphs—
and classical representations—like those in ancient Greek friezes. At the same
time, it speaks of the artist’s perception of corrosion through the re-use of
materials and the interpretation of the passage of time, putting a diachronic

symbol of life in the place of the protagonist.
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Eik. 33. NikdéAaos Iadns, Epws kar Kéviaupos, 1896-1898. Eik. 34. NikdéAaos udns, Apuovia, 1893.
Fig. 33. Nikolaos Gyzis, Fros and Centaur, 1896-1898. Fig. 34. Nikolaos Gyzis, Harmony, 1893.
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Eik. 35. Bdow Katpakn, Inngas, 1964-1966.
Fig. 35. Vasso Katraki, Horseman, 1964-1966.

Eik. 36. Adegavbpa ABavaaiddn, Adoyo oto yanddo, 2005-2017.
Fig. 36. Alexandra Athanassiades, Horse in Blue, 2005-2017.
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déec kat ovpPola mov avtAobvTal amd TV TEXVN TNG apXALOTNTAG OV-
I YKepALovTal [e EIKOVEG TNG PAVTAGIAG, ATTOTLTIWOVOVTAL He AVPKOTNTA
Kot atoBnpa ehevBepiag kat petayyilovrat kot 0T EMOHEVA Epya TEXVNG IOV
ovvavtwvtat oe tapdAAnAn O¢aon. Ilpokettan yia tov mivaxa O mom i oTHY
mnyn (mep. 1875-1880- ewk. 37) tov NikoAaov [0, 0tov omoio povoeg, VOpPeS
Kot EpWTIOELG CUVAVTWVTAL OE £VAV OVELPIKO KOOLO- 0 IOEAAIOHOG TG apXaUOTH-
Tag épxeTaL 0 yOVIHo SIGA0YO pe TIG Tvevpatikég avalnTroels Tov (wypapov,
HETAPOPPDVOVTAG TPOTIOV TIVA TN HUOOAOYIKT) AUTI| OKIVI) O€ €Va HOVOIKO
Ko o Tiko opapia. Aimha tov, ) ovvBeon Znueia péoa aTovg ypovovs (1981
elk. 38) Tov Anuntpn AAnOevov kdvet avagopd oTny apyaia eAANVIKR TEXVN,
WG pa oOyxpovn pveia otn Onpaikn tooypagia te Avoréyg. To épyo amote-
Aei mapaAinla xapaktnplotikd mapddetypa TnG Ypagng Tov KaAAITéXv wg
1pog TN pei&n vAkwv ot ovvBeon tng Snuiovpyiag kat wg Tpog ta (Trpata
IOV AMaoYOAODV SlaXPOVIKA TNV KAAAITEXVIKT) EPYACIA TOV AVAPOPLKA [E TN
SlaoTavpwon Kat TNV OLKOVUEVIKOTNTA TWV TOATIOHMY, KaBwg kat T StaoTpw-

pdtwon g lotoplag.

deas and symbols emanating in ancient art mingle with imaginary pictures
I and are expressed with lyricism and a sense of freedom which are transfused
to the next artworks offered for parallel viewing. These include the painting The
Poet at the Spring (c. 1875-1880; fig. 37) by Nikolaos Gyzis, which brings together
muses, nymphs and cupids in a dream world: the idealism of antiquity engages
in a fruitful exchange with the painter’s spiritual quests, somehow translating this
mythological scene into a musical and poetic vision. Next to it, the composition
Points in Time (1981; fig. 38) by Dimitris Alithinos makes direct reference to
ancient Greek art, as a contemporary testimonial to the theraic fresco of Spring.
At the same time, the artwork is a characteristic example of the artist’s style,
which involves a commingling of materials in the synthesis of his creations and
also in his thematic concerns that gravitate towards the crossing and universality

of cultures, and the layering of history.
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Eik. 37. NikéAaos I'adns, O nointris otnv nnyn (H €unveuon tou nointri), nep. 1875-1880.
Fig. 37. Nikolaos Gyzis, The Poet at the Spring (The Inspiration of the Poet), c. 1875-1880.

Eik. 38. Anphtpns AAnBeivés, Znueia peoa otous xpdvous, 1981.
Fig. 38. Dimitris Alithinos, Points in Time, 1981.
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H HeTAPaon amd TNV amelkovion HUBIKOY HOPYDY GTHV AvamapaoTaoT

TOV amAoL AvOPWTTIOL TPAYUATOTIOLEITAL GTOV EMOHEVO «KUKAO B€aonc»,
TIOL APOPA {WYPAPIKES «aPIYNOELG» YEYOVOTWY TNG KaBnpepvoTnTag. e
AVTOV EVTACTOVTAL AVATIAPACTACELG TTPOCMTWY, OL OTIOLEG SlakpivovTal yla Tn
PEANLOTIKT] ATOTVTIWOT TNG EEWTEPIKIG HOPPNG KaL TNV YuXoypaikr} evOo-
OKOTINOT) TOL ATOHOV, APIVOVTAG EVTOVOTEPT £TOL TNV aicnon otun iaitepn

TIPOCMTUKOTNTA TOV [0 ATOKAADTITETAL.

Zra ¢pya tov [avvn Toapodyn Ipoownoypagia 11 Aéomowvag ue kohié kat oxov-
Aapiia (1976 ek 39) xou Ipoowmnoypagia veapot IkAov and tnv Muelavooy
(1976 e1x. 40) tapovotafovtan SVO HOPPEG e WPLUO EIKATTIKO VYOG, GTO OTIO{0
Stagaivovtat ot KataPoAEg, oL eMPPOEG Kat O KATAKTHOELG TNG KAAALTEXVIKNG
nopeiag Tov {wypagov, e avagopég otn Pulavtviy Téxvn, T @Llotéxvnon
TV TOPTPETWY PAYLOVL, TNV AVAYEVVIOLOKT KAt TH HovTEpva {wypagik.
H A¢onowva avayvwpiletat wg eEadéAen tov, ayomntod kat otkeio Tpdowmno
mov éxet LTIapEeL To HOVTELO TOV KaANTéX VN Ot Oelpd TTpocwToypagLwy. Kat
0 veapog [TaANog, OHwG, amoTeel VTAPKTO TPOGWTIO, LOVTEAO ATTO THV TTAPLOL-
vij tepiodo Tov {wypd@ov. To PAEpA Kat 1] EKPPATTIKOTNTA TWV TPOTDTWY
avoiyovv SiavAo avayvwoTng ToV XapakTHpa TWV LOPPOV — WG TPOG TN HeLhixLa
KAl KAPTEPLKT TPOOWTIKOTNTA TG Aéomotvag Kat Tov 1o «avdadn» ki évtovo

Xapaktiipa Tov veapov [aAlov.

Me v idta eppabuvon oty yoxoypagiki avalinon, alla pe e§npectoviotikr
o&vtnta otov oxedlacpo g popers, anodidet o Tacog Mavtlapivog tn poper
Tov Ipagéa (2022- ek. 41). H mpoowmnoypagia, pe to iaitepo Bulavtivotporno
VPOG TNG, XapakTnpiletat and cuvaloONUATIK APETOTNTA KAt ATOKTA GUU-
PoAwkn) gopTion, kB¢ epmlovtifetal e €vTova agnynuaTikd oTolEld and
Bropata tov {wypdgov, sulhoyikég pvreg g (wiig otn Bdlacoa kat Tng
TIVELHATIKOTNTAG TNG YPAPNG, Kabwg Kkat meptexopevo amd Aaikovg pvbovg

Ko Tapadooel.

T he transition from mythical figures to common man is realized in the
next “cycle of viewing” that involves painterly narrations of everyday
moments. This “cycle” accommodates representations of faces that stand out for
their realistic depiction and the psychographic introspection of the portrayed,

affecting the intensity of how the particular personality emerges.

Yannis Tsarouchis's Portrait of Despina with Necklace and Earrings (1976; fig. 39)
and Portrait of Young Frenchman from Besangon (1976; fig. 40) are two examples
of the artists mature style, in which one can trace the origins, influences and
conquests of his artistic path, with reference to Byzantine art, Fayum portraits,
the painting of the Renaissance and modernism. 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.

With the same opening to psychography, but an expressionistic twist in the
drawing of the form, Tassos Mantzavinos renders the figure of the Scribe (2022;
fig. 41). The portrait, made in the manner of Byzantine art, is distinct for its
forwardness and symbolic tension, and incorporates strong narrative features
from the painters life, collective memories of life at sea, and the spirituality of

writing, as well as content from popular myths and traditions.
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Eik. 39. Mavvns Toapouxns, [poowrnoypagia tns Aéoroivas e ko€ kai okounapikia, 1976. Eik. 40. Navvns Toapouxns, [poowrnoypapia veapou [dhdou ano tnv Mnelavody, 1976.
Fig. 39. Yannis Tsarouchis, Portrait of Despina with Necklace and Earrings, 1976. Fig. 40. Yannis Tsarouchis, Portrait of Young Frenchman from Besangon, 1976.
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Eik. 41. Tacos MavtlaBivos, [papéas, 2022.
Fig. 41. Tassos Mantzavinos, Scribe, 2022.

T0 eMiKeVTPO TOL «kUKAOL B¢aon¢» mov akoAovBel, TomoBeteitat To ypdy-
Z pa (1867-1873- eik. 42) Tov lwdvvn Zaxapia, €pyo 6To onoio SlakpivovTat
1 PEANLOTIKI ATEIKOVIOT €VOG Ao KopiLtalol kat 1 Stdbeon yia Aemtopepr
KaTaypa@r Tov otkeiov meptdAlovtog tng. H veapr) koméha npooeyyiletan
a6 Tov (Wypa@o Kat wg TPOG TOV YUXLOUO TNG, KABWG Ta TOLElR TNG E0w-
TEPIKOTNTAG KAl TNG KAPTEPIKNG TPOOHOVNG avTavakAwvTat 0To PAEHa Kat
TOV TPOTIO TIOV KATAYPAPOVTAL Ol PEISWAEG KIVI|OELG KL 1] YEVIKOTEPT] OTAOT
Tov owpatog. To nBoypagikd avtd épyo, mpoepxopevo and évav {wypdo g
Axadnpiag Tov Movéyov, mlatotvetat and §vo ovyxpoveg ekdoxég lwypaging
E0WTEPLKOD XWPOUL (e Hop@r). Apyikd, and tnv Emiokeyn (2014 eik. 43) Tov
Tiwpyov Poppn, 6100 1000 N avBpwmvn poper) 600 kat o xwpog Sadpapatifovv
ONUavTIKO poAo oty avayvwaon tov épyov. H yvvaika, oe Béon avapovr,
kaBopiCet T ovvolikr atpdopatpa G ovvOeong. [apdAinla, To dmheto
QWG 0TO E0WTEPIKO TOL dwpatiov divel TNy aioBnon tng eAedBepng dnpootag
O¢aong Tov, tpookalwvTag Tov Beatn va To TepLepyaoTeL. 210 idto TvedpLa Kat pe
napdAAnAn cbvBheon — oL APOPA TV ATEIKOVIOT] HLAG YUVALKELAG HOPPTIG OTO
epyaoTiplo Tov {wypagov — 1o épyo Xwpis Titho (2021- e1k. 44) ToL ZTéQavov
Aaokadkn avtavakAd To 1dLaitepo TPoowmikd VYOG TOL dNULOVPYOL TOV, TO
omoio eetdikeveTal 0Ty avamapactatiky {wypagiki kat To chyxpovo pealt-
oTiKO 1dlwpa, OTIwWG StapopewveTat péoa amo tr Bepatikn TG TPOSWTOYpAPiag
KoL TNG SLapKovG TAPATHPNONG EVOG ECWTEPIKOV XWPOL LEGA ATO TTaPAANaYEG

QATELKOVLOT|G TOV.
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t the core of the “cycle of viewing” that follows, one finds The Letter
A (1867-1873; fig. 42) by loannis Zacharias, a piece in which the intent
to describe in detail the girls domestic environment and to provide a lifelike
portrayal is evident. 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. This piece of
genre art, coming from a painter of the Munich Academy, borders with two
other versions of interior painting containing a figure. The Visit (2014; fig. 43)
by Giorgos Rorris, where both human figure and space play an important role.
The woman, waiting patiently, defines the overall mood of the composition.
At the same time, the well-lit interior imparts a feeling of openness to the public
eye, intriguing the viewer into taking a closer look. In the same vein and in a
parallel composition—that shows a female figure in the artist’s atelier—the
painting Untitled (2021; fig. 44) by Stefanos Daskalakis attests to his distinct
personal style and his devotion to descriptive painting and the contemporary
realistic idiom through portraiture and the incessant observation of an interior

via its many versions.

Eik. 42. lwavvns Zaxapias, To ypduua, 1867-1873.
Fig. 42. loannis Zacharias, The Letter, 1867-1873.
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Eik. 43. Tiwpyos Poppns, Eniokeyn, 2014.
Fig. 43. Giorgos Rorris, The Visit, 2014.

Eik. 44. Ztépavos Aaokandakns, Xwpis titlo, 2021.
Fig. 44. Stefanos Daskalakis, Untitled, 2021.
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(Staitepn SuvapKr TWV ECWTEPIKWY XWDPWV WG TPOG TO VoL E5LOTOPOVY 1|
H Spaon Twv avBpdnwy mov erlofevovv — akdpa kat pécw TG anovaiag
TOUG — YIVETAL YAVEPT] KAl OTOV EMOUEVO «KUKAO BEaonG» TG OVYKEKPLUEVNG
evotTag. Xto épyo Movadid (1907-1912- ei. 45) Tng ©dhetag Phwpd-KapaPia,
1 (wypdgog anekovifel Eva kabnuepvo otyputdtuno and ) (wr) Tov matépa
0V ov{hyov g Tlwptln Kapafia, ekmépmovrag akptBwg auth Ty entyvewon
Ko TV IKavotnta {wypagikig Ekppacng Tng cuvatoBnpatikng atpdéoeatpag
NG oTtyunc. Ot okovpol Tovol Tov dwpatiov, To LTTOPANTLKO, EAAXIOTO QWG,
1 KAeloTr) oVVOEDT) TOL XWPOL GVVTOVIlOVTAL [ TOV ECWTEPIKO KOTUO Kt
TN OUYKEVTPWOT] TOV EKOVICOUEVOL 0TI OKEYT) TOV, [E TV TPOCWTIKOTNTA
Tov Avdpa oxedov va Staxéetar 0To TEPIPAANOV Kol AVTO e TT) OELPA TOL Val

oLMapPdavetat wg amodppoLa 1} Kat TPOEKTATT| TOU.

Aim\a 070 £pyo avtd, mapovotaletat o ivakag X1o atedié Tov matépa (1884
elk. 46) Tov Tewpytov lakwPidn. O dpecog KOOHOG TNG KaOnueptvoOTNTOG KAt
1 ovvaoONUATIKOTNTA Tov Stagaivovtat 0T non-finito mapdotaon, otnv
omoia pta opdda TSIV GUYKEVTPWVETAL GTO EPYATTHPLO TOL {wypdgov yla
éva — evOEYOHEVWGS KPLPO — Tt vidL e Ta xpapata. Ot avemtndevTeg KIvoelg
TV HOPPWOV KAl OL YPIYOPEG TIVENEG YiaL TT XPWUATIKI| EKTEAEOT) TOL £pYOV
ovuParlovy oty anddoom Hiag TPLPEPG 0TO GUVONO TNG OKNVNG, OTNY OToia
KupLapyovv n abwotnta Twv taudiwv Kat n 1OeaAloTIKN TOTN TNV OHOPPLA

TV LKPWYV KAl AVUTIOKPLTWV LOTOPLWV TG (Wi

he particular dynamic of interiors in telling the stories of the people who
T inhabit them—even through their absence—becomes accented in the
next ‘cycle of viewing” of this section. Solitude (1907-1912; fig. 45) by Thaleia
Flora-Karavia reproduces an everyday scene from the life of her father-in-law,
Tzortzis Karavias, conveying 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 a way that the latter may be perceived as emanating and

even extending from the former.

Next to this artwork, the painting In the Fathers Atelier (1884; fig. 46) by Georgios
lakovidis is presented. The close-knit surroundings and emotions of everyday
life are readily discernible in this non-finito representation, featuring a group
of children—perhaps secretely—playing with colours in the artist’s atelier. The
unassuming postures of the figures and the quick brushstroke on the work
convey an overall sense of tenderness, in which there prevail the childrens
innocence and the idealistic faith in the beauty of the small, unpretentious

stories of life.
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Eik. 45. ©dneia ®Awpa-KapaPia, Movaéid, 1907-1912.
Fig. 45. Thaleia Flora-Karavia, Solitude, 1907-1912.

Eik. 46. l'ewpyios lakwfidns, S0 arenié tou natépa, 1884.
Fig. 46. Georgios lakovidis, In the Father's Atelier, 1884.
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T0 TéN0G TNG evOTNTaG, 0T Nekpr pvon (X.x. eik. 47) Tov AAé€avSpov
Z Kopoytavvakn petagépovtal pie KaANTEXVIKT) 0TIOVST Ta AVTIKEipEVa
HLAG QALVOLEVIKA «AYVXTG», OLWG OLKElaG KabnUepLVG TpaypatikoTnTag. X1o
£pY0, OL XPWUATIKOL TOVOL Kal 1] QWTELVOTNTA VTTOXWPOLV, EVW EUPAVNG eiva
1 Sokur| Tov {WYpPAPOL VL OXNUATOTIOW|TEL Kat Vo SLALOPPDTEL TOVG OYKOUG
TV AVTIKEWEVWY HECW [LAg TTPLUNG KLPLoTkNG avaliitnong. Ze avtioti&n, to
¢pyo Avamavon (2009- etk. 48) tov ITavAov Zapuov Ppioketatl oe Evay evolapeco
XWPO HeTaED E0WTEPIKOD Kot EEWTEPIKOD, HETAEL TIPAYUATIKOD KAl OVELPLKOV.
Me kevtpiko Oépa o Tpamédt kat T vekpr) OO TOL OPYAVWVETAL OE AUTO,
He avTikeipeva NG kabnpeptvotntag Kat TG (wypagikng Tov, 0€ £va avolkTo,
AVpLKO VUXTEPLVO TOTIO, 0 ZApLOG TPOCSIOEL LETAPUOIKEG TIPOEKTATELG OE £Val
TepLypaiko Oépa, pe SLapopeTikég PLWHATIKEG AQNYTOELS A0 TNV TAELPA TOV

KOANTEX VT KoL EPUNVELEG IOV APHVOVTAL GTIV TTPOOWTIKT OTTIKI TOv Oeart).

t the end of the section, in the canvas Still Life (n.d.; fig. 47) by Alexandros
A Korogiannakis, the objects of an apparently «inanimate» yet familiar
everyday reality are conveyed with artistic profoundness. In this work, colour
and light are toned down, in a visible attempt at stylization of shapes and
volumes that preludes the artist’s future ventures into cubist territory. This
painting is contrasted with Rest (2009; fig. 48) by Pavlos Samios which finds itself
in an intermediate space between indoors and outdoors, between reality and
dreaminess. Themed around a table and the still life on it, and depicting everyday
objects and painting tools in an open-air, lyrical and nocturnal landscape,
Samios is able to add metaphysical extensions to a descriptive subject matter,
incorporating experiential narratives from the artist’s side and inviting the

personal readings of viewers.
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Eik. 47. ARé€avdpos Kopoylavvakns, Nekpri pUon, xx.

Fig. 47. Alexandros Korogiannakis, Still Life, n.d.

Eik. 48. MNaunos Xapios, Avdrnauon, 2009.
Fig. 48. Pavlos Samios, Rest, 2009.
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AYNAMIKH
TH2
KEAANEIWVH2 »

"

«Tehkd. .. meploooTepo amo pav allayn popewy, [amotelei] pav allayn tov
TIVEDHATOG»,* AVAQEPEL YLaL TV AQALPEDT), WG TTPOG TOV TPOTIO LLE TOV OTIOIOV
ELOAYEL KALVOTOWA OTOLXEla TN SLleDPLVOT) TNG EKAOTIKNG YAWOOAG, T} TTOU|TpLaL
Kot KpLtikog téxvng EAévn Bakalo. Xapaktnplotikd 6mwe 1 amhomoinon g
POPHLAG, 1] ATAAOLPT| TWV TIEPLYPAPIKWY OTOLXEIWY, | CUOTIHATIKT ATOUAKPVVOT)
amo T popen, | SLAoTAcT TNG HECW TOL XPWHATOG, | ATTOGTACLOTIOINOT) ATd
TNV QUOTNPOTNTA TOV OXESIOV, ] HETATOTION AT TV EMAOYT TAPAdOCLAKWY
KAVOVWV Kal yVOPIUWY DAKWV amoKaADTITOUV {iat SLaQopeTIKY avTiAnyn yta
TO £pY0 TEXVNG KAl TG TAPAHETPOVG TNG dnptovpyiag Tov. Méow avtwv, i) avd-
yvoon g etkaoTikng ypaeng dev e§elicoetat ouvdedepév povo pe epodia
NG MAPACTATIKOTNTAG, AAAA AVOLyETAL TTPOG TNV TIPOGEYYLOT TNG ECWTEPNG
YxIknG SOVAUNG Kat TG TVELHATIKOTNTAG, TNV VAKOTNTA, TN GLHPOALKT Sid-
AeKTO Kat TV aAAnyopikn onpacia — evtéAeL TPog TNV OAO Kat TEPLOCOTEPO

eAevOepn eppnveia.

4. Bakalo, E. (1981), H vaioyvwpia ti6 petamolepxhic téxvns oty EAada — Apaipeor, T. 1, ABrva:
Kédpog, oel. 65.
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Me yvapova ta Tapandvw, oty Tpitn evotnta g ékbeong mapakolovdei-
Tat 10 pyo KAAAITEXVWV OL OTIoi0L, a6 TO SeVTEPO OO TOV 2000 ALWVA Kot
£w¢ 1 ovyxpovn enoxn, dlapopevovv dyelg TG SovAeldg Toug pe Stadika-
oleg «EANeYNG» TNG HePLKNG 1 OAIKIG AVATAPACTAOTG. XTO AVATTTUYHA TNG
EVOTNTAG AVTHG, EVTOG TwV «kUKAwY Béaong» mov dnuiovpyovvtal, ot Oepa-
TIKEG OL OTIOIEG TTAPOVOLACTIKAY OTIG TTPONYOVHEVEG EVOTNTEG TNG éKOeOTG,
KUPIWG HECW TNG AVATIAPACTATIKAG YPAPNS, ATOKTOUV TWPa SlapopeTikeg
TPOOTITIKEG TTPOCEYYLONG. AVAPOPEG OE TOTIOVG, TOTIA, LOPPEG TG TIPAYHLA-
TIKOTNTAG KAl TNG PavTaciag yevvoLy pia StapopeTikh aicdnon wg mpog Tig
OKEYELG, TOVG GUVELPHOVG, TIG KuplapXeg O€eC, TOLG CLUPOALOHOVG, TIG ava-
{NTN0ELS KAt TIG AVATPOTIEG TIOL TIPOCPEPOVTAL LETW TNG APALPETIKNG 1) TNG

agnpnpEVNG TEXVIG.

THE
DYNAMICS

OF “ELLIPSIS™

“In the end... more than a change of form, [it is] a change of spirit’,* wrote poet
and art critic Eleni Vakalo on abstraction and on how it introduces innovative
elements expanding the artistic idiom. Features such as the simplification of
shape, the eradication of descriptive components, the systematic distancing from
form, its disintegration through colour, the disinterest in the austerity of lines,
the shift away from traditional rules and familiar materials reveal a different
perception of what a work of art is and is made of. Through these features, an
exegesis of the style is not only derived from its connection with descriptiveness,
but also opens up to an approach of inner strength and spirituality, materiality,
symbolic dialect and allegoric meaning—eventually, to an increasingly

freer interpretation.

4. Vakalo, E. (1981), I fisiognomia tis metapolemikis technis stin Ellada — Afairesi (The Physiognomy
of the Post-War Art in Greece—Abstraction), vol. 1, Athens: Kedros, p. 65.
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In the light of the above, the third section of the exhibition welcomes the works
of artists who, from the second half of the 20th century until today, mould parts
of their oeuvre through a process of “ellipsis” relative to a full representation,
sometimes partially and sometimes in total. Inside the “cycles of viewing” it
enfolds, the subject matters that came in the former sections, especially the ones
involving representation, can now be seen from a different angle. Inferences to
places, landscapes, figures of reality or imagination now give birth to a varied
sensation in terms of the thoughts, connotations, dominant views, symbolisms,

quests and subversions provoked by abstraction or subtraction in art.

oV IpWTO «kVKA0 Béaong» avoiyovv ta épya POvonwpo (dekaetia 1950-
T ek. 49) Tng Kovhag Mnekiapn ko Evromwoeig (X.x. eik. 50) Tov Adpumpov
Opgavov. H Mnekiapn dev eykataleinet evieAws TO TPOTLTIO THG POPUAG OTNV
ATOTOTIWOT TWV HOPYWY TNG: tOLAiTEPT OTHACIA OUWG ATTOKTA TPWTIOTWE 1
anelevBepwon okéYewy Kat oUVAUTONUATWY (e TO EMPETLOVITTIKO ISIWUA TNG
Kaw TNV LITOPANTIKT] SUVAULKT TNG XPWHATIKNG TNG TTakéTag, Tov Suvaptifel To
PAppa. AvtioToya, To €pyo Tov OpPavov HeTaPEPEL TT GTASLAKT HETATOTILON
oV {WYPAPOVL ATTO TNV TIPOCEKTIKA OXESLATHEVT POPHLA TIPOG TOVG Lo eAeVOE-
POVG XPWHATIKOVG OXNUATIOHOVG TWV TOTHWY, UE OKOTIO TNV ATUOOQAUPIKOTNTA

Ko T AVpIKOTNTAL.

20 épyo O yauévog mapadeioog (1960 ik 51) g ZeAéot [Tohvyxpoviadn emt-
Xelpeitat n vmépPact Tov opatod KOOUOV Kat 1 HETAPaoT) oe £vay avTioToL o
vepPatiko, o omoiog dev kabopiletar and v aAknlovyia Tpaypatikwy
ovpPavtwy. O vrepPatikog avtdg KOOHOG EMITPETEL TOANATIAEG AVay VWOELG
Héoa and ovpPoltkég avapopég kat aAlnyopies. Xtnv agnpnuévn ovvleon
™G, éva ovpmav avtilfetikwv puluwv kar atAANAOGUUTANPODHEVWY OYKWY
TpoParAel wG TO TOTIO £VOG XApEVOL TIapadeioov, EVOG TOTIOV avaQOpPAS
APXETLTIKWY OCVUBOAWY Ao TIG AMapXEG TNG avBpwmOTNTAG, 0 OTOI0G UTOpEL Va
Tapovotaletal PINOEEVOG GTOVG LTTAVLYHOVG TAVTOXPOVA TG TPAYHATIKOTNTAG

Kol TOV ovelptkol pvdov.

[Mpoxwpwvtag fabitepa oto agnpnuévo Wiwpa, o Tiavvng Znvpdmoviog
Snpovpyel pa oelpd XapakTploTIKwy épywv omwe to The Image L (1960
€LK. 52), [L€ TAL OTIOI0 ELTEPYETAL OE LA XELPOVOLULAKT) {WYPAPIKT), HE ALTTNPOTNTA
07T Sopr) TNG Kat EcwTePLKI SVVAUN XAPT) GTOVG XELPLOHOVG TOL XPWUATOG, THV
amodooT Kat TV AOKpLY TOL QETOG, THV ATOTHTWOT CUUBOAIKWY OTOLXEIWY.
O «TOM0G» OV SLAUOPPWVETAL, ATOKTA TNV OPYAVWOT {Lag emTnOEVHEVNG,
EOWTEPIKNG OTpwWHATOYpapiag, 6mov {wypaikr), eVOETEL xpWUATOG Kot DAKWDY,
kaBwg kat pBopeg TG VANG kabopifovv TV idta THY LTIOGTACT TNG EKOVA,.
Zrtov id1o TOvo, T0 £pyo LEtranger (1960 eik. 53) Tov Maptov [Ipaotvov avta-

VAKAA TO VELAQEPOV TOV yla TN HEAETT), THV amodOunon Kat Ty enavachvieon
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SLaPOPETIKWY EKOVWY, [LE ATAPXT) TNV TAPATHPNOT TNG PVONG 1) TOV KOOUO
G Aoyotexviag. O KaAMTEXVNG XPT|OLLOTIOLEL TOV TIELPAPATIOUO KAl TN XEL-
POVOLLLAKT YpagT} 0TV TomoBéTnon Tov XpwHaTOG, £T0L WOTE KAbe popd va
TIPOKVTITEL piat VEa avBOpunTn ocvvOeon Héow TG AetTovpyiag TNG HVHHNG.
EmnpooBeta, to Nocturne (1971- ek. 54) Tov Ntikov Bulavtiov, to omoio avriket
oty agnpnuévn mepiodo tov kKaAMtéxvn, xapaktnpiletat and Ty €vrovn,
eEMPECIOVIOTIKI] XELPOVOLLLOKT) YPAPT), THV KIVIOT] KAt TNV TUKVOTNTA TOV XPW-

HATOG, Kat Tapovotadet pua OTVTN Kot ISLOGVYKPAGLAKT) VUXTEPLVE) OKNVI).

he first “cycle of viewing” opens with the pieces Autumn (1950s; fig. 49)
T by Koula Bekiari and Impressions (n.d.; fig. 50) by Lambros Orfanos.
Bekiari does not totally forgo the essentials of form in her shapes; she seems
however to be primarily interested in unleashing thoughts and emotions
through her expressionist idiom and the suggestive potential of her colour
palette, which seizes the eye. Accordingly, Orfanos’s painting bears witness to
his gradual liberation from carefully designed forms, as suggested by the freer
colour treatment of the landscapes, on his quest for a more atmospheric and

lyrical outcome.

In Paradise Lost (1960; fig. 51), Celeste Polychroniadi attempts to go beyond the
visible world towards a transcendental one, not determined by the sequence
of actual facts and allowing for multiple readings through symbolic references
and allegories. 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.

Moving deeper in the abstract idiom, Jannis Spyropoulos creates a series of
characteristic works like The Image L (1960; fig. 52) flinging himself into a
gestural painting that is austere in its structure and full of inner power thanks
to his treatment of colour, the rendering and the obscuring of light, and the
incorporation of symbolic elements. The “locus” thus configured has the structure
of a deliberate, internal layering where painting, material and colour inlays, as
well as the corrosion of matter, determine the substance of the image. Similarly,
the painting LEtranger (1960; fig. 53) by Mario Prassinos mirrors his interest
in the study, deconstruction and reconstruction of different images, an interest
rooted in the observation of nature or the milieu of literature; Prassinos musters
experimentation and gestural painting in the way he administers colour, each time
creating a new spontaneous synthesis from memory. Furthermore, the Nocturne
(1971; fig. 54) by Dico Byzantios, coming from his abstract period, is characterized
by its strong expressionist gestural idiom, its movement and density of colour,

which make up a peculiar and idiosyncratic nocturnal scene.
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Eik. 49. KouAa Mnekidpn, @Oivénwpo, dekaetia tou 1950.
Fig. 49. Koula Bekiari, Autumn, 1950s.

Eik. 50. Adpnpos Op@avos, EVIUnwoels, XX.
Fig. 50. Lambros Orfanos, Impressions, n.d.
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Eik. 51. ZeAéot MoAuxpoviadn, O xauévos napdbeicos, 1960.
Fig. 51. Celeste Polychroniadi, Paradise Lost, 1960.

Eik. 52. Mavvns Znupénounos, The Image L, 1960.
Eik. 52. Jannis Spyropoulos, The Image L, 1960.
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Eik. 53. Mapios MNpaacivos, L'Etranger, 1960.
Fig. 53. Mario Prassinos, L Etranger, 1960.

Eik. 54. Ntikos Bulavuos, Nocturne, 1971.
Fig. 54. Dico Byzantios, Nocturne, 1971.
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O eMOHEVOG «kVKAOG Déaone» oxetiletat e Snpovpyieg kaAitexvay

OL OTIOIOL ETUXELPOVV HEOW TNG APAIPETIKOTNTAG T} TNG APaipeOTS TN
HeTABaoT amod TO TOTO OTOV TOTO — VAIKO, TVELHATIKO, OLBOAIKO. e av-
TOV evtdooetal To £pyo A edidg (2003 eik. 55) Tov Tidvvn Mixan\idn, To
OTIOIO AVAPEPETAL OTN Y1), TNV EVKAPTILA KAl TV TIPOTYOPA TNG, He OVHPOAIKO
TPOTO. 211 SLOSLACTATN EMPAVELX TOV £PYOV, 0TO OPLO HeTAED TAPATTATIKO-
TNTOG KAt aQaipeong, Ta TOAD TPOTEKTIKA, AANG Kat EANEUTTIKA AMOTUTIWHEVA
QLA @pATA EALAG «XAVOUV» GTAdLAKA TNV TIEPLYPAPLKT| IOLOTNTA TOVG Kal LLe-
TatpénovTal o€ Kat emavanyn potifa kat cupfola, kKatalyovtag o€ pa
EIKOVA IOV HOLdeL opyavikd Puopévn KL Opws tkavr va dnutovpynoet Babog

PAVTACLAKWY EVTUTIWOEWY.

[Tio vrauvikTikd Kiveitan To £pyo tov [iavvn Adapaxov Tomio o€ wypa (2008
€lk. 56), TO OTOI0 SLAPOPPWVETAL WG UL «TOTILOYPAPIA» UE OVELPLKI| ATHO-
oQalpa, 6oL 0 KAAAITEXVNG EMSLDKEL Va EMAVATPOTOLOPITEL TN OXECT) XWPOL
kat PAéppatog. Omwg yevikdTepa 0T0 £pyo ToL {wypapov, £T0L Kat 08 AT
™ ovvOeon, n evaAlayn QTEV@V Kat OKOTEVWV TOVWYV Kat 1] aAAnAévdetn
OXE0T) PWTOG Kat OKIAG eladyovv Tov Beatr) oe évav 1dtaitepo VAIKO Kat ovval-
o0npatikd xwpo-ToTio, 6ToV 0moio dtepevvatarl i AMOSECHEVOT) ATTO TOV ANTO
KOO0 Kat 1 €i0080G O LA eKAOTIK avalfTNoT HE TVEVHATIKEG 1) aKOpa KAt

VTTAPELAKEG TIPOEKTATELG.

To évtovo, ekPpacTiko Xpwia anotelel TOV 081YO ELCAYWYNG OTO £pY0 TOV
[iwpyov Mavpoidn Ydpa (1961 eik. 57)- Oeppd kOKKIva Kat yaiwdn Xpwpata oe
oVVEVLACHO e TO AEVKO SLaypAPOVY APALPETIKA TOVG XWPOUG KAl Tt OLKHHLATA
TOV VOLWTIKOD TOTHOV KAl LETAPEPOLY £Vt EI00G «AVTAVAKAATTG» TNG EIKOVAG
T0VG. Avtifeta, oe Bakepd we kat Ppootd and tov opifovta g Bakacoag, ot
Zkovpraouéves Aapapives (x.x. ek. 58) Tov Zwtnpn Xopoyka oxedtalovTal e
YPOUULKO Kat evaicBnTo 0xESL0, PavepDOVOVTAG e AOKNTIKH AITOTNTA TO iYVOG
TOV XPOVOL TIOL TiEPVE, TOO0 WG TTPog TNV akia Tov ipoaBétel otny vrapén 6o

KAl WG TIPOG TO AVATOPEVKTO TNG OopAC.

Zto épyo Havid kaixiwv (1962 ek. 59), 0 Tlapig Tpékag alomotel T yewpetpikn
AQALPETIKT YAWOOA Kt TNV EKQPATTIKT SUVapN TG yta va btodnhwoet xapa-
KTNPLOTIKA Kot apnynoelg péoa and t Artdotnta te. Ot emavalapPavopeveg
AEVKEG ETPAVELEG TOV €PYOV — TIOV TIAPATIEUTTOVV OTITIKA O€ AVOLKTE TIOVLAL —
dopolV 1o yewpetpikod meptBAAAOV TOV, EVA Ta AtyooTd yatddn oxrpata 6To
KATW [EPOG TNG oVVOEOT|G LTTAUVICCOVTAL Ta OKAPLA TWV KATKLWY KAt TO VI|OLw-
Tko ToTtio. To péyebog Twv agapetikwy cuvBéoewvy mpoadidel oo €pyo vav
HVIUELAKA GUUPOAIKO XAPAKTTpaL, IOV TPOSAVATON(EL T OKEYN OTIG 10€€G TNG

vawtoovvng, g Oalacowvrg {wrig kat Tng tehetovpyiag Tng.
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he next “cycle of viewing” is concerned with the creations of artists who,
T through abstraction or subtraction, attempt a transition from landscape
to locus—material, spiritual or symbolic. In it, we find the work Olive Leaves
(2003; fig. 55) by Yannis Michailidis, which treats the subject matter of earth,
its fruitfulness and production, in a symbolic way. In the two-dimensional
surface of the work, on the border between descriptiveness and abstraction, the
elaborate but elliptical olive leaves gradually drop their descriptive quality and
transform into repeated patterns and symbols, composing an image that seems

organically experienced, yet capable to create immense imaginary impressions.

More suggestive, the painting Ochre Landscape (2008; fig. 56) by Yiannis
Adamakos is articulated as a “landscape painting” in a dreamlike atmosphere,
where the artist seeks to redefine the relationship between space and gaze. In
his oeuvre as a whole, just as in this composition, bright and dark tones, 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.

Strong, expressive colour is key to the painting Hydra (1961; fig. 57) 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 image. By contrast, in lush light and against the sea
horizon, Rusty Metal Sheets (n.d.; fig. 58) by Sotiris Sorogas is designed in a
linear fashion full of sensitivity and reveals with ascetic austerity the trace
of time that passes, both in terms of the value it adds to existence and to the

inevitability of decay.

In his Sails (1962; fig. 59), Paris Prekas relies 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, while the image of sailboats and the

island landscape are implied by the few earth-coloured shapes on the lower
part of the composition. The large size of the abstract arrangements endows
the painting with a monumental and symbolic character, which leads the mind

towards seafarers, life at sea and its rituals.
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Eik. 55. Mdvvns Mixanfidns, ®dAda eids, 2003. Eik. 56. MNavvns Adapdaxos, Tonio o€ wxpa, 2008.
Fig. 55. Yannis Michailidis, Olive Leaves, 2003. Fig. 56. Yiannis Adamakos, Ochre Landscape, 2008.
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Eik. 57. Nopyos Maupoidns, Yopa, 1961.
Fig. 57. Yorgos Mavroidis, Hydra, 1961.

Eik. 58. ZwtNpns ZOPOYKAS, JKOUPIAOUEVES AaUAapives, X.X.
Fig. 58. Sotiris Sorogas, Rusty Metal Sheets, n.d.
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Eik. 59. Napis Mpékas, Mavid kaikicov, 1962.
Fig. 59. Paris Prekas, Sails, 1962.

K (VOUHEVO ATO TOV TOTIO OTOV EVVOLOAOYIKO XWPO Kat EVAAAATOOVTAG
Héoa Kat VAIKG, £T01 00TE va eVOUVOUWVETAL TO VONHATIKO btofabpo
TV épywv kat | TAnBwpkdTnTa TV oVpPOMGHWY, TO épyo TG Andag Iama-
kwvotavtivov AdBapa (1987: eik. 60) etoayet Tov Oeatr) 6TOV EMOHEVO «KUKAO
O¢aong», evad cuvopL\el TaLTOXpOVa Kat e T 60VOEOT) oL KkAgivel TOV TTpon-
yovpevo, £xovtag wg Oépa Tov éva avTikeipevo-ovppolo, pe vonuatodotnon
euPAnpatikr, cVANoyLKH, TeEAeToLPYLKT Kat emavaoTatikr. H kaAlréxvida
emixelpei va eumotioet Ta AdBapa pe TV TPayvTNTa ToL KApPovvov Kal TN
HoAAKOTNTA TWV TAOTEN, va UtoALdoet T SuVaKOTHTA TwV GUHPOAOUWY
TOUG e TNV £VTAOT TV XPWHATOV KAl TV SLaQopeTIK®Y vP@V. Kat edw, n
EIKAOTIKN Y\WOOoa TNG — Yia TN otoia éxet vioBeTrioet 0Ty Mopeia TG evpbTHTA
HEowV OTwG TNV emitéheon), T Spdon, T ylvmtikn, Th (wypagikr, To oxédto,
™ @wToypagia, To Pivteo Kat TOV ouVSLACHO OAWV aVTWV — Statnpei TV
EUTTAOKT] UE TN CWUATIKOTNTA Kat TPOPANHATIOHOVG IOV AQOPOLY AVTLPATL-
KEG KAl aVTIHAXOUEVEG LOLOTNTEG, OTIWG apoevikO-Onivko, hoyikn-evaioOnoia,
OKANPOTNTA-HANAKOTITA, ETIKEPDVTAG TNV EMAVATPOOEYYLOT) TOVG EKTOG TOV

TAQUGIOV TWV TAYLWUEVWY VONUATWY TOVG.

Avo épya pe kbplo mpooavatolopo vy avadelEn kabe WoTTAG TNG VANG
akoAovBovv. To Emeioddiar oty vAn (1980-1981- ewx. 61) tng Pévag Iama-
OTUPOL PEPVEL OTO TIPOCKIVLO KUPLEG TEXVIKEG TNG ONLIOVPYOV, AVTEG TNG
amoToixIoNG Kot TwV emepPaocewy oTtny VAN pe SlapopeTikd LAKA, eV TIPOKEL-
Hévo to oxédto pe poAvPu H Tanaomdpov enaveletalet kat mapepPaivet oty
ETPAVELA — OVOLACTIKA OTOV I0L0 TOV XWPO TTOV €XEL AMOOTACTEL ATO TNV TIPO-
Tepn ovvOkn vap&rg Tov. ToviCel Tovg LTAPXOVTES TXNUATIONOVGS Kat TiCet
AavBavovoeg pop@Eg, emPefatwvovtag TNV EIKACTIKN VTOOTACT] TOV DALKOU.
Exovtag ekkiviioet amod pia yerrovid Tng ABrvag, 1) emeaveta petagépet Puvpata,
QVALVIOELG, TUXALEG Kat OKOTILEG eGOAAPNOELG TNG KABNUEPLVOTNTAG KAt TG
lotopiag, eva n HETATAAOT TNG O EKAOTIKO £PYO EMUTPETEL TNV AVAYVWOT| TNG
O TUAHA pLag avaduopevng Tomoypagiag, wg éva «{wvtavo» omdpaypa Tov

XPOVOU Kal TOL A0TIKOV TOTIOV.
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O Baoikng Tepodnipog Siepevva, avtiotorya, T 0X€0T TWV LAIK®Y, TOUG CUOETL-
OpOVG KAt TIG SUVATOTNTEG TTOL YEVVIOUVTAL OTAV evwvovTat peta&d Toug. Katd
AUTO TOV TPOTIO, 0 XWPOG O TN YAVTITIKI} TOV ival TOADOTHOG, TTAVTA AVOLKTOG 08
Stapopetikég epunveieg. Xn oepd épywv Tpeig tomor I, 1T kaw 111 (2022- eik. 62),
0 KaAAiTéx VNG SovAeDEL TO HAPHAPO KAt TO XAPTL, IOV AVTITPOCWTEVOVY TOVG
dbo tomovg omovdwv tov, TN Trjvo kat TV ABNva, avtiotora. Ta avaylvea
KOAA( Tov cuvevdvovy Bpadopata pEca and po APAtPETIKY YAVTITIKY Yoo,
1 omoia 00N yel CUVEIPUIKA G SLAPOPETIKOVG TOTIOVG AVAPOPAG, HE YVWHOVA TN
Prwpévn epmepia kat Ty avapvnor mg. IapdMnha, n de§rotexvikn enefepya-
ola TV VAIKWV EMUTPETEL 0TI KATAOKEVEG AVTEG VOL ATTOKTHOOVV iat «AANOTPLa,
YeudauoOnTIKY eKOVA, [ AVAUEVOEVT), TOGO WG TIPOG TNV ANTOTHTA OO Kol

G TIPOG TA KOLVA XAPAKTNPLoTKd kabe DANG.

oving from locus to conceptual space and towards an alternation of

mediums and materials with the aim of strengthening the notional
background of the works and the plethora of symbolisms, the work Flags (1987;
fig. 60) by Leda Papaconstantinou introduces us to the next “cycle of viewing”.
The work converses with the composition that closes the previous cycle, themed
around an object-symbol, with emblematic, ceremonial and revolutionary
intentionality. The artist ventures to ingrain the flags in the harshness of coal
and the softness of pastel hues, to infect the dynamics of their symbolisms
with the intensity of her colours and different textures. Here too, her artistic
idiom—for the achievement of which she has availed in her oeuvre of a variety of
methods, e.g. performance, action, installation, painting, photograph, video and
combinations of the above—salvages her preoccupation with corporeality and
with concerns about contradicting capacities like male-female, reason-sensitivity

or hard-soft, in a revisiting that overcomes their deep-rooted meanings.

There follow two pieces oriented towards showcasing every potential of matter.
The Episodes in Matter (1980-1981; fig. 61) by Rena Papaspyrou turn the spotlight
to some major techniques of the artist, notably that of wall surface detachment
and intervention with disparate tools like pencils. Papaspyrou reinvents the
skin of the wall—actually, a surface that has been detached from its previous
context. She underscores existing shapes and illuminates latent ones, confirming
the artfulness of the material. Obtained from an Athenian neighbourhood,
the wall surface carries with it experiences, memories, random and deliberate
tamperings by everydayness and history, while its transformation in an artwork
allows for its reading as a piece of emerging landscape art, as a “live” fragment

of time and of urban substance.

Vassilis Gerodimos explores, at the same time, the relation between materials,
but also the correlations and potentials that arise when these unite. In this way,
the locus in his sculpture is polysemic and remains eternally open to varied
interpretations. In his series Three Loci I, Il and 111 (2022; fig. 62), the artist works

with marble and paper, two mediums that respectively allude to the places where
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he studied, Tinos and Athens. His relief collages bring fragments together by
means of an abstract sculptural idiom, which leads associatively to different
frames of reference, driven by lived experience and the memory of it. At the
same time, the masterly use of materials enables his constructions to appear as
“other-than-expected’; illusory images, both in terms of tangibility and of the

common characteristics of each material.

Eik. 60. Anda Manakwvotavtivou, AdBapa, 1987.
Fig. 60. Leda Papaconstantinou, flags, 1987.
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Eik. 61. Péva Manaondpou, Ereioddia otny Urn, 1980-1981. Eik. 62. Baaoiins Fepodnpos, Tpeis torior 1, 11, lll, 2022.
Fig. 61. Rena Papaspyrou, Episodes in Matter, 1980-1981. Fig. 62. Vassilis Gerodimos, Three Loci |, II, lll, 2022.
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ToV emopevo «kOkAo B€aone» avikovv €pya TéXVNG, Ta omoia IoBeToVV
Z VEOUG KAVOVEG G TTPOG T 00VOeoT) TOLGg Kat emttxelpovv Tn Stavoldn
TapdAANA@V KOOUWV avayvwong kat eppnveiag Tng Iotopiag kat tng ovyxpovng
npaypatikotntag. To épyo Kaoradia ITnyn 1 (2022- ek. 63) Tov Kwotr Behwvn
avrket ota (wypagikd YAuntd tov, Ta omoia ekppalovy tn dtabeor) Tov yla
TEPAUATIONO (e TN SLapOpPwaoT) evOg 1dLaiTepov ISIWHATOG. Zneio avapopag
Tov KaAATEX VN eival 1) puOoloyia, CLYKEKPIUEVA 1] EKACTIKT LETAPOPA TNG
apxaiag mnyns Kaotaliag kat twv oupfoAiopav g, kat n xprion eK@pacTikov
gpyaleiwv OV amopakpvvovTal and TNy Kupiapxn kaAlirexvikn napadoon
puBoloykwv amekovioewy, OTWG Kat 1 LoBETNON [ag YAwooag mov avTAei

oTotxeia TO0O amd ToV ApLopd 600 KAl Ao TOV [LOVTEPVIOHO.

210 Awpdrtio ywpic Oéa (1992-1993 ewk. 64),11 Omv Zovvn enevdvel 0Tny MpwTo-
TUTIN £PELVA WG TTPOG TNV AVTILETWTILOT TOV XWPOV [E YVWUOVA TOVG OTITIKOVG
TELPAPATIOHOVG. XT0 £pyo TG adlomotei epebiopata amd vy mpaypatkdTyTa
KAl TEXVONOYIKEG ELKOVEG, APTIVOVTAG CLYXPOVWG TTeptBwpla 0TN PavTacia-
€T, KATAOKEVALEL XWPOLG TTPAYHATIKOVG Kol YKEPAALKODG, OTIOV Kuplap-
XOUV 1] YPAUIKT) avoTpoThTa Kat 1) ehevbepio Twv yevdaiobntikwy mapeuPa-
oewv, 1] HeAETn NG 60VOeONG, TNG SONG, TNG CLHUETPIAG KA TNG LOOPPOTIAG Kot

T YEWUETPIKA Trayvidia Tov e§AmTovy TNV otk gavrtaoia.

Téhog, otn ovvOeon Xwpic Titho (2015 eik. 65) and ) oepd Xdpteg, 0 Avtdvng
Ntoveg xpnotpomnotei Takiovg xapTeg TovG 0moiovg KOPEL, KON Eava ko
ETUYPAPEL OXESIACTIKA OTNV ETUPAVELA TOV KAUPA, CLETAKIVOVTAG» OVVOPA,
yewypagukd kat tdeoroyikd. Me avtd tov 1pomo, dnhwvet véoug mbavoig
Spopovs avTiANYnNG Kat eMKOVVIAG, O (ot ETOXT TAYKOGOTOIN0NG aAAd
Kat avadvopevov govtapevtaliopov. Ta makipynota épya Tov, e apaupeTikd
HvipaA o Tikny Y\wooa, mapayovtat pe Stadikaoieg mov anatody Xpovo kat
KATAKTNOT) TNG YVWONG, OLKELOTIOINOT) aPXELAKO DALKOV Kl €K VEOV XPT)OT) TOV

ot i Katvovpyta dnpovpyia.

rtworks whose composition involves the adoption of new rules, opening
A parallel worlds for the reading and interpretation of both history
and contemporary reality, are to be found in the next “cycle of viewing”. The
work Castalia Spring I (2022; fig. 63) by Kostis Velonis is one of his painted
sculptures, which express his determination to experiment with the makeup
of a unique artistic language. Velonis uses mythology as his touchstone, in
an artistic adaptation of the ancient Castalian spring in Delphi and of its
symbolisms; his expressive toolkit steers clear from the dominant artistic
tradition of mythological representations and the adoption of an idiom that

draws simultaneously on lyricism and modernism.

In her Room Without a View (1992-1993; fig. 64), Opy Zouni invests in an
innovative exploration of place driven by visual experimentation. In her oeuvre,
she takes advantage of stimuli from reality and technological images, while
giving leeway to imagination; she thus builds spaces that are real and cerebral,
in which linear austerity and freedom of illusionary intervention, the study of
synthesis, structure, symmetry and balance prevail, along with geometric games

that ignite poetic imagination.

Finally, in the composition Untitled (2015; fig. 65) from his Maps series, Antonis
Donef deploys vintage maps which he cuts, re-glues and inscribes while on the
canvas, displacing geographical and ideological borders. He thus indicates new
possible ways of perception and communication, in the era of globalization
and emerging fundamentalism. His palimpsest-like works, created in an
abstract minimalist language, are produced through processes that require
time and knowledge, the appropriation of archival material and its reuse in a

new creation.
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Eik. 63. Kwotns BeAwvns, Kaotadia [Tnyr 1, 2022.

Eik. 64. Onu Zouvn, Awpdrio xwpis 6¢a, 1992-1993.
Fig. 63. Kostis Velonis, Castalia Spring 1, 2022. Fig. 64. Opy Zouni, Room Without a View, 1992-1993.
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Eik. 65. Avticovns Ntove, Xwpis titdo, 2015.
Fig. 65. Antonis Donef, Untitled, 2015.

napovoiaon TG avlpmvng LOpPNG (e SlapopeTIKA péoa, pe AANOVG
H TPOTIOVG AVATIAPACTAONG 1) HEGAL ATIO TO «OXTHO» TNG APAIPECT|G ATOTE-
\et tpoPAnpatikr mov tpogodotei To Oépa Tov endpevov «kvkhov Béaong». To
¢pyo Pavraouayopies (1996- ek. 66) tov Nikov KeooavAr divet pia Stagopetikr
ekdoxr| ametkoviong TG avhpmvng mapovoiag, alAd Kat TnG KATAOKEVNG
QUTHG TNG ELKOVAG, LLE TOV KAANITEX VT VoL LETEPXETAL NXAVIKOVY HECWY YlaL THV
ekTéNeot] TNG. O elKaoTIKOG, WG MPWTOOTATNG TNG Mec Art 11 and to 1965,
dtevepywvTag épevveg mov emkevtpwinkav otnv avadopnon tng diodidotarng
ELKOVOG [E ATTOKAELOTIKT] EQAPUOYT PLOHNXAVIKOV QWTOUNXAVIKOV UeBOSwV,
eE€MEe e Tn) oLYKeEKPIUEVT TEXVIKT| TO TPOOWTIKO VYOG Tov. XTig Paviadua-
YOPpIES, OL TPWTAYWVIOTEG PTOYpailovTay aAAemdAAnAa oe SlaQopeTikeq
0¢oelg kat kKavovTag SLaPOoPETIKEG XELPOVOLIEG, eV 0 KaAATéXVNG aAhalet
SlapKmE TNV TUKVOTNTA TWV OKLOV KAl TNV £VTAOT] TWV TEPLYPAUUATWY TOVG
péow g avfopeiwong Tov gwtiopov. To anotédeopa — peyeBuopévo Thnwpa
og wToevaioOnTo mavi — epmepiéxel TNy mpoowmnikn mapépPaoct Tov Keooavin
0T dour TWV HOPPWY, ATOJEXETAL OLWG TAVTOXPOVA KAl TOV TAPAYOVTA TNG

Texvoloyikig enegepyaciag oTov KapPd, IOV agrvel xwpo 0TV TuXAUOTNTA.

AxolovBei pia emotpo@r ot {wypagikn avanapaotaot), pe iaitepn epfd-
Buvon ot Yyuxoypagikn avalitnon. Zro épyo tov Xwpi itho (2010- ek. 67),
0 Makng Oeo@uAakTOTOVAOG ATTEIKOVICEL LLE TO YVOPLLO DPOG TOL TNV avOpd-
TV LOP@T]* LOVOXIKT] EVTOG TOV XWPOU, OXEOLACHEVT] LLE EUPATIKO TIEPLY PN,
AMOTEAEDHA EETMPETIOVIOTIKIG YPAPTIG KAL [E EUPAVELG TIG XELPOVOLiES StamAa-
ong. OtemepPaoelg Tov SnAwvovy Tov Tapo kat To ovvaicOnua pag obvetng

enefepyaciog Tov (wypagkod xwpov.

O ovykekptpévog «kvkAog B¢aong» kheivet pe to épyo Xwpic titAo (1997
elk. 68) Tov Idoova MoAgéon, To omoio avtavakAd To 81aitepo TPOoWTIKO
VPOG TOL SNULOVPYOV TOV, O £VaL ATIO TA XAPAKTNPLOTIKA LEGA TOV, EKEIVO
ToV emiToL oL avayAv@ov oe opupnHAaTo HoAOPL. Ao TN dekaetia Tov 1960,
0 kaAAtéyvng aftomotei ota €pya Tov Sta@opeTikd VAIKA, eva emefepyale-

Tat kot eENo0EL EVTOG TOVG OXUATA KAt LOPPEGS, XPTOLOTIOLWVTAG OTOLXELL
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and TNy KOSIKOTOHEV YADOOA TWV NAEKTPOVIKWY DVTTOAOYIOTWY KAl TOV
TNAETLTIOV Og GLVOVACUO e T SIKH TOV XELPOVOULAKT| Ypa@T]. XT0 TAaiolo
auTd, Ot AVOPWTIOL-UNXAVEG TOV £PYOV TOL GLVTACCOVTAL HE AVA(NTHOELS Kat
TPOPANUATIOUOVG IOV APOPOVLY TN GVYXPOVI] TOV EMOXT), CUVOAOVV LE TNV
napadoon TG avanapdoTacng TG avlpwmivng Lop@nG, EKTEUTOVY OpWG

napaAAnAa pe cagrveta tn véa 0€on kat LITOGTAOT TOL AVOPWTTOL OTO [EAAOV.

he depiction of human figure using different mediums, different ways
T of representation or through the “schema” of abstraction is a concern
that feeds into the next “cycle of viewing”. The work Phantasmagorias (1996;
fig. 66) by Nikos Kessanlis presents a new way to portray human presence but
also to create it with the application of mechanical tools. A leading figure of
Mec Art already since 1965 and with research focusing on the reconstruction
of two-dimensional images exclusively through industrial photomechanical
methods, the artist has instilled this particular technique into his personal style.
In Phantasmagorias, the protagonists repeatedly photographed themselves in
different poses and gestures, with the artist constantly retouching the density
of the shadows and the intensity of their outlines by adjusting the light. The
result—a magnified printout on sun-sensitive paper—encapsulates Kessanlis's
intervention in the structure of figures, while succumbing at the same time
to the technological processing of the canvas, which enables the appearance

of randomness.

There follows a return to painterly descriptiveness, and particularly to psy-
chographic exploration. In his painting Untitled (2010; tig. 67), Makis
Theofylaktopoulos captures human figure in his familiar style; lonely inside
a space, drawn with a bold outline, in an expressionistic idiom with obvious
brushstrokes. His interventions predicate the pulse and the emotion involved

in the complex processing of artistic space.

This “cycle of viewing” closes with the painting Untitled (1997; fig. 68) by Jason
Molfessis, which reflects his personal style through one of his distinct methods,
that of a wall relief on wrought lead. It is in the 1960s that the artist began to use
different materials in his works, processing and developing forms and shapes,
using elements from computer and telex codified language that he weaves into
his own gestural idiom. The humans-machines of his oeuvre conform to his
reconnoitering of the contemporary era, conversing with the traditional norms
of human figure depiction, but also projecting with clarity the human’s new

standing and way of being in the future.
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Eik. 66. Nikos Keooavins, Gaviacuayopies, 1996.
Fig. 66. Nikos Kessanlis, Phantasmagorias, 1996.

Eik. 67. Mdakns ©gouiakténounos, Xwpis titdo, 2010.
Fig. 67. Makis Theofylaktopoulos, Untitled, 2010.
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Eik. 68. Iaoovas Modgéans, Xwpis tito, 1997.
Fig. 68. Jason Molfessis, Untitled, 1997.
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BIOT'PADIKA
KAAAITEXNQN

ABOPA Et

(1979-)

TevviiOnke otnv EAAada kat (et otn Zrykamovpn. Xnovdace
{wypagikr| oto Ruskin School of Art tov ITavemotnpiov tng
O&popdng kat oto Royal Academy Schools tov AovSivou. Exet
napovotdoel o £pyo g oty EAAda kat to efwtepikd, o ato-
fukeg kat opadikég exBéoeis. Epya g Bpiokovrat oe 181wtikég kat
Onpooteg ovhhoyég otnv Evpamn kau Ty Apepukry. Emkevtpw-
vetat o1 {wypagikn oknvav NG kabnpepvotntag, Sexopevn
emppoég ano tn {wr) g otnv Acia kou TV EAANVIKT} KAnpovopud
™G. Ot avalnTioeLs TNG apopovy Tov eNavanpoasdloplopo
TWV EVVOLDV «TOTOG» KAl «TAVTOTNTOY, LECA Amd avamapa-
OTACELG IOV SNULOVPYODY VEOUG {WYpaPIKOS XWPOVG, GTOVG
0T0{0VG 1] TIPAYHATIKOTNTA GLYKALVeL pe Tr) poboAoyia kat Tov

OVELPIKO KOOLO.

AITEAH Ho

(1960-)

Enovdace {wypagikn otnv Avwtatn ZyoAr Kahov Texvav tng
ADfvag (1981-1986) kat ékave petantuylakég omovdég ato Royal
College of Art Tov Aovdivov (1988-1991), pe voTpo@ia TOV
Idpvpatog Kpatikwv Ynotpogiwv (IKY). Poitnoe oo Central St.
Martin's School of Art & Design oto Aovdivo (1990-1991). Exet
TIAPOVOLACEL TO €PYO TNG 0€ TAVW Ao OéKka aTopkég exdéoels kat
éxet \aPet pépog oe ToAAEG opadixég ekBéoelg otnv EANASa kat To
e&wtepikd. Epya g aviikouy og 181w tikég kat Snpoote cuAoyec.
Ao Ta péoa g dexaetiag Tov 1990, emédee wg Oepatiko emike-
VTPO TIG AMEIKOVIOELG QUOLKWDV TOTIWY, TOAEWY KAl ECWTEPIKWV
xwpwv. Ipaypatedetat to Oépa Twv opiwvy evtog TG Tomoypagiog
Kat eldtkoTtepa NG Stappnéng Tovg, £TOL WOTE va TPOKVTITEL Eval
vedTePO TOTHO, HeTay e0wTEPIKOV Kat e&wTepikov xwpov, Tpay-

HATIKOV KAl QaVTACLAKOU.

AAAMAKOZ T'avvng

(1952-)

Inovdace oty Avwtatn Zyohr Kolawv Texvawv (1973-1978) e
daokalovg tovg [iwpyo Mavpoidn, Anuntpn Mutapd kot ITa-
vaywwtn Téton. Zvvéxioe pe eAedBepeg omovdég oo Tapiot tny
nepiodo 1978-1981.'Exel mapovoldoel To £pyo TOL O€ ATOLKEG
exDéoeg kal éxel ovppetaoyet emiong oe opadikeég exBéoelg otny
EMGSa kat to efwtepikd. Kiveitou otadiakd mpog pa peetnuévn
agaipeorn kat ovvBwg SovAebet Ta épya TOV Ge EVOTNTEG, OTIOV
kabepia avadelkvoel TOUG EKAGTOTE TTPOPANUATIOHOVG Kat TIG ava-
{moets Tov, avtavakAavTag Trv odoéva e§ehlocopevn mopeia Tov
¢ kalréxv. To Xpwia, To QoG Kol 1) apXLTEKTOVIKT) eival pepikd
amno Ta oToLxela Tov Tov anacxoloby otabepd, evaw dev Aeimovv ot

VTAPELAKEG TIPOEKTATELG OTA £PYQt TOV.

AGANAZIAAH A\ekavdpa

(1961-)

Eekivnoe avwtepeg omovdég oto Franklin College oto Aovyka-
vo ¢ EABetiag. Znovdace yAvmrikr kat xapaktiky oto Ruskin
School of Drawing and Fine Art tov [Taveniotpiov tng O§popdng
(1979-1982). ZuvéyLoe [e HETAMTUXLAKEG OTIOVOEG OTH YALTITIKT)
oto Columbia University tng Néag Yopkng (1984). AoxohnOnke
eniong e tn oknvoypagia ot Néa Yopkn kat oty ABrva. Ao
To 1984 LéxpL OTHepa €XEL CUUUETAOKEL 08 TTOAAEG ATOMIKEG KAl
opadikég exBéoeis. Epya tng Ppiokovrat oe onpavtikés ouAho-
Y£G ava tov koopo. H dovletd tng pavepwvet to evilagépov g
yla v appovikr o0levén avapeoa 0To apxaio Kat To GUYXpovo,
peoa and v egepevvnon tov TapeABovTog, TNy agopoiwon kat
v anodoyn Tov. AovAevet kupiwg pe pétalro, VAo kal xapTi, o€
EVOTITES £PYWV IOV €ival eUntvevopéva amo Tn pvboloyia 1 v
KaOnUepvOTNTA, 0O PLUOHATIKEG PVIHEG KAt EUTELPIES, OTIWG KAt

ano TN oxéon Tov avlpwmnov pe T eUoT).

AAHGOEINOZX Anuntpng

(1945-)

Enovdace {wypagikn oty Avwtdtn Zxoh Kalov Texvaov
(1968-1970) pe tov Niko Nikohdov. Zvvéxioe pe omovdég oty
Accademia di Belle Arti tng Pwpng (1970-1974) kau otnv Ecole
Speciale &’ Architecture oo Iapiot (1976-1980). Tn Sekaetia Tov
1970, T0 £py0 TOVL GUVTOVIOTNKE [E TO TPWTOTIOPLAKO KAl TIOAL-
TIKOTIOWNHEVO KAIPa TNG EMOXT|G, EVA TapovTiaoe Kat mapepPa-
oelg oTov dnuooto xwpo. And n dekaetia Tov 1980, Eekivioe Tig
Kataxpvyeig, in situ eykataotacelg o SLaQopa [épr Tov KO-
OOV, WG GXOALO YL TNV £VVOLA TNG UVIUNG KAl TOV XpOvou. ATto
10 1993 mpaypatomoteital kKat To TPOTLeKT Tov Zvvepyaoies te
AANoVG TTOALTIOHOVG, e avaopd OTn onpacia Twv Stamolt-
TIopkv ena@wyv. Exnpoownnoe tnv EAAdSa otig Mmievale
tov Xdo Iaoho (1983), tng Kwvotavtivovmolng (1989) kat
™G Bevetiag (1997). Avadpoyukr| ékBeor) Tov opyavodnke oto
EBviko Movoeio Zvyxpovng Téxvng (2013). Exet mpookAnBet
w¢ kaAArtéxvng epevvntrig oto Center for the Study of World
Religions (CSWR) tov ITavemotnpiov tov Harvard, oto
Syracuse University, Syracuse N.Y, oto Savannah College for
Art end Design (SCAD), Georgia, 0tnv Accademia di Belle Arti,
Bologna, k.a. Exet Snpootevoet keipeva yia Ty téxvn kabwog kat

Aoyotexvika PifAio.

AATAMOYPAX Iwavvng
(1852-1878)

Exovtag ddokalo tov Nikngopo Avtpa, Eekiviioe va omovdddet

lwypagkn ot Zxohn Kahwv Texvav to 1871. Me votpogia
HeTéPn ot Aavia, 60V GVVEXLOE TIG OTIOLSEG TOL 01N BaotAwr
Axadnpia Kalav Texvav (Kongelige Danske Kunstakademi)
v nepiodo 1873-1876. And moAv vwpig apootwdnke otn Oa-
Aaocoypagia, peretwvtag Ty akadnuaikn ntapddoan tov
Bépartog avtov, kat pabrtevoe dimka otov e€éxovta Balao-
ooypdgo Carl Frederik Serensen. Ilapa tov obvtopo Pio tov,
e&ehixBnke molb ypriyopa oe devo Bakacooypdago, pe £pya
nov EexwpiCovy yla 10 Qwe, TNV ATLOOPALPA, TN OLYYEVELL
TOUG L€ TOV WUTIPECLOVIOUO Kot TV evatodnoia g xpwpatikg

TOUG TTAAETOG.

157 .

ANAPEAAAKHZE Anuntpng

(1964-)

Znovdace oty Avwrarn XxoAr Kahav Texvawv tng Abrvag (1986-
1991) pe Sdokaro tov Anprtpn Mutapd. And to 1991 éwg to 1996
OULVEXLOE TIG [ETATTVXLaKEG TOV 0Ttovdég oty Ecole Nationale
Supérieure des Beaux-Arts tov [Tapiotod pe kaBnyntég tovg Pierre
Carron kot Vladimir Velickovi¢. Aviiket otoug kadtéyveg mov
peletobv pe n {wypa@ikn Tovg Sla@opeTikég OVELS TG Tpay-
HATIKOTNTAG, (e Eugaot oty avBpwnokevtpikr Staotaon. Ze
ovvexn {opwon pe tov Siedvi etkaoticd Aoyo, o AvSpeaddkng
OTpéQeL TAVTOXpOva TO PAEUA TOV KAt GTNV EYXWPL TTapadooT)
™G Lwypagukng kat tapadidet épya ta omoia Pacilovrat otny
TAPACTATIKOTNTA, TTAPOLOLALOVTAG ETHOTG APALPETIKEG TATEL.
Eivat kaBnyntg oto Turua Apxitektovwv Mnyavikov tov ITo-
Avteyveiov Kpnng.

AEEAOX MixanA

(1877-1965)

Enovdace (wypagikn pe kaBnyntég tovg Fewpyto IakwpPidn,
Tewpyto Poiho, Anurytpro Tepaviwt kat Znvpo Bikato otn ZxoAr
KaAwv Texvwv, ano tnv onoia anogoitnoe to 1908. Xuvéyioe Tig
onovdég tov oty Académie Julian kaBwg kat oty Académie de
la Grande Chaumiére tov ITapiotod, 6mov fpbe oe enagr pe Tig
véeg evpwnaikég Taoelg. Amo 1o 1928 £wg to 1946 epydotnke wg
vndAAnAog ot Tpane(a tng EAM&Sog atov podo tov oxediaatr
tpaneloypappatiov kat afubv. n {wypagikr Tov aoxoAnOnke
KUPIWG (L€ TNV TIPOsWTOYpapia, To Tomio (aoTiko, Bakacovo, vrai-
Bp10), kabBwq kat pe TV kabnuepwv) AN Tov amhov avBpwrov.
EKKIV@VTAG amd TOV LUIpectoviopd, katéAne oe éva ehagpwg
eEMPEGLOVIOTIKO DPOG E EVTOVA XPWHATO — TA XOUPAKTIPLOTIKA

{eoTd KaL EVTOVA XPWHATA TOV QWPLOHOD.

BAPAAMOZX Iwpyog

(1922-2013)

Enovdace {wypagikn otny Avwtdtn Zxol Kahwv Texvawv pe
Saokdrovg Toug Ovuépto Apyvpd kat Kwvortavtivo IlapBévn ko
Xapaktiki 610 gpyactripto tov [iavvn Kepahnvoo. Enetta ouvé-

xwoe oo Iapiot otny Ecole Nationale Supérieure des Beaux-Arts
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Kkat 0to College Technique Estienne. EtdikevOnke otnv téxvn Tov
BiPAiov kau 0N xapagn ypappatoonpwy. EEehiooopuevog mapdAn-
Aa ot {wypagukr| Kat Tn XapakTkr), Stakpidike yio Tig TexVikég Tov
LKAVOTITTES, TNV 8LV XPTIOT) TWV XPWUATWY, TIV KATAOTANAYHEVN

an6doom Tov TepPAAAOVTOG Kat TNV OHOPPLA TwV OVVOEGEWY TOV.

BAZIAEIOY Znvpog

(1902 1) 1903-1985)

Enovdace (wypagpikr otn ZxoAn Kalav Texvaov (1921-1926) pe
ddokaho apxikd tov AAéEavdpo Kakovdn kat and to 1923 kat
peta Tov Nikohao Avtpa. To 1929 mpaypatonoinoe Ty mpwn
atopkn Tov ékBeon kat o 1930 képdioe To Mmevaketo Bpapeio
yla Ta oxéda Twv TooypagLwy Tov Ayiov Atovusiov Tov Apeo-
nayitov (ayoypaenon mov gthotéxvnoe o 1936-1939). Yrpte
(OpuTIko pérog g «Opadag Texvne» kat g «Opadag ZraBuny» kat
Sidae mpomoAepuxa otny Ianaotpdreto Zxon kat petamoepkd
oto ABnvaiko Texvoloyko Ivatitovto (ATI)-Zxohr) Ao&ddn.
'Hén amo to 1927 aoyohrOnke kat pe tn oKnvoypagia, evd otr
Sudpketa ¢ Katoxng otpagnke ot xapak Tk} Kat KukAogopnoe
KkpLPA EvAoypagieg, etkovoypagnuéva Xelpoypaga kat ekdOTELS.
[Mapovoiace to £pyo Tov O¢ atopikég Kat opadikeg ekBéoels, eva
ovppeteixe ot Mmevale g Bevetiag to 1934 kat to 1964, g
AXeEavdpetag to 1957 kat tov Zdo IIdoho to 1959. Avijkovtag ot
Aeyopevn «yevia Tov ’30», tapryaye épyo mov StamvéeTan and To
(SaVIKO TG EAANVIKOTITOG, TO OTI0I0 PETEPEPE TN {wYpagLkr Tov
ATEKOVILOVTAG TO PUOIKO Ko A0TKO TOTIO, KaBWwg Kat oknvég TG
kaBnpepvg (wng, ouvdudlovTag emhekTikd aTotyeia TG EAAVL-
KIG Ttapadoong — Onwe and Tn Aaiki} TEXVI — LE XAPAKTNPLOTIKA
TOV KOVOTPOUKTIBLOUOD, TOL UTTEPPEAALGHOD, TNG TIOTL APT KAl TOV
QWTOYPAPLKOD pealiopon, yia va Snpovpynoet ouvBéoeig nbo-

YPAPIKOD KAt AQNYNUATIKOV EVSLAPEPOVTOG,.

BEAQONHY KwoTtng

(1968-)

Xnovdace Kakég Téxveg (Arts Plastiques/Esthétique) oto
Université Paris 8 (DEA) kat moATiopikég kat avBpwmiotikég
onovdés (MRes) oto London Consortium (Birkbeck College,
ICA,AA). Eivat Siddxtwp Apytrektovikng tov EBvikod Metoopiov

ITolvteyveiov. Aidaoket wg avamAnpwtig kabnyntng otnv Avw-
tatn XxoAn Kahwy Teyvav g ABnvag.

‘Exet mpaypatomnow|oet atopkég ekBéoeig otnv EAAada kat to

eEwTeptio, evw éxel ouppeTdoxet ot ekBéoelg kat residencies
Sebvwe. Ta ¢pya Tov, ouVIBwg kataokevacpéva arno EAo 1} amhd
VAIKA, apBp@VouY a@QnyroELg IOV GUVEVIDVOLYV TIG TIPOTMTUKES
LOTOPIEG (Le TV EMavVeEETAON LOTOPIKWY YEYOVOTWY Ko Kuplapxwy
ToMTIOWKWV TTapadetypdtov. EvOektikég mnyég éunvevorng tov
anoTeAohV Ot CKNVIKEG TTapaywyég Tov aPdav-ykapvt Beatpov

KL 1 LoTopia TG EPYATIKNG TAENG.

BYZANTIOX Kwvotavtivog (NTikog)

(1924-2007)

Znovdace oty Avwtdtn ZxoAr Kadwv Texvav, kovta otovg Kwv-
otavtivo ITapbévn ko OvpPépto Apyvpo (1942-1945). To 1945
fray petadd twv 200 VTOTPOPWV TOL YAAAKOD KPATOLG TTOL £QTaL-
oav oto Iapiot pe to mhoio Matapda. EykataotdOnke oto Iapiot
Kkat tapakolovBnoe padnuata otig Akadnpieg Julian kou Grande
Chaumiére. EpaBe yahkoypagia kovtd atov Anpurtpn Takdvn kot
evtaxOnke otn petanolepxn Ecole de Paris. [Ipaypatonoinoe
atopkég ekBéoelg oto Iapiot, Ty ABrva kat dAAeg evpwmaikég
TIOAELG, eV ovppeTeixe Kau 08 TOAAEG opadikég exBEaelg.

Katd t Sexaetia tov 1960, i Sovleld tov e&ehixBnke uéoa and
™mv agaipeon. Zta péoa tng Sexaetiog Tov 1970 emaviABe oty
TAPACTATIKT {WYpaQIKT, apXIKQ (e OXESL O HabPO-AOTIPO Kot
énerta pe avBpwmnokevpika Bépata. To 1985, i yodAwr) kuPépvnon
Tov amnéveupte Tov Titho Tov Chevalier de I'Ordre des Arts et des
Lettres kat, to 1990, Tov titho tov Officier de I'Ordre des Arts et
des Lettres. dilotéxvnoe €pyo yia to Olvpmakd Movaeio tng
Tevedng kat Tov eopTacpd TG ekatovtaetnpidag Twv OMpmakwy
Aywvov (2000). Avadpoyuxn ékBeon tov épyov Tov opyavwdnke
0710 Movaoeio Mnevaxn to 2007.

TAAANHZX Anuntprog

(1879-1966)

Eekivnoe v eknaidevor) tov ot XxoAn IoArtikawv Mnyavikdv
tov TTohvteyveiov v mepiodo 1897-1899 kat mapdAAnia éhafe

padnuata oxediov and Tov Nikngopo Avtpa. OAokAnpwvovtag

auTég TIg omovdég, petéPn o 1900 oo [apiot, 6mov goitnoe oty
Ecole Nationale Supérieure des Beaux-Arts. Ao to 1901 péypt
10 1912 emdoOnke MO emTv)NUEVA 0TI YeAoloypagia Kal ov-
vepyaoTnke pe Stdpopa yardd mepodikd. Katd tnv mapapovr
Tov ot [eppavia (1907-1909), £8ei&e peydho evdiagepov yia
xapaktikn kat Wtaitepa Ty Evoypagio. Ao to 1909 eykataotd-
Onke ot Movpdptpn, ouvdédnke @hikd e TPWTOTOPOLS KAAAL-
Téxveg (Matisse, Maillol, Derain, k.d.) kat §éxOnke Tig emdpdoeig
ToV PwPLopod Kat Tov KuPLopod. Anto To 1930 ¢wg To 1937 didake
XAPOAKTIKT), AVOEyOVTaG T0 epyaaTrptd Tov e EAAnveg omovdaotég
Tov [aptotov, Onwg o TTohvk\ettog Péykog, o Nikog Xat{nkuptd-
Kkog-Tkikag, 0 Kwvotavtivog Bu{avtiog k.a. To 1945 vipée yia tov
Tahdvn xpovid Stakpioewy, kabwg eEehéyn kabnynthg oty Ecole
Nationale Supérieure des Beaux-Arts tov ITapiotov kou pélog tng
yahhung Académie des Beaux-Arts. To 1950 exkAéxOnke avtem-
oTéA oV pérog g Akadnpiag ABnvav. Me onpavtiko Oepatiko
€0POG, OLYKPOTNOE VA TTPOCWTIKO VPOG IOV TTAPALEVEL APOOLW-
HEVO OTOV KAAOIKIONO, VW aTpé@el TapdAAnAa to eviiagépov
TOL 0TOV vewTeplopo. Eivat pia amo ti¢ mo onpavtikég kaArre-
XVIKEG TIPOCWTUKOTNTEG TOV [eGOTIONENOV, pe Depehiwdn ovpPolr

OTI XAPAKTIKT).

TEPOAHMOZX Bacilng

(1977-)

Enobvdace oty Avwrarn ZxoAr Kahaov Texvwv g Abrvag (2005-
2010) ko amo@oitnoe e émauvo amd T oA} MappapoyAvmtikng
¢ Trvov ITEXKTIIT (2005). Exet mpaypatomnou)oet T€00epLG
atopukeg exBéoelg kat éxel ouppeTdoyet oe TOANEG opadikeéd, kabwg
Kot o€ dMa Stemotnpovikd mpdtlekt atny EAAGSa kat To efwte-
pko. Epya tov Bpiockovtal oe Snuooteg kat 181w Tikég GuANOYEG.
X1 SovAetd Tov, oL amoTeAeiTAl GTNY TAELOVOTNTA TG ATtd
YAUTTA Kat peydAng KAipakag in situ eyKaTaoTaoels, Slepevva
0XE0T)] TWV VAIKADV, TOVG GLOXETIOROVE Kol TIG SUVATOTNTESG TWV
ovvevadoewv Tovg. ITapdAAn)a, oe ouvepyacia pe T Xopoypago
TCevn Apyvpiov £xovv cuv-Snuiovpynoet Epya Tov Stepevvoidy
TOV £VEPYO SLANOYO AVAHEDT OTIG EIKAOTIKEG KAL TIG TIAPAOTATIKEG
téxvec. Exel emmhéov empenOei oknvikd yla mapaotdoetg opov

kat Beatpov.
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TEQPTTAAHXY Avdpéag

(1972-)

Xnovdace ypaLoTikn), éAaPe pabnuata etkovoypaenong oto
Institut d’Arts Visuels otnv OpAedvn g [aAliag kat mapako-
AovBnoe padruata (wypagung pe tov liwpyo Poppn. Kbpto vAwo
TOV eival TO PEAAVL, eV BepaTikd KIveiTal oTIV amekovior ToTiwy,
Ta omoia anodidel pe TONTIKOTITA Kt aXpOVIKOTNTA. XTa TEPLO-
00TEPA £pYaL, OL OKNVEG TTOL XTileL pe T PEAAVLA TOV TIPOKVTITOLY
ano TIG TIPOOWTIKEG avalNTHOELG TOV AVAPOPLKA HE Tr HVIUN Kot

TV oTopia.

T'YZHX NikoAaog

(1842-1901)

Eexwplot kat Seomolovoa Hop@r| TNG YEPHAVIKNG Kot VEOEAAN-
VIKIG TEXVNG Tov 190v atwva, o Nikohaog Tolng yevvriOnke oto
vnot g Trivov kau £{noe e TNV olkoyéveld tov oty ABrva ano
10 1850. Eexivnoe 1oTe va pottd dtvma otr Zxohr Kadwv Texvav,
evw emionpa goitnoe v epiodo 1854-1864, e kabnyntég Tovg
adehpovg Mapyapitn, tov Raffaello Ceccoli, tov Aovdopiko Oeip-
010, ald kat Tov Nikngopo AVtpa, e Tov omoio ovvOédnke pe
eykapdia @uhio. To 1865 GuVEXIOE e HETATITUXLAKEG OTIOVSEG OTO
Movaxo, evi katagepe To 1868 va yivel dektds anod Tov Eakovotod
Teppavo Lwypago kat ddokaro Karl von Piloty. To 1872 enéotpeye
ya i Stetia oty ABrjva kou to 1873 emoképBnke tn Mikpd Acia
e Tov Nixngopo Avtpa. To ta&idt avtod anotéeoe kopPikd otabud
o7t {wn) Tov, agov VT pEe TLPTVAG EUTVEVOT|G Kat SIALOPPONG
Tov peténetta ¢pyov tov. To 1888,18n Stakekpipévog kaAATéXvng,
avaknpvxOnke kabnyng oty Axadnpio Kahav Texvav tov Mo-
vaxov. To 1895 fypBe yia tehevtaia popd oty EXNdda. To épyo tov
Stakpivetar yia tnv moAdmAgvpr Bepatoloyia kat tr Siabeon} Tov
va a&lomomoet TowkiAa TEXVOTPOTIKA GTIA, Ao TOV aKadTHAIKO

pealiopd péxpt kat to Jugendstil.

AAXKAAAKHZ Zté@avog

(1952-)

Znovdaoe (wypagiki oty Avwtarn Xxol} Kalwv Texvav tng
ABnvag, oo epyaotnpto Tov Tiwpyov Mavpoidn (1970-1974) kat

ovvéyloe TiG omovdég Tov ot Avwv kat oo Tapiot (1978- 1981),
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070 gpyactripto tov Leonardo Cremonini otnv Ecole Nationale
Supérieure des Beaux-Arts. MaOntevoe emiong yia éva Sidotnpa
kovta otov [tavvn Toapovyn. Ao to 1982, To épyo Tov éxet ma-
POVLOLAOTEL 08 aTopKkéG Kat opadikeg exBéoeig otnv EAAGSa kat
10 e§wTEPIKO.

H Sovkeld Tov emkevTpOVETAL GTIV AVATIAPAOTATIKY {WYPaQIKT
Kat 1o o0YXpovo pealtotiko Wiwpa, péoa and Bepatikég 6nwg
1] Vekpn QUOT], To ECWTEPLKA TEPLBAANOVTA KAlL, LETAYEVETTEPQ,
TA YOVOUKELQ TTOPTPETA KAL TO YUHVO, e EUPAOT] OTOV LTIAPELAKO

OTOXAOWUO KoL TNV avagopd ot ¢Bopd tov xpovou.

EYETA®IOY Eiprjvy

(1980-)

Znovdaoce {wypagukn kat xapaktiky ato Havemotruo Tufts tng
Bootwvng and onov anéonace tovg tithovg Studio Art Diploma
kot Bachelor of Fine Arts (2003). To 2010 oAokAfpwoe To petamntv-
Xtk ipoypappa Master of Fine Arts Tng Avwtdrng XxoAng Kodwy
Texvav g ABnvag, 6mov ekmovei kat tn Sdaktopikr) TG Statpifr.
‘Exet mapovotaoet 1o £pyo tng otnv EAdda kot to efwtepixd. To
2009 é\afe to Bpafeio AEXTE kau to 2019 tnv vtotpo@ia Tov
Opyaviopov IToAttiopov kau Avantogng NEON yia tr Sidaktopikr
™G epyaoia.

H dovAetd Tng mepthapfaver Stapopa péoa ({wypagikn, xapaktt-
KI], EYKATAOTAOELG [UKPT|G KAILAKAG). ZTa €pya TnG Stepeuvad Tn
OVLANOYIKT] KAt TNV apXELOKT] LV, TO CLVaLeOnpaTIKO QopTio
KAt TNV KOWVWVIKT eMidpact avtwy, kaBwg Kat Tov TpOTO e ToV

omoio Aettovpyovv ot Snpodcia opaipa.

ZAXAPIAZ Iwavvng

(1845-dyvwaTtn xpovoloyia Bavdtov)

Enovdace otn Xxol} Kadwv Texvav péxpt to 1866, xpovia mov
petéPn oty Akadnuia tov Movdyov pe kaBnynti tov Karl von
Piloty. ITap’ 6Tt oL MAnpo@opieg yta t {wr] Tov eivat eAdyioTes,
elval yvooto mwg éxatpe exTiunong ano peyalovg lwypagouvg tng
MOXNG, OTwG 0 NikoAaog [Hlng kat o Nikngodpog Avtpag. Onwg
eivau emtiong katayeypappévo, petd tn Ppafevon tov ot Aebvr
‘ExBeon g Biévvng to 1873, eppavioe yuxikr vooo kat elorxon

oto yuxlatpeio g Képrvpag, omov kat anefiwoe. To épyo tov

akoAovBei 1§ apxég Tov akadnpaikov pealiopov Tov 190v awwva,
evw Ta Bépatd Tov eivat ipocwmoypagies kat nOoypaPIkEG oknVEG,

EKTENEOUEVEG (1€ APTLAL TTAPACTATIKOTITOL.

ZOYNH Onv

(1941-2008)

EZnovdace oty Avwtdtn Zxohr Kakav Texvav (1963-1969) {w-
ypagun pe tov Tiavvny Mopan kat okivoypagia pe tov Baoiin
Baothetddn. Ilpaypatonoinoe ouvolika mavw and 70 atopkég
exBéoeig otnv EANada kat to e§wtepiko, ovppeteixe oe Siebvr
ovvédpla kat oe ekatovtddeg opadikég exBéoeig. Exet tiunOei pe
10 EBviko BpaPeio oto Festival International de la Peinture tng
UNESCO (Cagnes-sur-mer, 1971) kat pie o A’ Bpapeio otn AteBvr
Mrmuevahe Impreza (Ovkpavia, 1989). Avadpopikég ekBéoeig Tov
épyov ¢ mpaypatonomOnkav oo Movaoeio Kukhadukng Téxvng
(2006-2007) kat 0to Movoeio Mnevaxn (2016). Epyo tng éxet
tonoBetnOei otov Xrabuod Aryddew tov abnvaikov Metpo.

Am6 ) Sekaetia Tov 1970, 1) TéXVI TNG OTPAPNKE ATOPACIOTIKA
TPOG TIG YEWUETPIKEG OVVOETEL, e 1Otaitepn) Eugpact) OTIG OXETELS
TNG EMPAVELAG e TO PG Kat TO Xpwia. AkohovBwg, ot omrtikol
nelpapatiopol enekTddnKkay oTig Tpelg SlaoTdoeLs, Omov TpwTebo-
VTa pONO amEKTNOAV 1] TTPOOTITIKT), Ot StaBAdoELS TOL QWTOG, Ot
avtiBéoeg petald twv em@avewy, n aiocbnon g kivnong. To
Xpwpa Tovifel T yewpetpikn) kabapdTnTa TwV KATACKELWY, EVD
ovyva aglomoteitat kau 1 VY1 TV Stapopwv VAKWVY. Metd to 1980,

Ol KATAOKEVEG TNG T PAV KAl T LOP@PT) EYKATACTACEWY.

OEOPYAAKTOIIOYAOX Maxng

(1939-2023)

Znovdaoce otnv Avwtarn Zxohr Kahwv Texvav pe tov Tidvvn
Moébpadn (1961-1967). And to 1969 £(noe ektog EANGSog, epya-
{opevog kata Staotrpata oty EAPetia, T Tadia kat, éhog, o
Néa Yopkn pe vtotpogia Ford (1971). Enéotpeye opiotikd otny
EMGda to 1975. To 1988 exAéxOnke kabnyntig lwypagikng o
Zxohi} Kahwv Texvav tov Apiototeheiov [Tavemotnpiov Oeooa-
Aovikng, omov Sidage éwg to 2005. Exet mapovatdoet To £pyo Tov
ot elk00L TepIToL atopukég ekBEaels kat e ToANEG opadikég, otny

EA\GSa kat to e§wtepiko.

2 {wypagikr) Tov, 1 avBpdmivi) oper) Kat 1] 6XE0T] TNG UE TOV
Xwpo amotehovv kupiapyes avalntrioets. Ot poppég Tov eppa-
vifovtar ouxVAE HOVAIKES, VTTAVIKTIKE OXeSLAOUEVEG HOVO e
éva Tiepiypappa, SLaTnpwvTag Opwe Ty £VTaoT) TG Tapovsiag.
Epgaveic xepovoylies, oppntixés xapagels, Stafabyioeig g xpw-
HATIKNG TOVIKOTNTAG XApaKkTnpifouy TNV e§mpectovioTiky ypagn
Tov kKt SNAWVOLY ToV TaApd pag ovvBetng enefepyaoiag Tov

{wypagikod xwpov.

TAKQOQBIAHX T'ewpytog

(1853-1932)

Hyetikr kaAteX vk Hop@r| TNG VEOEAANVIKTG TEXVNG 0T TEAN
Tov 190V atwva Kat TI§ apyeg tov 2000. Xmovdace ot ZxoAr Ka-
Aav Texvav (1870-1877) Simha o€ peydhovg kaBnyntég, 6mwg o
Nikngopog Avtpag kat 0 Bikévtiog Advtoag otr (wypagikr, kot
0 Aewvidag Apoong ot ylumtikr. EeSimldvovtag amd @oitntrg
TO TAAEVTO TOV, ATOPOITNOE (e APLOTA KAL, KATOTILY LTOTPOPLaG,
ovvéxLoe TiG omovdég Tov oty Akadnuia tov Movayov kovTd
otov Ludwig von Léfttz. Metd v amogoitnor| tov, eykataotd-
Onke ato Movayo, 6mov iSpvoe ZxoAr Zwypa@ikng kot £(noe wg
katafwpévog kat Wiaitepa mapaywykog {wypagog. To 1900
eneotpeye oty EAASa, avalapPdavovtag StevBuvtikr Béon
otV EBvikn IMivakoBrkn kat to 1904 StadéxOnke tov Nikngopo
Avtpa ot Béon tov kaBnynTr ehatoypagiag otn Zxol; Kaawv
Texvawv. ITtotog 0116 apxég Tov akadnuaiopod, o IakwPidng, mépa
ano Ty anapapuAin oxediaotikn Tov devotnTa, katdopBwoe va
Stapope@aet éva S1KO Tov HOPPOTAATTIKO VPOG, KLPIWG HETA
and v Wiaitepn xpwpatikn enévévon Twv épywv kat, On, TNng
nBoypagikig Tov Bepatoypagiog, eEvywvovtag TNV EAANVIKT Ka-
OnuepvoTnTa Kaw TV EAANVIKT otkoyévela kal TepPAAAOVTAG TeG

HE TTVEDHATIKOTITAL

KATKAHZ T{ovAidvo

(1974-)

Enovdace {wypagikn otnv Avwtdarn Zxoh Kadav Texvav tng
AB1fvag (1996-2002). To 2003 anéonace votpogia and to 16pv-
pa Kpatikwv Yrotpo@uav yua ektéAeon kaAlitexvikob épyov.

To 2013 TiunBnke and v Akadnuia ABnveov pe to Bpafeio yia
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véo (wypago kdtw Twv 40 etwv. Exel mapovotdoet To ¢pyo tov
o atopukég ekBéoeic otnv EANGSa kaw tnv Kompo kat éxet ovp-
petaoxet oe ToANEG opadikég. Epya tov avijkouv oe onpavtikég
Snuooteg kat 18lwTikég ouAoyés. Ta {wypagikd épya Tov anote-
Aoy ouvBéoelg ota Opta peTadh avanapioTaong Kat apaipeang.
Awabétovv Suvapikr e§TpecLovIOTIKT Xetpovopia aTn Slapdpewor)
TOVG, IOV TTPOCKAAeL TOV Deatr| va avaKaTATKEVATEL TNV EKOVA
amo Ta iXvn TNG Kal va Tpoodlopioet TNy a@iynor péoa ano tny

TPOOWTILKI KATAVON o).

KAAOYTXZHX Ba\épiog

(1927-2014)

Xnovdaoe otn Xxolr) Kahwv Texvaov tng ABrvag (1947-1953),
pe ddokaro tov Tiavvny Mopahn. Zuvéyioe Tig 6TI0vdEG TOV GTO
Saint Martins School of Art 6to Aovdivo kau oty Ecole Nationale
Supérieure des Beaux-Arts oo Iapiot, 6mov £{noe ta meplocoTepa
xpovia g {wng Tov. Ilpaypatonoinoe meploodTepes and eikoot
atopukeg ekBéaels kal ovppeteixe oe opadikés otnv EAAada kot to
e&wtepio. Avadpopukég exbéaeig Tov opyavwdnkav atov Texvo-
Xxwpo «To MrAo» atnv ABriva (1999), otn Anpotikn IivakoOnkn
Xaviwv (2005) kat 6to Movaeio Zvyypovng Téxvng e Kprtng
oto P¢Bvpvo (2019).

Eekvavtag ano Tn YAwood TG agnpnuévng TEXVNG, Lo yaye ota-
Stakd 0TO €Yo TOV [IKTEG TEXVIKEG Kat Plopnxavikd VAud (Kivnh-
PEC, KATOTITPA, PWTOKVTTAPA K.AL.). X0vdDace akopa tapadootakég
TEXVIKEG, OTIWG TNG TAPACTATIKNG {wypaikig Kat Tov axediov,
e TN wToypagia. ZTig avalnTrioelg Tov £pyon Tov EVIAGEO-
VTAL 1] HETAQUOLKT TNG VANG, ) oVYXpovn avBpdmivn emkovwvia,
n avadeldn g avalwoyovitikng Svvaung g evong, ald kat

TV EMTTOCEWY TWY avOpwTvwy Xelplopwy eig fapog Tng.

KATPAKH Baow

(1914-1988)

EInovdace otnv Avwtatn Zyohr Kalav Texvav (1936-1940) e
daokahovg Tov Kwvotavtivo [apBévn ot (wypagikn kat Tov
Tiavvn KegaAAnvo ot xapaktikr, 6Ty omoia kat apootwdnke.
Amé ta Xpovia TwV oTIovSWV TNG EL0XWPNOE GTOV I8E0NOYIKO

XWpo G Aplotepag kat 6to EAM kalAiteyvav, 1oL T0 €pyo Tng



mmm 162

elvat popéag 1Oe0N0YLKOD Kat KOVWVIKOD TiepLeXOpEVOL. Méxpt
™ Sekaetia Tov 1950 mepinov, xdpaooe oe EVAO, v apyoTepa
EPTVPE LA TIPWTOTVTIN TEXVIKT), T1 Xapa&n mévw o yappitn Aibo.
Ta xapakTikd TG £YoVV TAVTOTE 0TO EMiKEVTPO TOV AvBpwo, TG
aVNOLYiEG TOV, TIG 18€EG TOV, TOUG TPOPANUATIOHOVG TOV, TIG KAKOV-
Xieg Tov, TV AN Tov yla emPiworn kat T péxn ya exevbepia oe
Xahemovg kapovs. Me ano@actoTikés, adpég YPapES, XwpI§ XpOHa
Kat wG amokAeloTkn emhoyn T cuvinapén Tov AoTpov pe To
HaDpo, katopBwae pe amapapuAln SwpdTNTA Va TapovoLaceL Tig
HOPPEG TNG KAPTEPIKES, EYKPATEIG KAl TNV 81t OTLY () OPTIoHEVEG

{e yvnoto ovvaicOnpa.

KEXXANAHZ Nikog

(1930-2004)

Enovdace otnv Avwtdtn Zxohn Kalov Texvaov (1950-1955)
Kat GLVEXLOoE TIG 0ToLSEG Tov 0T Paun. To 1961, agod eyka-
taotdOnke oto Iapiol, CLUTOPEVTNKE (e TNV TPWTOTOPLAKT|
opada twv “Nouveaux Réalistes”. To 1964 napovoiace oto
nAaiolo tng Mmievade tng Bevetiag tn MeydAn Aevki yer-
povopia otny ¢xBeon «Tpelg TPOTATELS yia pia véa eEAANVIKT)
yAvmtiknp». Me épya omwg ot Pavtaouayopies IpwTOOTATNOE
ot dnovpyia g Mec Art 1101 and to 1965, kabwg auvTtopa
Ol ¢PEVVEG TOV EMIKEVTPWONKAV OTH XP1|0T QWTOUNXAVIKWV
péowv OV cuvL@aivovTal pe T Soun TG ELKOVAG Kal TOV
TpoTO Tapaywyns te. To épyo tov PpaPeldtnke, petagd dA-
Awv, pe TunTko £navo otny Mrmevale tov Zdo ITaoko (1961)
Kat pe to mpwto BpaPeio oto Salon de Montrouge (1997). Ex-
npoowTnoe tnv EAAGSa (pali pe tov Bhaon Kaviapn) oty
Mrmuevdhe tng Bevetiag o 1988. To épyo tov Ouvpd, oTov Xtaf-
1o Ouodvola tov abnvaikov Metpo, SnutovpynBnke to 2003.
E&ehéyn kabnyntig otnv AZKT (1981) kat Sidage péxpt to
1997. HapdAAnia pe tnv e&€Aén tov etkaotikod épyov Tov,
ovVvEBale GTOV EKOLYXPOVIOUO TNG EAAVIKNG EKAOTIKNG TIpay-
HaTkOTNTAG pe Tr Stdaokalio TOV KAl [E TIG EVEPYELEG TOV Yla
™ petaotéyaon g AZKT ota ktiipta g oty 086 Iepaiwe.
Exovv opyavwBei moANég avadpopukés exbéoelg yia to épyo
Tov, Omwg avty oto EBvikd Movaoeio Zoyxpovng Téxvng otnv
ABrva to 2007.

KOPOTITANNAKHZX AAéEavdpog

(1906-1966)

Enovdace (wypagikr ot Zxoh Kakwv Texvaov pe kabnyntég tovg
Tewpyto Iakwpidn, Anunten Tepaviatn, Tewpyto Poilo, Enapetvaov-
da @wponovio kat Nikodao Avtpa. ITap’ 6Ao mov To Epyactripto
XApaKTIKN eixe katapynBei, o iSlog anod vwpic éSwoe éugaon oe
Tt 10 £id0¢, XWwpic WoTOTO va eykataleiyel ToTé Th {wypagukr).
Epyaotnke wg oKITooypagog/ yeholoypapog oe e@nepideg kot
eikovoypagnoe Biphia. To 1939 npooerpbn otnv Tpamela tng
EANGS0G wg oxedtaotng kal xapaktng tpaneloypappatiov kot
a&wv. To €pyo Tov xapaktnpiletau mpwTtioTwg yia Tov avhpw-
TIOKEVTPLOWO TOL Kau Emerta yia Tr) Bepatixn tov evehifia kat Tig

OVVEYEIG EKATTIKEG avalnTHoELS Kat SOKIUES.

AAZOT'KAZX Twpyog

(1945-2022)

Znovdaoe apxitektovikn 0to Apiototéleto Iavemotno Oecoa-
Aovikng (1963-1970). To evdiagépov Tov yia tn {wypagiki eavnke
and vwpis, kabwg PpaPevbnke otov Staywviopo véwv {wypapwy
Tov Ivotitovtov Tkaite @eooalovikng to 1970 kat tng ENnvoa-
pepcavikng Evoong to 1972. To 1976, Bpébnie yia omovdég oto
IMapiot pe votpogia Tov yolkod kpdtovg. [apovoiace to épyo
Tov o€ atopkés kat opadikég exbéoeig otnv EAMGda kat to efwte-
puro. Zvppeteixe ota Evpondhia (1982, dmov tiurdnke pe to Prix
Europe otnv Ootavdn), otny Mnievake tov Zao ITdoo (1983),
oto Salon de Montrouge (ITapiot 1996), Tig ekdnAdoEL yia TN
®eooalovikn Iohtotikn Mpwtevovoa e Evpwmnng (1997), k.a.
Avadpopukr) ékBeon oxediwv Tov opyavwbnke oto Movoeio
Mrnevaxn oty ABfva kat oo Makedovikdé Movoeio Zbyxpovng
Téxvng otn Oeooalovikn to 2006. Eikaotiki eykatdotaot Tov
gofeveitat otov Zrabud EAawwvag tov afnvaikod Metpo. Aidate
oto Tunua Apyitektovikiic Tov ATIO (1982-1999) kaw otnv AZKT
¢ ABrvag (2008-2012).

210 €pyo TOV Kuplapyel To evOlagépov yia tnv e&ENEN Tov oye-
dlov wg ypaer kat wg xetpovotiac. Anpovpynoe ta Hadiuynora,
oelpd épywv ta onoia Pacilovtat ot Aoyikn g ahAnlovyiag
TV ELKOVOV Kt TOL HeTAPANTOD iXVOUG TOVG, HEow eMAAANAwWY

TomofeTroEwY, eMKAADYEWY, Slaypagwy. XTr GUVEXELQ, TEPAY

™G {wypagikrng kat Tov oxediov, n SovAeld Tov emektdbnke o€
StapopeTikd péoa (pwtoypagia, ivTeo, ELKAOTIKN EYKATAOTAOT),
K.4L.), TIPOTEIVOVTOG VEEG EKPPAOTIKEG EVOTNTEG, OTIWG TOL {XVOUG

TOV OWUATOG 1) TNG AVAPOPAG TNV apXatoTNTA.

AANTZAZX Bikévtiog

(1822-1902)

Itahknig kataywyng, onobdace otnv Accademia di Belle Arti tng
Bevetiag, otnv onola kat epydaotnke wg fondog oty €8pa g
[Tpoontikng petd Ty anogoitnor tov. To 1848, \dyw Tng anotv-
Xiag TG LTaAIKNG EMavACTAONS, Katépuye oty IIdtpa kat énetta
oty ABrva. Me v vootnpi&n g PactAKr|G otkoyEveLag, avé-
Aafe Siapopeg mapayyehieg, evw and to 1863 péxpt kat to 1900
Sidage otn XxoAn Kahwv Texvav.

Q¢ emi To TAeioTOV VEATOYPAPOG, Eival YVWOTOG yLa TV ATEKO-
VIOT| apXALOAOYIKDV TOTIWV, EAANVIKWY gpelmtiwy Kat pvnpeiwy, pe
yvwpova akadnuaiké KAAGIKIOTIKEG ApyES, (LETa amd éva dLaitepo

TPOCWTIKO PAéppa.

AANTZAX Zré@avog

(1861-1933)

Tog Tov Bikévtiov Advtoa. Zmovdace otn Zxoh} Kadwv Texva,
oty onola enéotpeye wg Sidaokwy Ty mepiodo 1909-1932. Ako-
AovBnoe Ta xvapLa Tov matépa Tov kat {wypagioe apyaio pvnpeia
Kou epeimia oe vdatoypagies kau eEhanoypagics. Zexwpilet yla v
anoAvTn akpifela 6To oxESL0, PaiveTal OUWG WG VPOAOYLKA Sev
UOpece vo anoSeCeVTEL amd TOV AKAONUAIOHO KAt TNV ENLPPOT)

TOV TATEPA TOV.

MAAENHZ MixaAng

(1960- )

Znovdace oty Avwrtarn Xxol} Kalwv Texvav tng ABrvag, pe
vrotpogia tov I§pvpartog Kpatikawv Yrotpoguwv (IKY, 1985-1990)
Kot pe Saokdhovg tovg Tpravtaguido Matpaokidn kat Tavaywtn
Téton. Anogoitnoe e S1akpLon. XVVEXLOE TIG OTIOVSEG TOV 0N
Vrije Academie voor Beeldende Kunste tng Xdyng, ue vmotpogia
Tov 0AAavSikoD kpdtovg (1990-1991) kat tov IKY (1992-1994).

Exet mapovolacet To £pyo Tov 0e TOANEG ATOIKEG KAl OUAOIKEG
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exBéoerg oy EAGSa kat to efwtepkd. Epydotnke ota ekmaidev-
TiKd Tipoypappata kat to tadikod epyaotiipt g EOvikng Mvako-
Bnxng-Movaoeiov Ahe&dvdpov Zovtoov (2003-2018).

H {wypa@ikn Tov eivou TapacTatiki Kat Kupiwg avOpwmokevTpikr).
Kbpla xapaktnplotikd g anotehody To eugavés e§mpectovioTiko
1Slwpa, TO EKPPATTIKO XpWHA Kot 1} OTPapOTITA GTOV OXESLATHO,
£TOL OTE VoL TOVILETAL O OVUAVIOTIKOG XAPAKTIPAG TOV £PYO Kot

1 ovpPolr Siaotaot Tov.

MAKPHZX Oavaong

(1955-)

Znovdace otnv Avwtdtn Zxohr Kahwv Texvav Simka otov
[idvvn Mopakn. Zuvéyioe TG omovdé tov oty Ecole Nationale
Supérieure des Beaux-Arts oto ITapiot. Exet mapovotaoet o €pyo
Tov 0¢ TMOAAEG atopkeg kat opadikeg exBéoelg otny EAAada kat
To e§wTePIKO. XT0 £pyo Tov TTapovatdlovtal Stakpitég Oepa-
TIKEG EVOTNTEG, OTIWG AVTOTIPOOWTIOYPAPIEG, TPOCWTOYPAPiES
TASLDV, ATEKOVIOEL TOTWY, K.A. ALTT) Kat XapnAdTovn wg Tpog
™ xpwpatikn khipaka, n {wypagikn tov Tapovotaletal agat-
peTikr) kau [e e§mpeatovioTikny Stabeon, pe Ty avamapdotaon
va eMOLWKETAL HEGA ATTO T OPLAL TOV XPDHATOG, TPOTKAADVTAG
Tov Beatr| va Siepevvrioet Ta cuvaoBnpata mov Tov Tpokdleoe

1 eumetpia Tov.

MAAEAZX Kwvotavtivog

(1879-1928)

Aol onovdace apytrektovikn 0ty KwvotavtivoumoAn, petépn
oo Iapiot, 6ov akolovBnoe akadnpaikég omovdés ot {wypagt-
ki otnv Ecole Nationale Supérieure des Arts Décoratifs, Sim\a otov
Henri Martin (1901-1908). Ztn ovvéxela, £xovTag wg Paon tnv
Kwvotavtvounohn, taideye apketd wg avtanokpttrg Stagopwvy
evTOTIWY Kat enuepidwy, ald kat yia va {wypagioet. TeAkd, eyka-
taotdOnke oprotikd otnv EAAada to 1913. Atetéleoe StevBuvtrg
Tov Movoeiov Adikwv XelpoTeXvnUaTwy, OLVEPYAOTTNKE [UE TNV
opada mov aoxoAnOnke pe v ekmadevtikn petappvdpon Tov
1917, aA\& Kol pie ETUTPOTEG TIOV €iXAV WG AVTIKEI{EVO TOVGS Ta
EIKaoTIKA. Méxpt kat Tov Bavatd tov, Sev otapdtnoe va tafidevet

otnv EAA&da, v Evpwnn, aAld kat Ty Aiyvnto. O Makéag
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VT pEE Evag amo TOUG AVAVEWTEG TNG VEOEAATVIKNG {wypagikrg
HEoa amo Ty ToToypagia, kuplo Bepatoloyikd avTikeipevo 0Tto
¢pyo Tov. AmopakpOvOnke amno Tig tapadootakés vtapLoTiKég
TAOELG KAl TIPOXWPT|OE OE AVTIVATOVPANOTIKEG ATOTUTIWTELS LEOW
TOV XPWUATOG, TO OTIOIO XELPIOTIKE EMNPEAlOUEVOG ATTO TaL KIVT)-
pota Tov @PLopov kat Tov eEmpeatoviopon, kabwg kat pécw g

AVATAAOTG TNG POPLAS (e 00N YO TNV agaipeo).

MANTZABINOZ Tacog

(1958-)

Znovdace {wypagikr oty Avwtdtn Zxohn Kakwv Texvav (1979-
1984) kou amogoitnoe pe Stdxpion. Exet mpaypatonotioet ToAAEG
atoplkég ekBéoels ev ouppeteiye kat oe opadikég oty EAAada
kat 1o e€wtepikod. EhaPe pépog otn 161 Mmevale Ale§avdpeiag
(1987). Avadpopukr| €kBeor| Tov opyavwdnke oo Movaeio Mre-
vakn (2012). Aidage oS0 ot Zxohr) Bakako (1986-2000) ko
aoxoAiOnke pe v etcovoypaenon PPAiwv. Ta épya Tov, {wypa-
@uég ouvOETELG Kat TPLodLaoTates EDAVEG KATAOKEVES, XapaKTpi-
Covtat ano v e&§mpecioviaTikn ypagr kat tr ovpPolikn Siaotaot)
TOUG. OePaTIKA EQOPHODY aTO Plwpatikég eumelpies, Stabétovy
AUTOPLOYPAPIKO TIEPLEXOUEVO T) TAPATEUTIOVY O€ Adikovg pvbovg

Kat Tapadooei.

MAYPOIAHZ Topyog

(1912-2003)

Avtodidaktog ot {wypagikn, pabntevoe Simha otov Ndvvn
Toapovyn. Meydhwoe oty Konpo, onovdace IToArtikég Emoti-
peg otnv ABrva kat €merta KaTeTayn 010 SITAWUATIKO owpa. Me
autr} Tov T oTNTa SovAeYe aTo Ynovpyeio E§wtepcwvy, otnv
ITpeoPeia tng EANadag oo IMapiot (1950-1952) kat oo Ipogeveio
¢ Tepyéotng. To 1952, eykatélenye To endyyehpa tov Suthwpdrn,
S0t kAjnke va yivel kaBnyntic oty Avwtatn ZyoAr Kakaov
Texvav, tpookAnon v onoia arodéxOnke. Katd tn Sidpreta g
akadnpaikng Tov Onreiag, Sietéleoe SievBuvtng (1975-1977) alld
Ko TpUTAVNG TG ZXoAng (1977-1978).

Zto [apiot To0 §60nke n Suvatotnta va peletroet oe Pabog Oleg
TIG LOVTEPVEG TAOELG TG {wypaPIKNG KL £TAL TTOAD YpIjyopa ago-

HOIWTE OPLOUEVEG ATTO AVTEG, 101G T LOPPOTINATTIKG KEAEVOUATA

Tov e€mpeaioviopov. To mpoowTkd Tov Wiwpa xapaktnpilovy
1 évtaon kat i Oapparéa emhoyrn xpwpdtwy, ot adpég mveAiég
— XELPOVOLIEG TTOL AELTOVPYOVV WG TEPLYPAUUOTO — KOL OL EVTOVEG

VPEG TNG (WYPAPIKNG EMPAVELAC.

MIXAHAIAHZ Iévvng

(1940-2021)

TevviOnke ot Zkidbo, eykataotdnke e Ty otkoyéveld Tov apyt-
K& 6Tov BOAo, £w¢ 10 1958, kau petd oty ABrva. Exet mapovotdoet

T0 £py0 TOV 0€ TPLAvVTa atopuke ekBeaelg kat og TANB0G opadik@y.

Epya tov Ppiokovtat og Snpooteg kat IOLwTkEG GUANOYEG.

Eexivnoe va lwypagilet pe kuplo gpebiopa Tig pvrpes and T ye-
VETELPA TOV, EVD Kat eTOeVeG Depatikég ouvotovTal pe Plwpéveg
eUTELpiEg TOV, OTIWG Ta Bakacavd Kat Ta AypOTIKA TOTA 1] EKOVEG
ano Tov aoTkod xwpo. Kopia vhikd g téxvng tov eivat to xapti,
Ta pehdvia Kat ot Téunepec. XapakTnpLoTikéG TEXVIKEG TOV, 1) €TL-
KOANON KaL 1 anoKOAAN 0T VAK@OV Ko ot ToAAOeVES {wypagikég

ETPAVELEG IOV AVAGEIKVVOUVV TIG VPEG TOVG.

MOA®EZHZ Iacwv

(1925-2009)

EZnovdace otnv Avwtatn Zyohr Kodwv Texvawv (1941-1946) pe
daokdhovg tovg Kwvatavtivo IapOévn, Anurtpio Mmiokivn ko
Enapevovda @wponovlo, evw gortovoe mapdAnia ot Nopwkr
ZxoM) ABnvaov. Iapakolovbnoe otnv Ecole Nationale Supérieure
des Beaux-Arts 1o epyactrpto Totyoypagiag Tov Pierre-Henri
Ducos kat to gpyaotripto {wypa@ukng tov Jean Souverbie (1951-
1952). Iapovaiace To £pyo Tov oe ToAvdpIBjLeg aTOpKEG Kat opadt-
KkeG exBéoelg SieBvag. Apyikd, Snpuovpynoe kupiwg {wypagkd épya
mov Eexwpilovv yia Tov AupLopo Kat T XELPOVOLLAKT| Ypagr| TOUG.
Ipw 010 1960 eVOWUATWOE GTA £PYa TOV TNV KWOSIKOTOMUEVT
YA®OOQ TV TPOTWY NAEKTPOVIKOV VTTOAOYLOTOV Kat ouvohaoe
TIG Havpeg KOUKiSeG Twv SlatpnTwy Tauvidv Tov TnAéTuToU (telex)
pe T Swkn} Tov xepovopuakn ypaen. IapaiinAa, aflomoinoe véa
VAKA (ToAveaTépag, yoyog, ahovpivio, poAvpdog). Amo tn dekaetia
Tov 1970, Snpovpynoe YARTIKOVG XWPOUG Kot EYKATATTATELG [LE
ovpPolikég poektdoetg oe moAelg TG Tadiag kat tng EAAadac.
To 1988 e€ehéyn kabnyntiic ot Zxohr} Kakwv Texvwy tov ATIO.

To 1991 enéotpeye oto Iapiot yia pio Sekaetia, ylo va gykata-

otabei énerta oploticd oty EAAGSa péxpt to téhog tng {wr|g Tov.

MIITEKIAPH Kov\a

(1905-1992)

Meydhwoe oe kaAhitexvio meptBaAloy, kabwg i untépa e Avva
Mrekidpn fytav {wypdeog kat yAurtpla. Mabrjtevoe dimha oe peyd-
&G Hop@EG TNG emoxns, Owg 0 Zayapiag Mamavtwviov (totopio tng
Té€XVNG), 0 Oed@pactog TpavtaguaAidng kat o Kwvotavtivog Iap-
0évng ((wypagix), o liwpyog Behiooapidng kat o Tiwpyog Mooyog
(xapaktikn). Apyodtepa, ovvéxoe tig omovdég g otn Takhia, v
Irahia kat tnv OMavdia. Tomtia, vekpeg gooeg, ald kou avBpwriiveg
Qryovpeg anotelovv ta Bépatd tng. E§eliooel kat Suvapwvel Ty
e&mpeatovioTik} {wypagikn TnG pe Tr XprioT| Vpeiag kat EvTovig

XPWUATIKAG TIAAETAG Kat Tr) SHtovpyia SLQOPETIKOY VPWDY.

NTONE® Avtwvng

(1978-)

Enobvdace oty Avwrarn ZxoAr Kahaov Texvwv g Abrvag (1999-
2004) kat ot Zxoh Kahwv Texvav e Madpitng (2002-2003).
To ¢pyo Tov éxel TapOLOLACTEL O ATOKES Kat opadikég exdéaelg
oty EMada kat to e€wtepixd. To 2010 tiurOnke pe to Art House
Shanghai Award. H kaAAtexvikr §paotnplotntd Tov Xapaktn-
piletal amo MaAipynoTa épya, e aQAPETIKT KOl LVIHAAOTIKT
yAwooa. Ta épya mapayovtat péoa and Stadikaoieg mov anartody
XPOVO Kal KATAKTNOT TNG YVWONG, OTIWG TNG aApXELAKT|G GUANOYNG,
TNG OLKELOTIOINOTG KAl TEMKA TIG K VEO XPI|OTG TOL LAKOD O€ fuiat
KawvoLpyta Snpovpyia, ToL woTe 1) 0N XAPTOYpAPNUEVT yVWon
va enavampoodlopiletat péoa anod Stagopetikés Stadikaoieg amo-

SOUNONG Kat EMAVEVWOT|G.

EATOPAPHX Zagog

(1963-)

Znovdaoce oty Avwtdtn Zyxolr) Kalav Texvwv g ABnvag
(1983-1988) kat cuvéyLoe pe peTanTuxtakég omovdég ato Kévipo
Avotepwv Ontikwy Meletwv (CAVS) tov Havemotnuiov MIT trg
Maoaxovogtng (1989-1991), pe vrotpogia Tov Idpvparog Qvaon).

Améxtnoe 1o SidakTopiko Simwud tov and to EBviko Metoofio
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[Mohvteyveio. Exet mpaypatonou)oet atopikés ekOEoeLG Kat £xet
ovppetdoyet oe ToAEG opadikég otnv EAAada kat To e§wtepixo.
Exmpoownnoe v EAN&da otnv 27n Mmievade tov Xdo TTdolo
(2006) kou oty 581 Mruevahe tng Bevetiag (2019). Ynpe évag
anod TG MUEANTEG TOL EAANVIKOV TieptmTépov otny 9n Mrievale
Apxitektovikng Tng Bevetiag (2004) kat oty 2n Mrmevde tng
ABnvag (2009). Addoket wg kabnyntig otny AXKT tng Abrvag.

Exet viapEet mpookekAnuévog kabnyntg ota Havemotruia tov

Sassari ka tng ITatpag, mpookekAnuévog epevvntig oto [avem-
otiuo Columbia tng Néag Yopkng (pe votpoeia Fulbright) kot

npookekAnpévog kalhitéxvng oto Iavemotipio Tov Michigan.

Exet emiong kAnBei va napovoidoet tn SovAetd tov oe Tavemotua

onwg to IUAV g Bevetiag, To School of Visual Arts tng Néog
Yopxng, Ty Akadnuia Kadwv Texvav tov Movdxov, tnv Akadnpia
KaAlwv Texvwv tov Maképpo, to Mavemotrpo tov INwoLg oo
Zikdyo, K.&. ZT0 £pyo Tov aoXoNeiTaL KUPiwG (e TapepuPaoels oTov
dnpoaoto xwpo, Stepevvavtoag Tig petaParopeves ouvOrKkes Tov wg
Tpog Ta oTotyeia ToL TEPIBAANOVTOG, Kat TIG KOWVWVIKEG Stepyaoieg

mov StapteiBovrat og aUTOV.

EENOY Bava

(1949- )

Znovdace Lwypagikr oty Avwtdrn Zxoh Kahov Texvav pe vmo-
Tpogia tov I§pdpatog Kpatikwv Yrotpoguov (IKY), kovtd otov
. Mopadn (1969-1973). Zvvéyioe tig omovdég tng oto Hapiot pe
vnotpogia tov EAAnvikod Opyaviopod Mikpwv-Meoaiwv Emt-
xewprioewv kat Xepoteyviag (EOMMEX), otig Ecole Nationale
Supérieure des Arts Décoratifs (1973-1974) kat Ecole Nationale
Supérieure des Beaux-Arts (1974-1978).Epya tng éxovv ektelei
o€ aTouIkEG Kat opadikég ekBéoeig oty EAGda kat to e€wtepiko.
Aidake oxédio ato Kévtpo Teyvoroywwv Egappoywv (KTE, 1976-
1977) xou €ytve emotnpovikr cuvepydtida tov Turpatog Apyt-
Tektovowv Tov EMIT (1980). E§edéyn Aéktopag oto Epyaotiplo
Zwypagikng tov idtov Tunpatog (1986), omov Sida&e wg TakTikr
kaBnynTpla éwg Ty agunnpétnon e Aidake wg emokéntpla
kaBnynrtpia otnv Ecole Nationale Supérieure des Beaux-Arts
oto Iapiot (1992-1993). Yrp&e voyneta yio Ty avddedn
g «Iuvaikag tng Evpwnne» (2008). [apaonuogopriBnke amo
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10 Yoo kpdtog e Tov titho Officier dans [Ordre des Palmes
Académiques (2014).

H Sovheta tng Eekivnoe ano T {wypagikr), GTpAQNKe KATOTLY aTr|
YAULTITIKT, TIG TPLOSIAOTATEG KATAOKEVEG KAl TIG EYKATAOTATELS.
Exet aoyoAn0ei akopla e tn) oxnvoypagia kot Tnv evévpatoloyia
oTo Béatpo. Zto £pyo g emkevTpwveTa Bepatikd oTn yovaikeio
LOPPT| KAl VTTOGTACT), VA HENETA TOVG HOBOVG Kal Ta VO THPLL,

€0TIA(OVTAG OTNY ENAVAPOPA TOV LEPODV OTIV TEXV).

OP®ANOX Adunpog

(1916-1995)

Znobvdace otnv Avwtatn ZxoArn Kakav Texvav {wypagikr oto
gpyaotnpto Tov OvpuPéptov Apyvpov kat Tov Emapetvavda Ow-
pomovlov (1938-1943) kat €metta XapaKTIKI) GTO EPYACTIPLO TOV
Navvn Kegadnvoo (1943-1947). To 1949 mpoohn¢Onke oty
Tpanela g EAadog, oo T8pupa Extunwong Tpaneloypappa-
tiwv kat A&idv, Omov kat tapépetve puéxpt to 1977. TlapdAinia,
petexmoudevBnke pe votpogia oto Iapiot. [ToAdvdidotatog ka-
AMTEXVIG, PIAOTEXVIOE YPApUATOOT UG, TPATECOYPApUATIA KAt
Képpata, eovoypagnoe PiPAia kat apnoe mhovota (wypagikr
Kat xapaktikn napaywyn. Ta (oypagikd tov épya exouvv Siabeon
TOUYTIKI| Ttap” OAo 1oL StatnpovvTat Ta kabapd TEpLypappata,
£V TOL XAPAKTIKA TV Sev agrivovv meptBwpta apgtpoliag ya tnv

Texvikr| Tov Sevotnta kat tn Suvapkn eEEMER e

ITATTAAOIIOYAOZ Nikog

(1970- )

Znobvdaoe (wypagikn oty Avwtarn Xxol Kakwv Texvaov g
ABrjvag (1998-2003). To 2010 anéktnoe HeTanTLXLAKO Simhwpa
otig Kaég Téxveg ano to idto idpupa. And to 2000 eivar pélog
¢ «Ouadag honanmov». To £pyo Tov éxel TapovoLAcTeL OF
atopukég kat opadikég exBéoeig oty EAada kat to e§wtepiko.
To 2014 PpaPevtnke and tn Zréyn Ipappdtwv kat Texvov Tov
I8popatog Qvaon kat éhafe pépog oo residency tov kaAireyvi-
KoV poypappatog Accelerate@ CERN tov Evpwrnaikod Epya-
otpiov Pvowkng Zwpatidiwv CERN otn Tevedn g EABetiag.
Anguovpynoe 1o Aoyotumno g EOvikrg Avpikrig Zxnvr| énetta

ano daywviopo to 2010.

210 £pY0 TO, 1] EPEVVNTIKT Kal 1) ekaoTikn epyacia cvpPadiovy
pe O¢pata epnvevopéva and v Iotopia, T yvwor tov guotkod
nepIPAAAovTog Kat anod mpocwmika Puopata, evd éugaot) Sideta

0€ TIPAKTIKEG TTOL arattovv epywdn kat Seflotexvikn evaoxoAnon.

ITAITAHATAKHY HA\iog

(1970- )

Znovdace oty Avwtdrn Xxohi Kadv Texvav tng ABrvag (1990-
1996). BpaPevtnke pe 1o 1o Ppafeio tov Idpvparog Tiavvn kot
Zwng Zrvpormodlov (1998). Exnpoownnoe v EAAGda oty 491
Mrmuevdahe tng Bevertiag (2001). Exet mapovaotdoet 1) Sovhetd tov
0€ TIEPLOOOTEPES atd 25 atopikeg exBeoels kat oe TOANEG opadikég
oty EAAdda kat to e§wtepco. Epya tov Ppiokovtat o€ dnpooteg kat
Suwtikég ovAAoyés. To Makedovikd Movaeio Zvyxpovng Téxvng
opyavwoe avadpoylkr| ékBeot) Tov (2001). To 2013 frav voyneLog
yia 1o Ppapeio AEXTE. Eivar avamAnpwtng kaBnyntnig oo turua
Apytrektoveov Mnyavikwy tov Havemotnuiov Moatpwy. Ztn SovAetd
Tov emi(nei Tov Stapkr| Stdhoyo e Ty Lo Topia TG EAANVIKHG TEXVIG,
eV e TV iSta ouvEmela TpoTeivel véa IOLDPATA GTNY KAAATEXVIKT

TPAKTIKT] TOV O SLAKPLTEG EVOTITTEG TOV £PYOD TOV.

ITAITAKONXTANTINOY Anda

(1945- )

Inobdace ypagukeg Téxveg otn XxoAn Aogladn (1962-1965) ka
(OITNOE 0TO TPOTAPACKEVATTIKO £T0G TG Xx0AN¢ Kahwvy Texvaov
™G ABfvag (1965-1966). Zuvéxioe pe omovdég otig Kakég Texveg
oto Loughton College of Art tov Aovdivov (1967-1968) kat ato
Maidstone College of Art (Kent Institute of Art & Design) tov Kevt
(1968-1971). Exel ipaypatonotoet Tavw anod eikoot aToplkEg ekOe-
oeig oty EAAada kat to e§wteptid Kat éXeL CUUUETACXEL O TEPLO-
o0tepeg and e§nvta opadikés. Avadpopkn) ékbean tng opyavadnke

o710 BagomovAeto ITvevpatikd Kévipo otn @eooalovikn (2002).

Hrav tipwpevn kahkirgxvida oty 1n Mmevake Zoyxpovng Téxvng

Becoahovikng (2007). H avvBeor| g O ypovog ota yépiax pov
Bpioketat otov Zrabuo Movaotnpakt tov adnvaikod Metpo.

Avriket 0Tovg TIpWTOVG KaAAiTéxveg Tov apovoiacav oty EA-
Aada, tn dekaetia Tov 70, HopPEG TEXVNG OMwG Ta teptPariovta,

TOL XATEVIVYK Kat 1) Tep@opuave. Ta épya tng avagépovtal 6To

avOpwTivo owpLa Kat TNV EUYUAN TATOTITA, eV oxeTi{ovTa e
TN VN Kol Tov xpovo. Xtny mopeia TG SovAeLdg Tng éxeL Xprot-
HLOTIOLOEL TIOLKIAQ EKPPACTIKA pETA (TPLOSIAOTATEG KATAOKEVEG,
KOAA( kau yAurrtd, {wypagukr, kivion, X0 kat Aoyo, o€ auvdvacpo
(e TN QwToypagia, To PivTeo, K.A.), e XAPAKTNPLOTIKO GTOLXELD

TOV TEAETOVPYIKO XAPAKTIPA KAl TIG AVTOPLOYPAPIKES AVAPOPEC.

IMAITAKONXZTANTINOY Niva

(1968-)

Enovdace eAAnvikr gtholoyia oto EBvikd kat Kamodiotprakod
[avemotipio ABnvav (1992) kat Kakég Téxveg oto Camberwell
College of Arts tov Aovdivouv (2001). To 2011 apovoiace To €pyo
NG oty atopikr| ékBeon pe tov Titho «Avti ypagrie» oto EGviko
Movoeio Zvyxpovng Téxvng oty ABrva. To 2015-2016 petéfn
o1o Iavemotiuo Princeton twv HITA pe epgvvntikn vtotpo-
¢ia. Exet mapovotaoet T SovAetd TG o€ atopikég ekBéoelg kat
et OLppETAOXEL 0t TOANEG opadikég exBéoelg otnv EANAda ko
10 e§wTepkd. Epya g PpiockovTal o€ STk kat og Snuooteg
ovAoyés. H Hoamakwvotavtivov Siepevvd tn axéorn petal ket-
HEVOL Kot ELKOVAG, HETAED TNG YPagPr|§ Kat TOV iXVoug TnG. OETet wg
aQeTNpia Ta AoyoTeXVIKA Kelpeva Tov £xouv dlaitepn onpacia yia
v idta, kat pe o TotkiAia XELpOVOULAKWY TPAKTIKDY (avTypagr,
LYVOYpa@ia, Xprion KApUIOV, AMOTUTWUATA, TPLTHHATA K.4L) Ta
OLKELOTIOLEITAL KO TA PETATPETEL 0 SLATpITa 1) TaAipynota Tomia
Aé€ewv, ONLLOVPYWVTAG OLVELPULKEG CKEWELG YLA TOVG TPOTIOVG

70V KAOE KEIUEVO UTTOPEL VAL ATTOTEAETEL TNV TINYT| VLA pla EKOVA.

ITATTAAOYKAZX Znvpog

(1892-1957)

Mabrtevoe otn Zyoh} Kahwvy Texvav pe daokdlovg tovg Znvpo
Bukdto, Anprtpto Fepaviartn, Fewpyto IakwPidn, Zrépavo Advtoa,
Tewpyto Poilo kat ITavko Mabiomovlo. Zvvéxioe Tig omovdég
tov oto Iapiot kat otig Académie de la Grande Chaumiere ko
Académie Julian (1917-1921). To 1921 vnrp&e moAepukog {wypdagpog
ot Mikpaotatikiy Ekotparteia, evd apyotepa entoképbnke to
Aylov Opog kat perétnoe ) Bulavtivi (wypagikn.

Ovtag daitepa Spaotrplog kahitexvikd, 1o 1956 eEehéyn kabn-
yntg oto epyaotripto {wypagikng tng Avwtatng XxoAns Kakwv
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Texvav. Atetéheoe dievBuvtig g Anpotiknig MvakoBnkng Tov
Anpov ABnvaiwv. Zto ayoypagiko tov épyo Siatnpel tn fabid
TIVEVHLATIKOTITA KAl ELOAYEL TIG ELKACTIKEG AVIOVXIEG TNG ETO-
Xf§ Tov. Zta épya Tov (Tomia, TPOCWTOYPAPLES, VEKPES PUOELG)
OUYVAVTOVTOL KAL CUVUTIAPYOVV APUOVIKA oTotxelo TG PulavTiviig
{wypagiknig kat peupdTwV TOv povTepviopov (gwpiopod, Nap,
LETA-LUTIPECLOVIGHOV), e TO XpWHa va BpioKeTal TAVTOTE OTO
eMiKeEVTPO TV avalnTroewy Tov.

To Topvpa B. & M. @eoyapdkn eivat o Oepratogvlakag tov pyov
tov Zdpov [Marmalovka kot 0TI GVANOYEG TOL €Xel evToyBei 1
Swped NG KOpnE Tov {wypdpov Mivag ITamalovkd pe ta avtt-
TPOOWTEVTIKOTEPA £pYa TG e§EAKTIKTG TTOpeiag Tov. EkBéoeig ov
éxet opyavawoet To Topupa yia 1o £pyo tov kalhrexvn eiva, petald
dMwv, ot «Zmvpog Hanaovkds: ZuAloyn I§pvpatog Ekaotikov
Texvarv & Movotknig B. & M. @eoxapakn (Idpvpa Etkaotikdv Te-
xvwv & Movotkr|g B. & M. @eoxapakn, 2007, empéheta: Takng
Mavpwtag), «Zmdpog Ianakovkds-Baoitng @soxapakns. ATTON
OPOZ» (Méyapo Xopobd Kalapdtag, 2019, empéreia: Takng
MavpwTdg), «Zrdpog Iarmalovkdg. Epevvntig tov awviypartog
e Lwypagkns. [Ivootd kat dyvwota épyar (Ipupa Eaotikwy
Texvav & Movotkng B. & M. @eoyapdkn), 2022, emupiéheta: Evbopia

Tewpytadov-Kovvtovpa).

ITATTIAZITYPOY Péva

(1938-)

Znobvdace {wypagikn kat fwoaikd oty Avwtdtn Zxol; Kawv
Texvav ¢ ABrvag (1958-1961) kat cuvEXLOE TIG OTIOLSEG TNG OTNY
Ecole Nationale Supérieure des Beaux-Arts (1961-1967), émov
napovoiace kat Ty TpwTn atopkr) €kBeor| tne. Exet mapovotaoet
Tavw ano Sexamévte atopkég ekBéoeig otnv EAAGSa ko to efw-
TepLko, evd ouppeTeiye oe TOAAEG opadikég ekBéoelg kat SteBveig
Sopyavwaoeis. Aidae otny AXKT ABnvag and to 1993 uéxpt to
2005, evw vrnpEe N TpwTn yuvaika ov eEehéyn SievBovTpLa ep-
yaotnpiov g Zxohrig (I' Epyaotriplo Zwypagikic), oty omoia
70 2006 e§eAéyn opoTIun KabnynTpLa.

Ztn SovAeld g emiyeipnoe and vwpig va enavefetaoel Ty eka-
OTIKI] EMPAVELA KAL TOV XDPO, XPNOLHOTIOLOVTAG AVTIOVHPATIKEG

ETIPAVELEG — NAPAPIVEG, GavidES, OTIAPAypaTaL XAPTLOV, TUIHATA



I 168

HWOAiKOD, ATOKOAANOELG ETULPAVELDV TOiKWYV. OIKELOTIOLOVUEVT) TO
VALKO TV ETULPAVELDY OTA £PYQ TNG — TIOV YTAVOLY PEXPL EYKATA-
OTAOELG HEYAAWY SLAOTACEWY —, TIG «aTOXAPAKTNPile amd v
TPOTEPT XPTOT] TOUG Kat TOVILeL Tévw TOVG HOPPOAOYLKOVG OXN)-
HOTIoHOVG amd Sukég Tng emepPacets (xapti, oAOPL k.4), Sivovtdg

TOVG VEa EIKAOTLKT) VTOOTAOT).

ITOAYXPONIAAH Xeléot

(1904-1985)

Enovdace povokr oto Qdeio ABnvawv. To 1930 petéPn oo [apiot,
omov S184xOnKe TNV TEXVN TNG VWTOYPAPIAG, TOV (woaiKoD Kot TNG
kepayukng oto Conservatoire National des Arts et Métiers, oxédto
ot Académie de la Grande Chaumiere kat {wypagun pe tnv
kaBodnynon g Suzanne Valadon. O\eg avtég ot Spaotnplotn-
TEG TNV ELOYAYAY GTOVG KOATIOUG TNG TEXVNG KaL TNV £Qepay o€
TP [E HEYANEG TIPOOWTIKOTNTES TNG emoxNG. Otav eméotpeye
otnv EX\&da to 1934, avéhaPe tn Stevbuvon tng aiBovoag téxvng
“Studio - Galerie d’art” xat aoyoArOnke pe TV kepaguk, TV 1ko-
voypagnon PipAiwv kat ) {wypagixr). Metafd 1946 kou 1953 £{noe
otnv Apepikr, TApWGS aQootwpEVT oTn {wypaikn, TNV eToxT
7oV 0 agnpnuévog eEnpeatoviopde dxpale. Emotpépovtag otny
ABnva, 010V 1) apaipeon oY TEX VI Ekave TA TPWTA TG PriporTa,
1 Hohvxpoviadn kviBnke otaBepd mpog tnv karevBvvon avtr,
Badilovrtag péoa ano egnpecioviotikég ouvBéoels Tpog Ty TATPN

dpvnon Tng mapACTATIKOTTOG.

ITPAXINOZX Mapiog

(1916-1985)

Tevvnuévog oty KwvotavtivodmoAn, Bpédnie oto apiot pe tnv
OLKOYEVELA TOV, £TElTa amo Ta yeyovota tov 1922. Qoitnoe otnv
Ecole des Langues Orientales kat dpxioe ta pdrta pabnpata (-
ypagikng kovta otov Clement Serveau (1932). Avo xpovia peta
Eexivnoe omovdég ot Faculté des Lettres oo Tapiot. [TapdAnAa,
ovvavaotpdgnke T yokn Stavonon e emoxng kot diaitepa
TOV KOKAO TV covpeallotwv. Eekivioe va ekBétel {wypagikr
oto Iapiot ano 1o 1938. Me yalhwkr| vinkodtnta and to 1949,
gykataotadnke povipa oty HpoPnyxia (1951). To épyo tov ma-

POVOLAOTIKE OE ATOpIKES Kat opadikég ekBéaelg SteBvawe, v Exouvv

npaypatonowm et apketég avadpoyukég atn Tahhia, o Béhyto ko
v EAAada. Ewovoypagnoe mhifog Biphicov kat aoyohndnke pe
™ oknvoypagio. Evav xpovo petd tov Bdvatod tov, odokAnpw-
Bnke n TomoBétnon évreka peyalwy (wypagkwy cuvBéoewy Tov
oty ekkAnoia Notre Dame de Pitie. Exet tyun0ei pe toug tithovg
Chevalier de I'Ordre des Arts et des Lettres (1961), Chevalier de
la Légion dHonneur (1966) xat Officier de 'Ordre des Arts et des
Lettres (1981).

210 épyo TOL — TamLoePl, YATTIKT, {0Ypa@IKy — €QApHOTE (iia
1OLaiTepn aQALPETIKY YPaPr amo aAMeTAMNAES YpapES Kat
Xpwpatikés Knhideg, e cupPoALKES avapopés. 1o eniKeVTPO TwV
evilagepovTwY Tov Ppiokovtal i vépPacn Twv opiwv HeTAgL

QLOLKOD Kat LTEPPATOD KOOHOV, KABWG KAt 1) AVTIHETWTIOT TNG

{wYpagIknG wg XELPOVOLULAKNG YPAPTG.

ITPEKAZX ITapig

(1926-1999)

Znovdace lwypagun otnv Avwtdtn ZxoAr Kakwv Texvaov pe tovg
Anurtpn Mmokivn, Ovppépto Apyvpd kat Avdpéa TewpyLadn ta
¢t 1948-1952. Iapovoiace To £pyo TOL 0€ ATOUKEG Ko OHadIKéG
ex0éoelg kat éhaPe (épog otic Mmevake tov Xdo IIdoAo to 1965
Kkat ™G Ale&avdpetag o 1968. Kalhitéxvng pe molvdidotarto épyo,
aoXoA0nke e Tn {wypagkr, TN YAUTITIK, TV Koopnpatoypagia
Kkat 1 Stakdounon. Ta Bépatd tov, aviinpéva ovviBwg and vy
eA\nvikr) wtopia kat ) poboAoyia, Tov anacyoknoav oe 6Aa ta
péoa kat yU oavté ta efétale Sie§odikd pe kabe Suvatod exppaoTikd
TpoTO0. To VYOG TOV VTIAYETAL GTOV APNPNUEVO EEMPETLOVIONO, e
£VTOVI| YEWHLETPLKOTITTOL KAL e TO AEVKO Xpwpa va €xet Seomolovoa

0éomn otig ovvBéoelg Tou.

POPPHZ lwpyog

(1963-)

Xnovdaoce oty Avwtdtn Zxoln Kalwv Texvav (1982-1987) ue
kabnyntég tov Havaywwtn Téton kat tov Tidvvn Balafovidn ko
énerta oto Iapiot, otny Ecole Nationale Supérieure des Beaux-
Arts, ue ddoxalo tov Leonardo Cremonini. To 2001 tiurfnke
and v Akadnpia ABnvav pe to Ppapeio ya véo (wypdpo kdtw

Twv 40 etwv. To 2006 Tov aneveunOn TiunTkn Stakpilon yia To

¢pyo tov and 1o Kovweelés Topupa «ANE§avdpog Z. Qvdaongy.

Exet mapovotaoet moAég atopikég exBéaels kat xet MaPet pépog

oe opadikég ekBeoelg otny EAada kau to efwtepko. Epya tov
Bpiokovtal oe onpavtikég Snuooteg kat dLwTkEG ovANoyég. Emi-
Aéyovtag ouviBws Tr {wypagikr pe povtého, n Bepatoypagpio Tov
eKTLNOOETAL O E0WTEPIKODG XWpove. Ta mpdowma mov ametkovilel
Yuyoypagovvtal, evoow tomobetodvrtat o meptBdAlovta Sopn-

HEVa péoa anod évioves avTiBéoelg yuxpv kat Beppav XpwHATWY.

YAMIOZX ITabvAog

(1948-2021)

Znobvdaoe {wypagikn otny Avwtatn ZxoAn Kakwv Texvaov g
ABfvag (1969-1972). Ao 1o 1978 £wg to 1992 é{noe kat epya-
otnke oto Iapiol. Exel mapovotdoel o £pyo Tov 0g TEPIOOOTEPES
and 25 atoptkég ekBECELG Kal £XEL CUUUETACXEL OE OTHAVTIKEG
opadikés otnv EANGda kat to efwteptd. AoxoAoDEVOG pe TNV
ayloypagia, éxel Toryoypa@roet eAANVIKEG eEKKANOLES e TNV TEXVIKT
NG voToypagiog kat £Xel INOTEXVIOEL TOMEG POPTTEG EIKOVEC.
Aida&e otnv AZKT, 6mov Supvbuve to Epyaotrpio Nwnoypa-
plag kat Texvikng twv @opnrwv Ewodvov. Xtn (wypagikr tov,
ovykepalovtat aTotyela TG EAANVIKIG TapadoonG (e avapopEs
otn povtépva Sutikr) téxvn. Ta Bépatd Tov TpoépxovTal ano Ty
kabnuepvoTTa, EVEO avTipeTwTifovTat e momTikr Sibeon ko
evatobnoia. [Tpoowma, XwpoL Kat AVTIKEifleva LETATPENOVTAL OF
obpPoAa KAl CLUUETEXOVY OE OVELPIKEG KAl LETAPVOIKEG AQr)-

YNHatikéG cuvOEéael.

YOPOTI'KAZ Zwtnpng

(1936-)

Znovdace otnv Avwtdatn XxoAn Kalwv Texvav pe daokalo
tov Ttavvn Mopaln kat tapakolovOnoe pabnpara ayoypa-
¢lag oto «Egnppoopévo Epyaotripto» tng XxoAng to 1962. Exet
nAN0og atopkwy kat opadikwy exbéoewv otnv EANada kat to
eEwtepko. To 1965 dropiotne empehptng otnv é8pa ehevBepov
oxediov kat {wypagiknig otnv Apxitektovikr ZxoAr Tov EMII,
v omoia vrnpéTnoe kat wg kabnyntrg. To 2004 Bpafevtnke
and v Akadnpio ABnvav yia 1o 0Ovolo NG kaAATeEXVIKNG

TOV IPOTPOPAG.
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Me kbpta VAKd T KapPouvo Kat Ta akpulikd, 0To €pyo Tov &e-
Xwpifovv To ypappiko kat evaiobnto oxédio, i kuplapxio Kat 1
TIVEVHATIKOTI T TOL QWTOG KA 1] LETAPOPE Kabnepvdy ekOvwy
KAt AVTIKEWEVWV O TTONTIKO Ko oLpPoAko emtinedo. Xtn {wypagt-
K1) TOV, 1] TPOGEYYLOT) TOV EAANVIKOD XWPOL AVTIKATOTTPi{eTon o€
Bepatikég emhoyég (meTpeg, epeima, otopa mnyadwwy, Bpadopata
apxaiwv ayodpdatoy, topteg kat mtapabupa pe makiég otdeplés,
TaALd EVA A0 EpEIMWEVEG OTEYEG, oVPAYLa, 0§eldwpéva oma-
paypaTa, KaTdhotma ooty Hnxavoy Kat HeToAMKOY KEALPWV)
IOV OUUTTVKVWVOLV HE AOKITIORO KAt ATOTITTA TO TIéPACHA TOV
XpOvou kat Ty guPAnpatikdTTa THG EVTpOTiag Kat TG ¢Bopag.
[oapaAAnAa pe o {wypagikod épyo Tov, acxoAndnke emiong pe v
elkoVoypaenor kat tnv kahhireyvikr) emtpéleta BpAioy, kabag kot

LE 1 oLYYpagn BewpnTIKOY KEWHEVWY.

SITYPOIIOYAOZX Iavvng

(1912-1990)

Znovdace {wypagikr| apxika otnv Avewtdtn ZyoAn Kaiwv Te-
xvev dimha otovg Ovupépto Apyvpo, Enapevavda @wpomnovio
Kat Zmvpo Bikdto kat émerta otnv Ecole Nationale Supérieure
des Beaux-Arts oo ITapiot. Me v krjpvén tov B’ ITaykoopiov
[ToAépov, eméotpeye otnv EXAGSa, 6mov kat mapépewve péxpt tov
Bavatd Tov, apoatwpévog atn Lwypagikr). To épyo Tov tapovatalet
e&&MEN kau otadiaxn HeTakivon and ToV Vatovpallopo Tpog
o Ste§odkd pehetnpévn agaipeon. Me mel@apyxnuéves, kKAelotég
ovvBEoelg kat pe AT xprion Tov xpwpdtwy, édwoe Tn Stk Tov
ek8ox1| 0TIV aPaipeo), 1) omoia yvwpLoe diaitepn akp o xwpa
pag oo tn dekaetia Tov 1960 kat petd. To 1960 Bpafevbnke amod
v UNESCO otnv Mmevake g Bevetiag, evad ToAD onpavTikr
Bewpeitan kat 1) cuppeToxn Tov oty Documenta III to 1964 oo

Kaoeh g Leppaviag.

XTABEPHZX Avtwvng

(1973-)

Enovdace otnv Avwtdtn Zxohr) Kahav Texvav pe daokalo tov
Tov Anutpn Mutapd. To 1998 @oitnoe otnv Ecole Nationale
Supérieure des Beaux-Arts, 6to epyactripto tov Vladimir

Velickovi¢. Zra épya tov e€etdlel To TOTMIO — TOOO E0WTEPIKOVG
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XWPOLG 600 Kau TO eEWTEPLKO, ATTIKO 1 ), TepPAAAov — péoa anod
TO TIpiopa TOL XpOVOU, pe cuvBEaelg Tov Sopodvtat anod éviova
xpwpata. O xpdvog Kat 1] peLOTOTHTA TOV AVASEIKVVOVTAL ATtO
™Y avTiANyn Tov XWPOoLv WG GVVOAO GTLYHWYV TIOV HTTOPOVV Vat

epunvevBovY WG TAPOV 1} WG AVARVOT).

TETXHZ Iavayuwtng

(1925-2016)

Znovdaoe otnv Avwtdtn Zxohn Kahwv Texvav (1943-1949) pe da-
okdAovg Tovg Anurtplo Mmiokivn, ITavdo MaBidmovio kat Kwv-
otavtivo [apBévn kau énerta pe viotpogia otnv Ecole Nationale
Supérieure des Beaux-Arts oo ITapiot. ITapovaiace to ¢pyo tov
0€ ATOWIKEG Kol opadikég exBéoels {wypagikg Kat XapakTikig
otnv EAada kat to e§wtepikd. Avapeod Tovg ovykataléyovrat
ovppetoyés oty Mmievihe tov Xdo ITIdolo to 1957 kat to 1965,
v Mrmuevade tng AleEavdpetag to 1959, otn Aebvr ExBeon Xa-
PAKTIKNG Tov Aovykdvo To 1960 kat ) AteBvr) ExBeon tov Tokio
10 1964. To 1976 eEehéyn kabnyntrg oty Avwratn Zxohr Kalwy
Texvav, 6mov apépetve £wg o 1991, evw ano to 1989 Sietéleoe
npuTavng. To 1993 éyive pédog g Akadnuiag ABnvav. Avadpo-
k) ékBeom Tov €pyov Tov mapovatastnke To 1999 otny Efvikn
[TivaxoBrikn. Alpop@wae va Gageg Kot EVSIAKPLTO TPOCWTIKO
EIKAOTIKO TEPIBAANOV, AVAQECA TNV TOPACTATIKOTITA Kol THV
AQaipeaT), [E TO XPWHA KAl TO GG Va £X0VV TPpWTeELOVTA POAO,
oxedOV Xelpovopuakod, kat va eivat To Oxnpa ya v enitevén g
PLOLKOTNTAG KAL TNG £VTAOT|G TOV EKPPAOTIKOD ATOTENEOUATOG.
Avtr) v 8locvykpactoki} avTiAyn Tov eEnpectoviopod Ty
eE€NEe péxpt To TéNOG TNG (NG TOL O€ GELPEG EPYWV TOV UE OKNVEG
NG KaBnepVOTNTAG, OTNY TOTLOYpAPia, TV TposwRoYpa@ia,

KaBwg Kkat Tn vekpr} QoM.

TEXAPOYXHZX Idvvng

(1910-1989)

Xapaktnpilovtag o idlog Tov eavtd Tov gpevvnTi| Kat Sté Piov
padnn, o Tiavvng Toapovyng padrtevoe dimha atov Kwvotavtivo
[TapBévn otnv Avwtarn Xxohr Kakawv Texvav kat mapdAinia
napakolovlnoe padrpata oto epyactrpt tov Pwtn Kovroylov,

omov punBnke ota pLoTikd ™S PulavTiviig TéEXVNG KAl LOVOIKNG,

aAAd kat TG Adikn¢ mapadoong. Adokalol Tov — pe TNV gvpeia
évvola — vrip&av kau ot Anuntpng Mikwwovng, Ayyelog ZikeAtavog,
Atapavtng Atapavtomovhog kat Evyéviog Znabdpng. Ta&ideye
apkeTég popég oo Tapiol, 6ov kat éuerve yla apkeTo Xpovo avd
neplodovg. Xuvepyaotnke pe tov Tériade kat tov IoAa kat tpaypa-
Tomoinoe ekBéoeig oto e§wtepikd. H exBeotaxr| Tov Spaotnpotnta
nephapPavet moAvaptOueg atopikég exdéoelg kat ovppeToxn oe
opadikeg, TTaveAArvieg kau SieBveic, omwg ot Mmevae tng Ale&av-
dpetag to 1955 kat g Bevetiag to 1958. Avadpopukr ékBeon tov
£pyov tov apovotdotnke To 2009 oto Movoeio Mmnevdkn. Emiong,
napdAAnAa pe ) {wypagikr} Tov SpacTnplOTNTa, EPYATTNKE WG
OKIVOYPAPOG Kat evOupatoloyog oo Béatpo kat Tov Kivnpato-
ypdgo. H emagr| Tov pe 1000 StagopeTikons daokdlovg kat Ta
tafidia Tov oe TOANG pépn) Tov KOGHOL gixav WG ATOTEAEGHA Va
EUTAOLTIOEL TO EIKATTIKO Ae§IAOYLO TOL Kat va adloTotaeL oo £pyo
Tov StapopeTikés Tapadooels (Pulavtviy, Aaikr), povtépva evpwma-
KM, AVayevvnoLaK, Hapok) 0to atavpodpoput tng Adong pe Ty

AvatoAn, enavanpoadiopifovtag Ty £vvota TG EAVIKOTITAG.

DAQPA-KAPABIA Odlewa

(1871-1960)

Tehewwvovrtag to Zanmeto HapBevaywyeio g Kovotavtivod-
ToAngG, pabrrevoe kovtd otovg Nikohao Ioln kat Fewpyto Takw-
Bidn oto Movayo. Exel éAafe kat mpocBeta pabrpata oxediov
Kal xpwparog. Emotpépovrag otny Kwvotavtivovmoln to 1898,
napéperve evepyr kalliteyvika kat Spaotnpronownke oe TOA-
Aovg toyteic. Méoa ano moAld ta&idia, éEhafe mowila epebiopata
Kat avTo anodobnke Suvapika oto épyo e MdahioTa ftav 18-
aitepa Spaotipla kata tn dapketa Twv Bakkavikwy TTodépwy,
KATAYPAPOVTaG TIG EUTELpieg TG oTo PipAio Evrvmdoeis and Tov
modepo: 1912-13 Makedovia-Hmelpog mov e£édwae, Omwg Kat Katd
™ Mixpaotatixr) Ekotparteia kat tov EAAnvoitaiko TToAepo. At-
nvBvve v «KaAiteyvikn ZxoAn» mov idpuoe oty Ahe§avdpeia
péxpt kat to 1940, ondte eykataotddnke otnv ABnva. Ztov peydho
aptOpo épywv mov Tapryaye, KatamdoTnke pe StapopeTikd Oéparta,
epmhovtifovtag To eikaotikd Ae§iAdyto g axadnpaikng maideiag
TNG € OTOLXEIQ WTIPEGLOVIOTIKNG aVTIANYNG, KaBWG Kkat [e TAoELS

OTwG 0 PWPLOPOG Kot 0 EMPETIOVIONOS.

YYXOITAIAHE Tavvng

(1945- )

Xnovdace yapaktiki pe votpogia oty Avwrarn Xxoln Kawv
Texvav ¢ ABrvag (1963-1968), pe Tov Kwota Ipappatdnov)o.
[Ipaypatonoinoe petantuyiakés omovdés otn (wypagikr (1971-
1975) otnv Akadnpia Kakav Texvawv tov Movdyov pe viotpogia
an6 v DAAD. Yrujp€e péhog g «Opadag Texvng A% (1960-1967)
KAl TNG EKAOTIKNG opadag Tov meplodikod Embewpnon Téyvyg.
Svppeteixe og TOANEG OpASES (e TOMTIKOTIOUEVT KAAAITEXVIKT|
Spdomn;: fitav 1dpuTiko pérog s opadag Twv «Néwv ENivwv Pea-
Motwv» (1971-1973), Tov «Kévtpov Ewaotikawv Texvaov» (KET,
1974-1976) kat ¢ opadag «10/9» tov Movéyov (1975). To 1977
eykataotadnke oto BepoAivo mpookekhnpévog tov KaAArrexvi-
kov [poypappatog tng mOANG Tov Avtikov Bepohivov. To 1986,
petakopoe otig BpuEées kat enéotpeye oty ENGda to 1992.
To 1994 e€eléyn takTikog kabnyntrg oty Avewtdrn ZxoAr Kalwvy
Texvov g ABfvag 6mov didage uéxpt o 2012. Exet mapovotdoel
TO €pY0 TOL 0€ TOANEG aTOIKEG Kot opadikeg exBeoeig otnv EA-
Aada kan o e€wTepiko, v EXOUV Yivel Kat apKeETES avadpoUIKES
exBéoeig Tng Sovhelag tov. H eiaotikn eykatdotaot) tov Zrabudg

Eiprivn Bpioketat otov otabud Zovtaypa tov abnvaikov Metpo.

Exet exdwoet Pphia pe keipeva kat Sokipa yla Ty tXvn. 210 épyo

Tov XprotpoTiotel StapopeTikég Texvikeg ((wypagikr, axédio, pw-
TOypa@ia, KATaokevég pe EvOeTa TpayHaTikd avTikeipeva K.d.),
eV KUPLAPXeL 0 GXONATHOG KOVWVIKOTIOMTIKWV QALVOUEVWY, 1)
avagopa oty Iotopia kat T Iotopia g Téxvne, kabag kat ot

AUTOPLOYPAPIKEG LLVI||LES.
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ARTISTS’
BIOGRAPHICAL NOTES

ADAMAKOS Yiannis

(1952-)

He studied at the Athens School of Fine Arts (1973-1978) under
Yorgos Mavroidis, Dimitris Mytaras and Panayiotis Tetsis and
then attended independent academies in Paris in 1978-1981. He
has presented his work in solo exhibitions and has participated
in group exhibitions in Greece and abroad. 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.

ALITHINOS Dimitris

(1945-)

Alithinos studied painting at the Athens School of Fine Arts
(1968-1970) under Nikos Nikolaou. He continued his studies
at the Accademia di Belle Arti in Rome (1970-1974) and at the
Ecole Spéciale d'Architecture in Paris (1976-1980). In the 1970s,
his work was in tune to the avant-garde and the general political
unrest of the time, and Alithinos made interventions to public
spaces. In the 1980s, he kicked oft the Concealments series, in situ
public installations around the world, which serve as a comment
on the meaning of time and memory. He runs the Collaborations
with other cultures project, which refers to the importance of
intercultural relationships, since 1993.

He has represented Greece in the Biennials of Sao Paolo (1983),
Istanbul (1989) and Venice (1997). A retrospective exhibition of
his work was held at EMST (National Museum of Contemporary
Art,2013).

He was invited as an artist-researcher by the Center for the Study
of World Religions (CSWR) of Harvard University; the Syracuse

University, Syracuse NY; the Savannah College for Art and
Design (SCAD), Georgia; the Accademia di Belle Arti, Bologna,
and other institutions. He has published articles on art, as well as

literary books.

ALTAMOURAS Ioannis

(1852-1878)

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 1873-1876. 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

(1964- )

Andreadakis studied at the Athens School of Fine Arts (1986-
1991) 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 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 a professor
in the Department of Architecture at the Technical University
of Crete.

ANGELI Io

(1960- )

Angeli studied at the Athens School of Fine Arts (1986-1991)
and pursued post-graduate studies at the Royal College of Art
in London (1988-1991) and at the Central St. Martins College
of Art and Design (1990-1991). She has presented her work in
more than ten solo exhibitions and has participated in many group
exhibitions in Greece and abroad. Works of hers can be found in
private and public collections. From the mid-1990s onwards, she
shifted her focus to the representation of natural landscapes, cities
and interiors. She explores the issue of boundaries in landscape
painting, especially their rupture, producing new landscapes

between interior and exterior space, reality and imagination.

ATHANASSIADES Alexandra

(1961-)

Athanassiades began her higher education at the Franklin College
in Lugano, Switzerland. She studied sculpture and printmaking at
the Ruskin School of Drawing and Fine Art, Oxford University
(1979-1982). She received a Master of Fine Arts in Sculpture from
the Columbia University, New York (1984). She also engaged in
scenography both in New York and in Athens. From 1984 until
today, she has been exhibiting her work in solo and several group
shows. Works of hers can be found in significant collections around
the world. Her works reveal her interest in the harmonic union
of the ancient with the contemporary, through the exploration,
acceptance and integration of the past. She uses mostly metal,
wood and paper to produce thematic series of works that are
inspired from mythology or everyday life, from recollections and

experiences, as well as from the relationship of man with nature.

AVORA Emi

(1979-)

Avora was born in Greece and lives in Singapore. She studied
painting at the Ruskin School of Art, Oxford University, and at
the Royal Academy Schools of London. She has participated in solo
and group exhibitions in Greece and abroad. Her works are part of

private and public collections in Europe and the USA. She focuses
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on subjects of everyday life, inspired from her life in Asia and her
Greek legacy. Her quests involve a redefinition of the notions of
“locus” and “identity” and are presented in fictional compositions
that create new painting spaces, within which reality converges

with mythology and an imaginary world.

AXELOS Michael

(1877-1965)

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.

BEKIARI Koula

(1905-1992)

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
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.

BYZANTIOS Konstantinos (Dico)

(1924-2007)

Byzantios studied at the Athens School of Fine Arts (1942-1945),
under Konstantinos Parthenis and Oumvertos Argyros. In 1945, he
was among the 200 who received a scholarship by the French State

and arrived in Paris with the ship Mataroa. He settled in Paris ever
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since and studied at the Academies Julian and Grande Chaumiére.
He learned etching from Dimitris Galanis and joined the post-war
Ecole de Paris. He presented his work in solo exhibitions in Paris,
Athens and other European cities and he participated in numerous
group exhibitions.

During the 1960s, his painting evolved through abstraction. In the
mid-1970s he returned to figurative art, first with black and white
drawings and consequently with anthropocentric subjects. In 1985,
he was awarded the title of Chevalier de 'Ordre des Arts et des Lettres
by the French Government and, in 1990, he was awarded the title of
Officier de 'Ordre des Arts et des Lettres. In 2000, he was assigned by
the Olympic Museum in Geneva to create a work for the celebration
of the Olympic Games centenary. A retrospective exhibition of his
work was held at the Benaki Museum, Athens, in 2007.

CALOUTSIS Valerios

(1927-2014)

Caloutsis studied at the Athens School of Fine Arts (1947-1953)
under Yannis Moralis. He continued his studies at the Saint Martin’s
School of Art in London and at the Ecole Nationale Supérieure des
Beaux-Arts in Paris, where he spent most of his life. He realized
more than 20 solo exhibitions and participated in group ones in
Greece and abroad. Retrospective exhibitions of his work were
held at the Milo Artspace, Athens (1999), at the Chania Municipal
Gallery (2005) and at the Contemporary Art Museum of Crete in
Rethymno (2019).

Starting from the language of abstract art, he gradually turned
to mixed techniques and industrial materials (engines, mirrors,
photocells, etc.). He combined traditional media, such as painting
and drawing, with photography. His quests stretch to the meta-
physics of matter; contemporary communication; the revitalizing

force of nature, as well as the impact of adverse human activity.

DASKALAKIS Stefanos

(1952-)

Daskalakis studied painting at the Athens School of Fine Arts
(1970-1974) under Yorgos Mavroidis. He furthered his studies in
Lyon and Paris (1978-1981), at the studio of Leonardo Cremonini

at the Ecole Nationale Supérieure des Beaux-Arts. He apprenticed
also to Yannis Tsarouchis. Since 1982, his work has been presented
in solo and group exhibitions in Greece and abroad. He focuses
on figurative painting and the contemporary realistic idiom,
engaging in various subjects, indicatively still life, interiors and,
later on, women portraits and nudes, but always emphasizing on

the existential component and the decay that comes with time.

DONEF Antonis

(1978-)

Donef studied at the Athens School of Fine Arts (1999-2004) and
the University of Fine Arts in Madrid (2002-2003). His work has
been presented in solo and group exhibitions in Greece and abroad.
In 2010, he was honoured with the Art House Shanghai Award. His
artistic practice is characterized by palimpsest works of an abstract
and minimalistic nature. In creating them, he applies procedures
that are time-consuming and knowledge-intensive; to this end
he turns to e.g. archival collections, while also appropriating
and reusing old material to craft a new creation. In this way, the
already mapped knowledge is redefined through processes of

deconstruction and reconstruction.

EFSTATHIOU Eirene

(1980-)

Efstathiou holds a Studio Art Diploma and a Bachelor of Fine Arts
(2003) from the Tufts University in Boston, where she studied
painting and printmaking. She is also a graduate of the School
of the Museum of Fine Arts, Boston, and of the Athens School
of Fine Arts (MFA 2010), where she is also completing her PhD.
She has presented her work in Greece and abroad. In 2009, she
was the recipient of the DESTE Foundation Prize and in 2019 she
received a scholarship by the NEON Organisation for Culture and
Development, for the completion of her doctoral research.

Her practice involves various media (painting, printmaking, small-
scale installations). With her work, she looks into the collective
and archival memory, the emotional load and the social impact
of those, as well as the ways in which all of the above relate to the

public sphere.

GALANIS Dimitrios

(1879-1966)

While studying civil engineering at the Athens Technical University
in 1897-1899, 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 (1907-1909), 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 Nationale Supérieure 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

(1972-)

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 and 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.

GERODIMOS Vassilis

(1977-)

Gerodimos studied at the Athens School of Fine Arts (2005-2010)
and the School of Marble Sculpting at the Fine Arts School of Tinos
(2005) from which he graduated with honours. He has realized four
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solo exhibitions and has participated in numerous group ones, as
well as in interdisciplinary projects in Greece and abroad. Works
of his can be found in public and private collections. Sculptures
and large-scale in situ installations in their majority, his works
explore the relationship between materials, their correlations and
the potentialities of their amalgamation. Additionally, with the
choreographer Tzeni Argyriou they have co-created artworks
that explore the active dialogue between visual and performing
arts. He has also designed the scenes for several dance and

theatre performances.

GYZIS Nikolaos

(1842-1901)

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 he 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.

IAKOVIDIS Georgios

(1853-1932)

A leading figure of Greek art of the late 19th-early 20th century,
Takovidis studied at the Athens School of Fine Arts (1870-1877)
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
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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, particularly in his genre
themes, elevating scenes from family and everyday life to images

of strong spirituality.

KAGLIS Juliano

(1974-)

Kaglis studied painting at the Athens School of Fine Arts (1996-
2002). In 2003 he received a Fine Arts Scholarship by the Greek
State Scholarship Foundation (IKY).In 2013, he was honoured with
the Distinguished Greek Painter Award for artists up to 40 years
old, offered by the Academy of Athens. He has presented his work
in solo exhibitions in Greece and Cyprus, and he has participated
in many group exhibitions. Works of his can be found in public
and private collections. His paintings are compositions that border
with representation and abstraction. Their formation is the result
of a dynamic expressionistic gesture, which provokes the viewer
to reconstruct the image from its traces and to finalize its narrative

by means of personal comprehension.

KATRAKI Vasso

(1914-1988)

Katraki studied painting under Konstantinos Parthenis and
printmaking under Yannis Kefallinos at the Athens School of
Fine Arts (1936-1940), 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.

KESSANLIS Nikos

(1930-2004)

Kessanlis studied at the Athens School of Fine Arts (1950-1955)
and continued in Rome. In 1961, he moved to Paris and joined the
pioneering art group “Nouveaux Réalistes” In 1964, in the context
of the Venice Biennial parallel events, he presented the installation
The Great White Gesture at the exhibition “Three Proposals for a
New Greek Sculpture”. With works such as the Phantasmagorias, he
became the vanguard of Mec Art’s creation in 1965. Soon enough
his research led him to the use of photomechanical media, which
intertwine with the structure and the production process of the
image. He received an honorary distinction at the Sao Paulo
Biennial (1961), as well as the 1st prize at the Salon de Montrouge
(1997). In 1988, Kessanlis, together with Caniaris, represented
Greece at the Venice Biennial. Kessanliss work The Queue, placed
at the Omonia station of the Athens Metro, was created in 2003.
He was elected professor at the Athens School of Fine Arts (1981),
where he taught until 1997. Along with the evolution of his artistic
work, he made a significant contribution to the modernization
of Greek artistic reality not only with his teachings but also
with his dynamic interventions in the discussion of the School’s
relocation. His artistic activity continued until the end of his life.
Several retrospective exhibitions of his work have taken place,
such as the one at EMST (National Museum of Contemporary
Art) in 2007.

KOROGIANNAKIS Alexandros

(1906-1966)

Korogiannakis studied painting at the Athens School of Fine Arts
under Georgios Takovidis, 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
abook 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 characterized by thematic diversity and

restless exploration and experimentation.

LANZA Stefanos

(1861-1933)

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 fathers influence seem

to have stymied his stylistic development.

LANZA Vincenzo

(1822-1902)

Of Ttalian 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.

LAZONGAS Yorgos

(1945-2022)

Lazongas studied architecture at the Aristotle University of
Thessaloniki (1963-1970). His interest in painting soon became
pronounced and in 1970 he won a prize at the Goethe Institute’s
competition for young painters (Thessaloniki) and also at the

Hellenic-American Unions young painters contest in 1972.
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In 1976, he went to Paris to study after receiving a scholarship
from the French state. He presented his work in solo and group
exhibitions in Greece and abroad. He participated in Europalia
(1982, Ostend, where he was awarded the Prix Europe), in the
Biennial of Sao Paulo (1983), in the Salon de Montrouge (Paris,
1996) and in art events organized in the context of Thessaloniki as
Cultural Capital of Europe (1997), etc. A retrospective exhibition
of his drawings was held at the Benaki Museum in Athens and at
the Macedonian Museum of Contemporary Art in Thessaloniki
in 2006. An art installation of his is hosted at the Athens Metro
station of Eleonas. He taught at the Department of Architecture
of the Aristotle University in Thessaloniki (1982-1999) and at the
Athens School of Fine Arts (2008-2012).

His interest in the evolution of drawing as a form of writing and as
a gesture dominated his work. He created the Palimpsests, a series
of artworks based on the sequence of images and their changeable
traces, through their consecutive placing and the overlapping or
the erasing of layers. Apart from painting and drawing, his work
expanded to different media (photograph, video, installations, etc.)
and embraced various topics, such as the trace of the human body

or the reference to antiquity.

MADENIS Michalis

(1960-)

Madenis received a scholarship to study painting, which he did,
under Triantafyllos Patraskidis and Panagiotis Tetsis at the Athens
School of Fine Arts (1985-1990), wherefrom he graduated with
honours. He continued his studies at the Vrije Academie voor
Beeldende Kunste in Hague, Netherlands, on both a Dutch-state
grant (1990-1991) and a Greek-state grant (1992-1994). He has
presented his work in many solo and group exhibitions in Greece
and abroad. He worked in the educational programmes and
children's workshop of the National Gallery-Alexandros Soutsos
Museum in Athens (2003-2018).

His painting art is figurative and mostly anthropocentric. Its main
characteristics are the clearly expressionistic idiom, the intense
colour and the solid drawing, which underline the humanistic

character and the symbolic dimension of his work.
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MAKRIS Thanassis

(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. He has
presented his work in numerous solo and group exhibitions in
Greece and abroad. His oeuvre embraces distinct thematic areas,
namely self-portraits, children’s 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

(1879-1928)

After studying architecture in Constantinople, Maleas moved to
Paris to pursue studies in painting at the Ecole des Arts Décoratifs
under Henri Martin (1901-1908). 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.

MANTZAVINOS Tassos

(1958-)

Mantzavinos studied painting at the Athens School of Fine Arts
(1979-1984), wherefrom he graduated with honours. He has
presented many solo exhibitions and has participated in group
ones in Greece and abroad. He has taken part at the 16th Biennial

of Alexandria (1987). A retrospective exhibition of his work was

held at the Benaki Museum in Athens (2012). He taught drawing
at the Vakalo Art & Design College (1986-2000) and worked
on book illustrations. His works, painting compositions and
three-dimensional wooden constructions, are distinct for their
expressionistic idiom and their symbolic dimension. His themes
emanate from personal experience and have autobiographical

content or refer to folk tales and traditions.

MAVROIDIS Yorgos

(1912-2003)

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 (1950-1952) 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 (1975-1977) and rector (1977-1978) 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 characterized by a bright and bold colour palette,
rough gestural brushstrokes serving as outlines, and strong

textural effects.

MICHAILIDIS Yannis

(1940-2021)

Born in Skiathos island, Michailidis settled with his family in
Volos until 1958, and in Athens afterwards. He has presented
his work in 30 solo exhibitions and numerous group ones.
Works of his can be found in public and private collections.
He started to paint with the memories from his island as his
main stimulus. Later series of his, such as the seascapes and
the rural landscapes or urban images, relate to personal
experiences. Among the materials he used are paper, inks and
watercolours, collaged and decollaged, and among his techniques
is a vivid and fluid brushstroke that highlights the texture

of the surfaces.

MOLEFESSIS Jason

(1925-2009)

Molfessis studied at the Athens School of Fine Arts (1941-
1946) under Konstantinos Parthenis, Dimitrios Biskinis and
Epameinondas Thomopoulos. At the same time, he studied
law at the University of Athens. He attended lessons of
fresco painting at the workshop of Pierre-Henri Ducos and
of painting at the workshop of Jean Souverbie at the Ecole
Nationale Supérieure des Beaux-Arts (1951-1952). He has
presented his work in numerous solo and group exhibitions
internationally.

Initially, he created paintings that stand out for their lyricism
and their gestural idiom. Around 1960, he introduced to his
work the codified language of first computers and combined
his artistic idiom with the black dots of the perforated telex
tapes. In parallel, he utilized new materials (polyester, plaster,
aluminum, lead). From the 1970s, he created sculptural spaces
and installations with symbolic connotations in different
cities of France and Greece. He was appointed professor at
the School of Fine Arts of the Aristotle University in Thes-
saloniki in 1981.In 1991 he returned to Paris for a decade and

afterwards returned to Greece where he remained until the end
of his life.

ORFANOS Lambros

(1916-1995)

Orfanos studied painting (1938-1943) at the Athens School
of Fine Arts under Oumvertos Argyros and Epameinondas
Thomopoulos as well as printmaking (1943-1947) under
Yannis Kefallinos. In 1949 he became an employee of the Bank
of Greece, working 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 emit a poetic aura,
despite retaining clean outlines, while his prints unquestionably
attest to his astute technique and its dynamic development

over time.
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PAPACONSTANTINOU Leda

(1945- )

Papaconstantinou studied graphic arts at the Doxiadis School
(1962-1965) and then attended a preparatory year at the Athens
School of Fine Arts (1965-1966). Afterwards, she studied Fine
Arts at the Loughton College of Art, London (1967-1968) and
the Maidstone College of Art (Kent Institute of Art & Design)
(1968-1971). She appeared in more than 20 solo exhibitions and
more than 60 group ones in Greece and abroad. A retrospective
of her work was held at the Vafopoulio Cultural Centre in
Thessaloniki (2002). She was a guest artist of honour at the 1st
Thessaloniki Biennial of Contemporary Art (2007). Her large-scale
composition Time in my Hands is installed at the Athens Metro
station of Monastiraki.

She was one of the first artists to introduce art forms such as
environments, happenings and performances in the Greek
visual arts scene during the 1970s. Her works allude to the
human body and to gender identity, while also relating to
memory and time. She used various means of expression (three-
dimensional constructions, collages and sculptures, painting,
movement, sound and speech, in combination with photography,
video, etc.) of a ceremonial character, with autobiographical

references.

PAPACONSTANTINOU Nina

(1968-)

Papaconstantinou studied Greek Literature at the National and
Kapodistrian University of Athens (1992) and Visual Arts at
the Camberwell College of Arts in London (2001). In 2011 she
presented her work in the solo exhibition “Instead of Writing” at
EMST (National Museum of Contemporary Art) in Athens (2011).
In 2015-2016 she was artist-in-residence at the Seeger Center for
Hellenic Studies in Princeton, USA, with a research scholarship.
She has presented her work in solo exhibitions, and she has
participated in many group exhibitions in Greece and abroad.
Works of hers can be found in private and public collections.
Papaconstantinou explores the relationship between text and

image, between writing and its trace. She sets as a starting point
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literary writings that are of particular importance to her and she
appropriates them with a variety of gestural practices (copying,
trace marking, use of carbon, imprints, piercings, etc.), in order
to create connotations regarding the ways in which every text can

give birth to an image.

PAPADOPOULOS Nikos

(1970-)

Papadopoulos studied painting at the Athens School of Fine Arts
(1998-2003). In 2010 he obtained a postgraduate degree in Fine
Arts from the same institution. Since 2000 he has been a member
of the “Filopappou Group”. He has presented his work in solo and
group exhibitions in Greece and abroad. In 2014 he received an
award by the Onassis Cultural Centre in Athens and participated
in the residency of the art programme Accelerate@CERN offered
by the CERN-European Organization of Nuclear Research in
Switzerland. He also created the logo for the National Opera of
Greece after a competition in 2010.

In his work, research and artistic practices walk in tandem with
topics inspired by history, the natural environment and personal
experience, emphasizing on creative procedures that demand

diligent and skillful engagement.

PAPAILIAKIS Ilias

(1970-)

Papailiakis studied painting at the Athens School of Fine Arts
(1990-1996). He was awarded the first prize of Jannis and Zoe
Spyropoulos Foundation (1998) and he represented Greece at
the 49th Biennial of Venice (2001). He has presented his work in
more than 25 solo exhibitions and many group ones in Greece and
abroad. Works of his can be found in public and private collections.
The Macedonian Museum of Contemporary Art organized a
retrospective exhibition of his work in 2001. In 2013 he was
shortlisted for the DESTE Foundation Prize. He is an associate
professor at the Department of Architecture, University of Patras.
In his painting, he is in constant dialogue with the history of Greek
art, while proposing, with the same consistency, new idioms for his

artistic practice in distinctive series of his oeuvre.

PAPALOUKAS Spyros

(1892-1957)

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-
1921).1In 1921 he participated in the Asia Minor Campaign as a war
artist. 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 sacred icons, but introduces
contemporary artistic quests. His works (landscapes, portraits,
still lifes) harmoniously fuse elements from Byzantine art and
modernist movements (Fauvism, the Nabis, Post-impressionism),
while colour invariably remains the focal point of his quests.

The B & M Theocharakis Foundation preserves the legacy of Spyros
Papaloukas, as significant artworks from all the main periods
of his oeuvre were donated to the Foundation by the painter’s
daughter Mina Papalouka. Exhibitions of the artist’s work, which
were organized by the Foundation are, among others, “Spyros
Papaloukas: B & M Theocharakis Foundation for the Fine Arts &
Music Collection” (B & M Theocharakis Foundation for the Fine
Arts & Music, 2007, curator: Takis Mavrotas), “Spyros Papaloukas-—
Basil Theocharakis. MOUNT ATHOS” (Kalamata Dance Megaron,
2019, curator: Takis Mavrotas), “Spyros Papaloukas. Exploring
the Enigma of Painting. Familiar and Unfamiliar Works™ (B & M
Theocharakis Foundation for the Fine Arts & Music, 2022, curator:
Efthymia Georgiadou-Kountoura).

PAPASPYROU Rena

(1938-)

Papaspyrou studied painting and mosaic at the Athens School
of Fine Arts (1958-1961) and furthered her studies at the Ecole
Nationale Supérieure des Beaux-Arts (1961-1967), where she
presented her first solo exhibition. She has realized more than 15
solo exhibitions in Greece and abroad, and she has participated

in many group ones and international events. She taught at the

Athens School of Fine Arts from 1993 until 2005. She was the first
woman ever elected head of a School's workshop (Third Painting
Workshop), while in 2006 she was appointed emerita.

From her early steps in art, she attempted to re-examine the artwork’s
traditional surface and space, by using non-conventional surfaces—
metal sheets, planks, pieces of paper, segments of mosaic, detached
wall surfaces. In appropriating these surfaces and using them in
her works—some of which are large-scale installations—, she gave
them new artistic substance, by highlighting her morphological

interventions on them (made with paper, pencil, etc.).

POLYCHRONIADI Celeste

(1904-1985)

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 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.

PRASSINOS Mario

(1916-1985)

Born in Constantinople, he moved with his family to France due to
the events of 1922. He studied at the Ecole des Langues Orientales
and started his first lessons of painting next to Clement Serveau
(1932). Two years later, he started studying at the Faculté des Lettres
in Paris. In parallel, he was associated with the French intellectuals
of the time, mostly with the surrealist circle. He began to exhibit his
works of painting in Paris in 1938. He acquired French citizenship

in 1949 and he settled in Provence in 1951. His work was presented
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in solo and group exhibitions internationally. Several retrospective
exhibitions of his work have been held in France, Belgium and
Greece. He illustrated numerous books and he designed the scenes
for significant theatrical performances. The installation of eleven
large-scale compositions for the Chapel Notre Dame de Pitié in
Saint-Remy-de-Provence was completed a year after his death.
He was honoured with the titles Chevalier de 'Ordre des Arts et
des Lettres (1961), Chevalier de la Légion d Honneur (1966) and
Officier de I'Ordre des Arts et des Lettres (1981).

In his work—tapestries, sculpture, painting—he preferred a
personal abstract idiom with symbolic references, rich in successive
lines and colour patches. At the centre of his interests lies the
transcendence of the boundaries between the natural world and
the one beyond it, as well as the exploration of painting as an act

of gestural writing.

PREKAS Paris

(1926-1999)

Prekas studied painting at the Athens School of Fine Arts
(1948-1952) under Dimitrios Biskinis, Oumvertos Argyros and
Andreas Georgiadis. He has presented his work in solo and group
exhibitions, and at the Sao Paolo and Alexandria Biennials of 1965
and 1968 respectively. 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.

PSYCHOPEDIS Jannis

(1945- )

Psychopedis studied printmaking at the Athens School of Fine Arts
(1963-1968) under Kostas Grammatopoulos. He continued his
post-graduate studies in painting on a German-state scholarship
(DAAD) at the Academy of Fine Arts in Munich (1971-1975).
He was a member of the “Omada Technis A’ (Art Group A, 1960-
1967) and of the art group of the magazine Epitheorisi Technis (Art
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Review). He has participated in many politically-oriented art groups
and was a founding member of the “New Greek Realists” (1971-
1973), of the Centre for Visual Arts (Kentro Eikastikon Technon,
KET, 1974-1976) and of the “10/9” art group in Munich (1975). In
1977 he settled in Berlin, invited to the Public Artistic Programme
of West Berlin. In 1986 he moved to Brussels and returned to Greece
in 1992. In 1994 he was appointed professor at the Athens School
of Fine Arts, where he taught until 2012. He has presented his work
in numerous solo and group exhibitions in Greece and abroad;
also, several retrospective exhibitions of his work have been held.
His art installation Eirini Station decorates the Athens Metro station
of Syntagma. He has published books and essays on art. In his
work, which incorporates his criticism on sociopolitical issues, a
reference to history and to art history; as well as his autobiographical
memories, he utilizes several means (painting, drawing, photography,

constructions with found objects etc.).

RORRIS Giorgos

(1963-)

Rorris lives and works in Athens. He studied at the Athens School
of Fine Arts (1982-1987) under Panayiotis Tetsis and Yannis
Valavanidis and then in Paris at the Ecole Nationale Supérieure
des Beaux-Arts under Leonardo Cremonini. In 2001 he received
the Academy of Athens award for new painters under the age of 40.
In 2006 the Alexandros S. Onassis Public Benefit Foundation
conferred an honourable distinction for his work. 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.

SAMIOS Pavlos

(1948-2021)

Samios studied at the Athens School of Fine Arts (1969-1972).
From 1978 to 1992, he lived and worked in Paris. He has presented
his work in more than 25 solo exhibitions and he has participated
in important group exhibitions in Greece and abroad. As part of his
icon painting oeuvre, he has created frescoes for Greek churches,

as well as many portable icons. He taught at the Athens School

of Fine Arts, where he was head of the workshop for fresco and
portable icons painting.

Elements of Greek tradition and references to the modern Western
art are combined in his painting. His subjects are derived from
everyday life but are rendered with poetic mood and sensitivity. In
this vein, people, spaces, and objects become symbols and parts of

dreamlike and metaphysical narrative compositions.

SOROGAS Sotiris

(1936-)

He studied at the Athens School of Fine Arts under Yannis
Moralis and he took lessons of hagiography at the “Workshop of
Applied Arts” in the same School. He has presented his work in
numerous solo and group exhibitions. He was appointed assistant
curator at the Drawing and Painting faculty of the Department
of Architecture, National Technical University of Athens, to later
become a professor. In 2004 he received the Academy of Athens
award for his artistic practice in whole. Using charcoal and acrylic
colours as his main medium, he created paintings that stand
out for their linear and sensitive drawing, their dominant and
spiritual light, and the transfer of daily images and objects to a
poetic and symbolic level. In his painting, the Greek environment
is reflected on thematic subjects (rocks, ruins, water wells, remains
of ancient statues, doors and windows with old iron locks, pieces
of wood by ruined roofs, mooring bollards, rusted relics, pieces
of old engines and metal sheets) that summarize with ascetism
and minimalism the passage of time and the monumentality
of entropy and corrosion. In parallel with his painting, he
worked on the illustration and artwork of books, and also wrote

theoretical essays.

SPYROPOULOS Jannis

(1912-1990)

Spyropoulos studied painting initially at the Athens School of Fine
Arts, under Oumvertos Argyros, Epameinondas Thomopoulos and
Spyros Vikatos, and then at the Ecole Nationale Supérieure des
Beaux-Arts in Paris. With the outbreak of World War I, 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 Biennial, while his participation in Documenta

I1T (Kassel) in 1964 was another milestone in his career.

STAVERIS Antonis

(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 Velickovi¢ 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 asa
sequence of moments that can be interpreted either as the present

Or as a memaory.

TETSIS Panayiotis

(1925-2016)

Tetsis studied at the Athens School of Fine Arts (1943-1949)
under Dimitrios Biskinis, Pavlos Mathiopoulos and Konstantinos
Parthenis and then, on a scholarship, at the Ecole Nationale
Supérieure des Beaux-Arts in Paris. He has presented his work in
solo and group exhibitions of painting and engraving in Greece
and abroad. He participated in the Biennials of Sao Paolo in 1957
and 1965 and Alexandria in 1959 and the International Exhibitions
of Engraving at Lugano in 1960 and Tokyo in 1964, among others.
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.
A retrospective exhibition of his work was presented in 1999 at the
National Gallery, 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
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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.

THEOFYLAKTOPOULOS Makis

(1939-2023)

Theofylaktopoulos studied at the Athens School of Fine Arts
(1961-1967) under Yannis Moralis. From 1969 he lived abroad,
in Switzerland, France and New York; in the latter due to a Ford
Foundation grant (1971).In 1975 he returned to Greece. In 1988 he
was elected professor at the School of Fine Arts, Aristotle University
of Thessaloniki, where he remained until 2005. He presented his
work in almost 20 solo exhibitions and in many group ones, in
Greece and abroad.

The main quest of his painting art is the human figure and its
relationship with space. His figures appear as outline drawings,
usually in solitude, but with intense presence. Vigorous gestures,
ardent traces and tonal gradations permeate his expressionistic
idiom and give the pulse of a sophisticated processing of the

canvas space.

TSAROUCHIS Yannis

(1910-1989)

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. His exhibition activity included solo exhibitions
and the participation in group, Panhellenies and international
exhibitions such as the Biennials of Alexandria in 1955 and Venice
in 1958. A retrospective exhibition of his work was presented in
2009 at the Benaki Museum, Athens. In parallel with his career as a

painter, he worked as a scenic and costume designer for theatre and
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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

(1922-2013)

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 Nationale Supérieure des Beaux-Arts
and the College 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.

VASSILIOU Spyros

(1902 or 1903-1985)

Vassiliou studied painting at the Athens School of Fine Arts (1921-
1926) at first under Alexandros Kaloudis and, from 1923 onwards,
under Nikolaos Lytras. In 1929 he held his first solo exhibition,
and in 1930 he won the Benakis Prize for his wall painting designs
for the church of St. Dionysius the Areopagite in Athens (which
the artist executed in 1936-1939). 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 II 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.
He has presented his work in solo and group exhibitions, and also at
the Biennials of Venice, in 1934 and 1964, Alexandria in 1957 and
Sao Paolo in 1959. 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.

VELONIS Kostis

(1968-)

Velonis studied Fine Arts (Arts Plastiques/Esthétique) at the
Université Paris 8 (DEA) and holds an MRes in Humanities
and Cultural Studies from the London Consortium (Birkbeck
College, ICA, AA). He obtained his PhD from the Department
of Architecture, National Technical University of Athens. He is
an associate professor at the Athens School of Fine Arts. He has
realized solo exhibitions in Greece and abroad and he has
participated in group exhibitions and residencies worldwide.
His works, mostly constructed with wood or other everyday
materials, form narratives that conjoin personal stories with the re-
examination of historical events or of dominant cultural paradigms.
Indicative sources of inspiration for him are the scenic design for

avant-garde theatre shows and the history of the working class.

XAGORARIS Zafos

(1963-)

Xagoraris studied at the Athens School of Fine Arts (1983-1988)
and pursued post-graduate studies at the Massachusetts Institute
of Technology (MIT) with an Alexander S. Onassis Foundation
scholarship. He obtained his PhD from the National Technical
University of Athens. He has held various solo exhibitions and
he has participated in many group ones in Greece and abroad.
He represented Greece at the 27th Biennial of Sao Paolo (2006) and
the 58th Biennial of Venice (2019). He was one of the curators of
the Greek Pavilion of the 9th Venice Biennial of Architecture (2004)
and the 2nd Athens Biennial (2009). He is a professor at the Athens
School of Fine Arts. He has also taught at the Universities of Patras
and Sassari. He was a visiting scholar at the Columbia University,
NY (Fulbright Scholar) and a Witt artist-in-residence at the Penny
W. Stamps School of Art & Design, University of Michigan. He was
invited to present his work at the University of Illinois (Chicago);

Academy of Fine Arts (Munich); D’Annunzio University (Pescara);

IUAV (Venice); Academy of Fine Arts (Palermo); School of Visual
Arts (NY); School of the Art Institute of Chicago, and many other
similar institutes. His work consists mainly of public installations,
which explore the changing conditions of public space in terms
both of its environmental elements and of the social processes

that take place in it.

XENOU Vana

(1949-)

Xenou studied painting at the Athens School of Fine Arts, on a
Greek-state scholarship (IKY), under Yannis Moralis (1969-1973).
She continued her studies on a grant by EOMMEX (Hellenic
Organization of Small and Medium Enterprises and Handicraft)
in Paris, at the Ecole Des Arts Décoratifs (1973-1974) and the
Ecole Nationale Supérieure des Beaux-Arts (1974-1978). She
has presented her work in solo and group exhibitions in Greece
and abroad.

She taught drawing at the Center for Technological Applications
(KTE, 1976-1977) and became a scientific associate at the
Department of Architecture, National Technical University of
Athens in 1980. She was elected lecturer at the painting workshop
of the same Department in 1986, where she taught as a professor
until her retirement. She taught at the Ecole Nationale Supérieure
des Beaux-Arts in Paris as a visiting lecturer (1992-1993). She
was nominated the Women of Europe award in 2008. The French
state honoured her with the title Officier dans 'Ordre des Palmes
Académiques (2014).

She began with painting and then turned to sculpture, three-
dimensional constructions and installations. She has also worked
on scenic and costume design for the theatre. In her oeuvre,
she looks into the female figure and substance, into myths and

mysteries, focusing on a return of the idea of the sacred in art.

ZACHARIAS Ioannis

(1845- 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
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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.

ZOUNI Opy

(1941-2008)

Zouni studied at the Athens School of Fine Arts (1963-1969),
painting with Yannis Moralis and scenography with Vassilis
Vassiliadis. She realized more that 70 solo exhibitions in Greece
and abroad, and she participated in international conferences
and hundreds of group exhibitions. She was awarded the
State Prize at the Festival International de la Peinture of UNESCO
(Cagnes-sur-mer, 1971) and the First prize at the International
Biennial Impreza (Ukraine, 1989). Retrospective exhibitions of
hers were held at the Cycladic Art Museum in Athens (2006-2007)
and at the Benaki Museum in Athens (2016). One of her works is
installed at the Egaleo station of the Athens Metro.

Since the 1970s, her art shifted decisively towards geometrical
compositions, with particular emphasis on the way in which the
surface can relate to light and colour. Consequently, her visual
experimentations became three-dimensional, focusing mainly
on perspective, refractions of light, contrasts between surfaces,
and the sense of movement. Colour underlines the geometrical
purity of her constructions, and the texture of materials is
also exploited. As from the 1980s, her constructions became

in situ installations.
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2022 1926 Tomio

AkpLAIKO o€ KapPd Saykiva oe xapti 1922-1930

135x 150 ek. 34,7x 24,7 ex. Addi oe kappd

Ap. ZvA\. 1549- oel. 67 Ap. XA\ AE282- 0e). 77 49,7x61,4 ex.

Ap. X0\\. 467- o€l 59

Adapakog Iavvng A&elog Mixan)

Tomio o€ wypa Inrépevn Nixy Tepodnpuog Bacing
2008 1928 Tpeig Tomor I
Addtoe kappa Saykiva o xapti 2022

160 x 200 ex. 49,6 x 38,3 ex. Xapti, pdppapo

Ap. Z0A\. 1359- el 133 Ap. LA\ AE278: 0e). 76 70 x 50 ex.

Ap. ZvAA. 1509- oel. 143

ABavactadn Alekavdpa BapAapog Twpyog

Aloyo o710 yarédio Opewo tomio Tepodnjpog Bacilng
2005-2017 1959 Ipeig tomor 11

Muktn} TexvIKn kat KoAAQ Evloypagia 2022

102 x 150 ex. 59,7 x 58,4 ex. Xapri, pdppapo

Ap. ZvA\. 1550- oel. 91 Ap. XvAA. 1193 oe). 55 70 x 50 ek.

Ap. Z0A\. 1510- oeh. 143

AAnOewvog Anuntpng Baotleiov Xnvpog

Znusia péox 0TOVG YPOVOUG IloAiteia Tepodnjpog Bacilng
1981 1965 Tpeig témor 111
MikTr) TeXvIKn Tpimtuyo, akpuliko kat 2022

200 x 150 ex. Xapti oe voPomdv XapTi, pdpuapo

Ap. ZvA\. 1492- oe). 95 54,5x 211,5 ek. (54,5 X 69,5 ¢k. 70 x 50 ek.

£KAOTO)

Ap.XvA\. 1511 oeh. 143

AXtapovpag Ioavvng Ap.ZvAA. 710- oel. 44-45

Bdpres oty appovdid TewpyLddng Avdpéag
1872-1874 Belwvng Kwotrg Avoi&idriko mpwivo
A4St og kapPa emkoAnpévo Kaoralio ITnyn I atnv ABfva Tov 1909
0€ XapTovt 2022 2014

35x 60 ex. Akpoliko, gesso, Xpopa Mehavt oe xapti

Ap. XA\ 189- oe). 52

Kipwhiag, EoAo
120 x 120 ex.
Ap. 20\ 1507 oel. 146

44 x 100 ex.
Ap. XvA\. 1361 o). 40

T'vo{ng NikoAaog

O momtHg otV IHYY

(H éunvevon tov monts])
miep. 1875-1880

A4St og kappa
156,2x103,3 ek.

Ap. ZvA\. 258 oel. 94

Tvi{ng NikoAaog

ITaAAég ABnvé (oxédio yia

10 AaPapo tov Iavemornuiov
Abnvav)

1887

Mkt Texvikn (képpouvvo,
TAOTEN, YKOVAG, vOaTOXpwia
0€ XpWHATIOTO XapTi, DYaAT|LAL)
185,5x 113,7 ex.

Ap. 20N\, 562- oel. 74

T'vdng Nikoraog

Appovia

1893

KipwAio kat képPovvo oe xapti
39,5x26,5 ex.

Ap. ZvA\. 245 o). 89

T'vo{ng NikoAaog
Epws kot Kévravpog
1896-1898

A4St og xapPa

445 x 36,5 €k.

Ap. 30\ 259- oe). 88

Aackaldkng Zrégavog
Xwpis TiTAo

2021

Addt oe xapPa

160 x 140 ex.

Ap. ZvA\. 1493- gel. 105

Evotafiov Eprivy
Gate 1

2017-2019

Aimrtoyo, AiBoypagio kat
petafotomio oe kapPa
81 x 54 ek. £ékaoTO

Ap. 20N\ 1488 oel. 49

Zaxapiag Ioavvng

To ypdupa

1867-1873

Addt og kapPa emkoAnévo
o€ KOVTpa TAaKE

126,5 x 80 ex.

Ap. ZvAA. 297- oel. 102

Zovvn 'Oy

Awudtio ywpic Oéa
1992-1993

AKpUAIKO O€ YapTOVL KAt
EOMvn kataokew)

100 x 65 &x.

Ap.ZvA\. 1512- oel. 147

Ozo@ulaktomoviog Makng
Xwpic Titho

2010

Addi o kapPa

149 x 160 ex.

Ap. ZvAA. 1487- oe). 153

TaxwPidng Tewpylog
210 atedié Tov maTépar
1884

A&t og xapPa

73,2x 71,4 ex.

Ap. Z0A\. 19- 0el. 109

KayxAng T¢ovAiavo
To mé&pko

2023

Addt og xapPa

120 x 140 ex.
Ap.ZvAA. 1551 oel. 63

Kalovtong Balépiog
Composition of a Landscape #2
1984

KoAag, poAvfia, Evkopmoyiée,
OWIKI pehavn oe XapTovt

80 x 120 ex.

Ap. ZuA\. 1498 ge). 56

Katpaxn Baocw

Imnéag

1964-1966

ITetpoypagia (xapakTiko
o€ appoAdo)

105,3 x 75,4 ¢x.

Ap. ZvA\. 1144- oeX. 90

KeooavAng Nikog
Davtaopwyopieg

1996

Yypr| epovAaiov oe kauPa
180 x 180 ex.

Ap. ZvA\. 1436- oe). 152

Kopoytavvakng AAéEavdpog
Nexpnp von

XX

A4t oe xapPa

63,5x 78,5 ex.

Ap. XvA\. 415 oeX. 112

Aaloykag Nwpyog
Iadipynoro odokavato
1992

MikTr| TeXVIK

125 x 150 ex.

Ap. XA\ 1494 o). 82

Adavtoag Bikévtiog
Eowtepixév. IapOevirvag
nep. 1870

Ydatoxpwla oe xapTti
36x24 ex.

Ap. ZvA\. 402- o). 36

Advtoag Bikévtiog

O1 Zrv)dot Tov Olvumiov Aidg
niep. 1870

Ydatoxpwpa oe xapti

35,8 x 54,7 ex.

Ap. Z0A\.403- oeX. 38

Adavtoag Zté@avog

O Naég 156 Antépov Nikng
XX

Ydatoxpwpa oe xapTti
26,5x 18,6 ex.

Ap. ZvA\. 406- oel. 39

Madévng Mixaing
Yépa

2014

Ydatoxpwpa oe xapti
76 x 106 ex.

Ap. ZvAA. 1362- oe). 62

Maxkprig @avaong
Artwhixd

2013

Addi o EOMo

66 x 131 ek.

Ap. 2vA\. 1363 oel. 54

Maléag Kwvotavtivog
Tormio

1917-1920

Addi oe xapvT-pmopvt
33,2 x 36,8 ek.

Ap. ZvAA. 231 0el. 53

Maléag Kwvotavtivog
Moveufaoii

1924-1928

AddL og xapTtovt

23,9x 23,8 €k.

Ap. ZvA\. 230- oel. 60

Mavt{afivog Tacog
Ipagéag

2021

Axpuliko oe kappa

130 x 130 ex.

Ap.ZvAA. 1513- o). 100

Mavpoidng TNwpyog
Yépa

1961

A&t oe xapPa

54,3 x 69 ex.

Ap. Z0AN. 692 oel. 134

MuxanAidng Iavvng
QUM edidg

2003

Axpuhiko oe xapri
eMKOANHEVO O€ Tavi
137 x 102 ex.

Ap. ZvAA. 1552- o). 132

MoAgéong Iacovag
Xwpic titAo

1997

ZpupnAato poAvpt

86 x 140,5x 6 eK.

Ap. Z0A\.TA86" oel. 154

Mmnekidpn KovAa
DOOwonwpo
Sexaetia Tov 1950

Addt og kapPa emkoAnévo

0€ XapVT-UmopvT
71x71,5 k.
Ap.ZvAA. 1176 o). 122

187 N

Ntovep Avtwvng

Xwpic titAo

2015

KoAdg pe apxetarod vAko (xapteg)
150 x 150 exk.

Ap. ZvA. 1489- o). 148

Eayopapng Zagog

AydApara ko mABog

2012

Ydatodtahvtd xpiuata oe movi
180 x 200 k.

Ap. ZvA\. 1499- oe). 48

Eévov Bava

Bavpaw

2022

Axovapéha og xapti
80 x 60 ex.

Ap. ZvAA. 1500- oe). 78

Eévov Bava

ITvBix

2022

Axovapéha og xapri
80 x 60 ex.

Ap.ZvAA. 1501 oe). 78

Eévov Bava

Baxyi

2022

Axovapéha og xapTi
80 x 60 ex.

Ap. X0A\. 1502 0e. 78

Oppavog Aaumpog
Evtunwoeig

XX

Addi oe xapvT-pmopvt
56 x 75,5 k.

Ap. ZvAN. 732- 0eX. 123

TaradomovAog Nikog
Dopog TN aTov AnunTpy
Ilikiwvy

2018

Mehavt kot poAvfi oe xapri
65x 102 ex.

Ap. XA\ 1490 oel. 41

aranAwakng HAiag

H Ipwtoypovik Tov 2018
oty ABnva

2019

Add og xapPa

200 x 200 ex.

Ap. X0N\. 1437 0eX. 47
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ITanakwvetavtivov Anda
AdPapa

1987

Enpo maoTéA kat kapBouvvo

oe Xapti emkonuévo oce MDF
148 x 133,5 ek.

Ap. ZvAA. 1553- oel. 141

Hanakwvetavtivov Niva
Apiotopévn, Nepédou
2011

Mehavt kappndv oe xapti
40 x 30 ex.

Ap. ZvA\. 1439- o). 84

Ianakwvoetavrtivov Niva
Ounipov Thidda (paywdie x)
2019

Zxéd1o oe Kapumov

27 x40 ex.

Ap. oA\ 1440 o). 83

Taralovkag Znvpog
Xwptb oty Aéafo
1924

Ad&dL g xapTOVL

27 x 33 ex.

Ap. ZvA\. 1160- oel. 61

Hanrasmopov Péva

Eneio0dia otnv 0An

1980-1981

MIKTI) TEXVIKT), ATTOTOLXIOUEV
em@dvela, avodiwpévo alovylivio,
emépuPoon pe pHoAOPL

114 x 189 ek.

Ap. ZvA\. 1495- o). 142

IToAvxpoviadn ZeAéot
O xauévog mapddeioog
1960

A4S og XapvT-pumopvt
50,5 x 46,3 ex.

Ap.Z0AN. 708 oel. 124

IIpaowvog Mapiog
LEtranger

1960

Ad&dL og kappa

41x 33 ex.

Ap.ZvAA. 1197- oel. 126

Ipéxag Iapig

Tavid kaikiwv

1962

Ad&dL og kappa

93,3x 185,5 ex.
Ap.ZvAN. 701 oeX. 136

Poppns Twpyog
Eniokeyn

2014

A&t og kappa

152 x 162 ek.

Ap. 2vA\. 1367 oeA. 104

Tauog Iavrog
Avanavon

2009

AxpuAiko og kaufd
70x90 ex.

Ap. 20N\ 1554- 0eX. 113

Topoykag ZoTnpng
ZKOVPIAOUEVEG Aapapives
X-X-

Axpuliko o€ Kappa

100 x 120 ex.

Ap.ZvA\. 1497- o). 135

ZrvpomovAog [avvng
The Image L

1969

Muktr| Texvikn oe xapti
emKOAANévo o KapPd,
eMKOAANLEVO OE XAPTOVL
43,5 x 28 eK.

Ap.ZvAA. 1159- oel. 125

Zrapepns Avtovng
ABrva, voyTepivo
2014

A&t og kappa

140 x 105 ek.

Ap. ZA. 1371- o). 46

Térong Havaywwtng
ApdnrTog

1960

Addt oe kapPa

68 x137,5 ex.

Ap. ZvA). 688- oel. 44

Toapovxng Iavvng
Ilpoowmoypagio t5 Aéomovag
ue Kohié ko orovdapixio

1976

A4S o xapti emkoAAnpévo

oe kappa

51,5x37,4 k.

Ap. XvA\. 759- oe). 98

Toapovxng Iavvng
Ipoowmoypagina veapod IkAdov
and v Muelavadv

1976

Addt oe kapPa emkoAAnpEVo

oe EOAo

47,5 36,2 &K.

Ap. oA\ 760- oe). 99

DAwpa-KapaPia Oddera
Movaéié

1907-1912

A& oe xapTovt

46,8 x 32,3 ek.

Ap.XvA\. 411 0e). 108

Yvxomaidng Iavvng

Ano ™ oepa Hoovixds EAntpvwp
2010

AxpuAiko kat akovapéha oe xapti
29,5x 28,6 eK.

Ap. X0\ 1505- oel. 85

Yvxomaidng Iavvng

Ano ™ oepa Hoovikds EAntivwp
2010

AxpuAiko kal akovapéha oe xapti
29,5x 28,6 ek.

Ap. ZvAA. 1506- oe). 85

LIST OF ARTISTS

AND WORKS

Adamakos Yiannis
Ochre Landscape
2008

Oil on canvas

160 x 200 cm

Coll. No. 1359; p. 133

Alithinos Dimitris
Points in Time

1981

Mixed media

200x 150 cm

Coll. No. 1492; p. 95

Altamouras Ioannis
Boats on the Beach
1872-1874

Qil on canvas mounted on
cardboard

35x 60 cm

Coll. No. 189; p. 52

Andreadakis Dimitris
Clouds over Athens
2001

Qil on canvas

130x 190 cm

Coll. No. 1360; p. 66

Angeli To

Slalom

2022

Acrylic on canvas
135x 150 cm

Coll. No. 1549; p. 67

Athanassiades Alexandra
Horse in Blue

2005-2017

Mixed media and collage
102 x 150 cm

Coll. No. 1550; p. 91

Avora Emi

A Classic Profile
2022

Acrylic on canvas
110x 110 cm

Coll. No. 1548; p. 79

Axelos Michael
Archaic

1926

Sanguine on paper
34.6x24.7 cm

Coll. No. AE282; p.77

Axelos Michael
Flying Nike

1928

Sanguine on paper
49.6x38.3 cm

Coll. No. AE278; p. 76

Bekiari Koula

Autumn

1950s

Oil on canvas mounted on
hardboard

71x71.5cm

Coll. No. 1176; p. 122

Byzantios Dico (Konstantinos)
Nocturne

1971

Oil on canvas

81 x 100 cm

Coll. No. 1508; p. 127

Caloutsis Valerios
Composition of a Landscape #2
1984

Collage, pencil, coloured pencils,
Indian ink on cardboard

80x 120 cm

Coll. No. 1498; p. 56

Daskalakis Stefanos
Untitled

2021

Oil on canvas

160 x 140 cm

Coll. No. 1493; p. 105

Donef Antonis

Untitled

2015

Collage with archival material
(maps)

150 x 150 cm

Coll. No. 1489; p. 148

Efstathiou Eirene

Gate I

2017-2019

Diptych, lithograph and
silkscreen print on canvas
81 x 54 cm each

Coll. No. 1488; p. 49

Flora-Karavia Thaleia
Solitude

1907-1912

Oil on cardboard
46.8x32.3cm

Coll. No.411; p. 108

Galanis Dimitrios
Landscape
1922-1930

Oil on canvas
49.7x61.4cm

Coll. No. 467; p. 59

Georgiadis Andreas

Spring Morning in Athens of 1909
2014

Ink on paper

44x100 cm

Coll. No. 1361; p. 40

189 N

Gerodimos Vassilis
Three Loci I

2022

Paper, marble

70 x 50 cm.

Coll. No. 1509; p. 143

Gerodimos Vassilis
Three Loci IT

2022

Paper, marble

70 x 50 cm.

Coll. No. 1510; p. 143

Gerodimos Vassilis
Three Loci IIT

2022

Paper, marble

70x 50 cm.

Coll. No. 1511; p. 143

Gyzis Nikolaos

The Poet at the Spring

(The Inspiration of the Poet)
. 1875-1880

Oil on canvas

156.2x103.3 cm

Coll. No. 258; p. 94

Gyzis Nikolaos

Pallas Athena (design for the flag
of the University of Athens)

1887

Mixed media (charcoal, pastel,
gouache and watercolour

on coloured paper, fabric)
185.5x113.7 cm

Coll. No. 562; p. 74

Gyzis Nikolaos

Harmony

1893

Chalk and charcoal on paper
39.5x26.5cm

Coll. No. 245; p. 89
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Gyzis Nikolaos
Eros and Centaur
1896-1898

Qil on canvas
44.5x36.5cm
Coll. No. 259; p. 88

Iakovidis Georgios
In the Father’s Atelier
1884

Qil on canvas
73.2x71.4cm

Coll. No. 19; p. 109

Kaglis Juliano

The Park

2023

Qil on canvas

120 x 140 cm

Coll. No. 1551; p. 63

Katraki Vasso
Horseman
1964-1966

Stonecut (engraving
on sandstone)
105.3x75.4 cm
Coll. No. 1144; p. 60

Kessanlis Nikos
Phantasmagorias

1996

Liquid emulsion on canvas
180x 180 cm

Coll. No. 1436; p. 152

Korogiannakis Alexandros
Still Life

n.d.

Oil on canvas

63.5x78.5cm

Coll. No. 415; p. 112

Lanza Stefanos

The Temple of Athena Nike
n.d.

Watercolour on paper
26.5x 18.6 cm

Coll. No. 406; p. 39

Lanza Vincenzo
Interior. Parthenon

c. 1870

Watercolour on paper
36 x24 cm

Coll. No. 402; p. 36

Lanza Vincenzo

The Temple of Olympian Zeus
c. 1870

Watercolour on paper
35.8x54.7 cm

Coll. No. 403; p. 38

Lazongas Yorgos
Palimpsest Holocaust
1992

Mixed media

125x 150 cm

Coll. No. 1494; p. 82

Madenis Michalis
Hydra

2014

Watercolour on paper
76 x 106 cm

Coll. No 1362; p. 62

Makris Thanassis
Aetoliko

2013

Oil on wood

66x 131 cm

Coll. No. 1363; p. 54

Maleas Konstantinos
Landscape

1917-1920

Qil on cardboard
33.2x36.8cm

Coll. No. 231;p.53

Maleas Konstantinos
Monemvasia
1924-1928

Qil on cardboard
23.9x23.8cm

Coll. No. 230; p. 60

Mantzavinos Tassos
Scribe

2021

Acrylic on canvas
130x 130 cm

Coll. No. 1513; p. 100

Mavroidis Yorgos
Hydra

1961

Qil on canvas
54.3x69 cm

Coll. No. 692; p. 134

Michailidis Yannis

Olive leaves

2003

Acrylic on paper mounted
on fabric

137x102 cm

Coll. No. 1552; p. 132

Molfessis Jason
Untitled

1997

Wrought lead
86x140.5x6 cm
Coll. No. TA86; p. 154

Orfanos Lambros
Impressions

n.d.

Oil on hardboard
56x75.5cm
Coll.No.732; p. 123

Papaconstantinou Leda
Flags

1987

Dry pastel and charcoal

on paper mounted on MDF
148 x133.5cm

Coll. No. 1553; p. 141

Papaconstantinou Nina
Aristophanes, The Clouds
2011

Carbon ink on paper
40x30cm

Coll. No. 1439; p. 84

Papaconstantinou Nina
Homer's Iliad (rhapsody x)
2019

Pattern on carbon paper
27x40 cm

Coll. No. 1440; p. 83

Papadopoulos Nikos
Homage to Dimitris Pikionis
2018

Ink and pencil on paper

65x 102 cm

Coll. No. 1490; p. 41

Papailiakis Ilias

New Year’s Day of 2018 in Athens
2019

Oil on canvas

200x 200 cm

Coll. No. 1437; p.47

Papaloukas Spyros
A Village on Lesvos
1924

Oil on cardboard
27x33 cm

Coll. No. 1160; p. 61

Papaspyrou Rena

Episodes in Matter

1980-1981

Mixed media, detached surface,
anodized aluminum sheet,
intervention with pencil

114x 189 cm

Coll. No. 1495; p. 142

Polychroniadi Celeste
Paradise Lost

1960

Oil on hardboard
50.5x46.3 cm

Coll. No. 708; p. 124

Prassinos Mario
LEtranger

1960

Oil on canvas
41x33 cm

Coll. No. 1197; p. 126

Prekas Paris

Sails

1962

Qil on canvas
93.3x185.5cm
Coll. No. 701; p. 136

Psychopedis Jannis

From the Sensual Elpenor series
2010

Acrylic and watercolour on paper
29.5x28.6 cm

Coll. No. 1505; p. 85

Psychopedis Jannis

From the Sensual Elpenor series
2010

Acrylic and watercolour on paper
29.5x28.6 cm

Coll. No. 1506; p. 85

Rorris Giorgos

The Visit

2014

Oil on canvas

152x 162 cm

Coll. No. 1367; p. 104

Samios Pavlos

Rest

2009

Acrylic on canvas
70x 90 cm

Coll. No. 1554; p. 113

Sorogas Sotiris
Rusted Metal Sheets
n.d.

Acrylic on canvas
100 x 120 cm

Coll. No. 1497; p. 135

Spyropoulos Jannis

The Image L

1969

Mixed media on paper mounted
on canvas, affixed on cardboard
435x28 cm

Coll. No. 1159; p. 125

Staveris Antonis
Athens, nocturnal
2014

Oil on canvas

140 x 105 cm

Coll. No. 1371; p. 46

Tetsis Panayiotis
Ardettus

1960

Qil on canvas

68 x 137.5cm
Coll. No. 688; p. 44

Theofylaktopoulos Makis
Untitled

2010

Oil on canvas

149 x 160 cm

Coll. No. 1487; p. 153

Tsarouchis Yannis
Portrait of Despina with
Necklace and Earrings
1976

Oil on cardboard mounted
on canvas

51.5x37.4cm

Coll. No. 759; p. 98

Tsarouchis Yannis

Portrait of Young Frenchman
from Besangon

1976

Oil on canvas mounted

on plywood

47.5x36.2cm

Coll. No. 760; p. 99

Varlamos Giorgos
Mountain Landscape
1959

Woodcut

59.7x58.4 cm

Coll. No. 1193; p. 55

Vassiliou Spyros

City

1965

Triptych, acrylic and paper

on particleboard
54.5x211.5cm (54.5x69.5cm
each)

Coll. No. 710; p. 44-45

Velonis Kostis

Kastalia Spring I

2022

Acrylic, gesso, chalk colour, wood
120x 120 cm

Coll. No. 1507; p. 146

Xagoraris Zafos

Sculptures and the Crowd
2012

Water-soluble colours on fabric
180 x200 cm

Coll. No. 1499; p. 48

Xenou Vana

Baubo

2022

Watercolour on paper
80x 60 cm

Coll. No. 1500; p. 78

191

Xenou Vana

Pythia

2022

Watercolour on paper
80x 60 cm

Coll. No. 1501; p. 78

Xenou Vana

Vakhis

2022

Watercolour on paper
80 x 60 cm

Coll. No. 1502; p. 78

Zacharias Ioannis
The Letter

1867-1873

Oil on canvas mounted
on plywood

126.5x 80 cm

Coll. No. 297; p. 102

Zouni Opy

Room Without a View
1992-1993

Acrylic on cardboard

and wooden construction
100 x 65 cm

Coll. No. 1512; p. 147














