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EAAnvikn Teyvn 1945-1970. Mwx
KPLTLKT] DOOKOIINOoT

«Oépata Xwpov kot Teypwv, 1970-2013»

To moAvoéAido dpbpo tov AAEEaEpov E06™ (1918-2004), SumAwpdTn, TEYVOKPITN, CLAAEKTN KO EDTEAEL
MOALTIKOD aKTIPLoTH, elvot Eva Ady1o, ponpeldec Kelpero ava@opdc. AoTeAel KPLUTIKN EMLTONT TNC
TALTOTNTAG KAl TOL YOPAKTAPX TNG EAANVIKAC TéYvNe amd tn dekaetia Tov 1930 péypt Tig apyéc tov 1970,
ywpic mapdAAnAa va YAveL TNV €m0 Je TOV TaARd TNC IPAyRaTIKAC (WG KAl TA 0ITHRKTA TNG ETOYNG TOV.
Kweltal o0tn plkpoKATHAKQ TNG TALTOIOINONE KAl TNG CLPPOANG TWD IO ADTUIPOOWIIEVTIKWD TOYYPOVWD
EIKAOTIKWDY nuiovpywdv Kal mapdAAnAa 0to gvpdtepo medio Bewpnong (NTNUATWY moL IPOTHLOPLoAD TNV
1oTopiar Ko TNV KPLTIKY avTiAnyn otov Témo pag otov 200 aiwva: T 61dTnNTeG Kal TI¢ IPOVI0OETELG TNG
«EAANVIKOTNTACY, TN OYEOT) MEPLPEPELAG KOl H1EBVWOV KEVTPWDY «IIOPAYWYNG PWTomopiag», Tn didkplon tov
pOAOL Twv EAA VWY KAAMTEYVWY avdAoya pe Tt 6pdan TOLVG 0TO ECWTEPLKO TNG YWPKC 1) OTO EEWTEPIKO
(ywpic va mapafAémeTon Kat 0 KEVTPIKOG pdhog Tng AZKT o710 yevikd obotnua g téxvng otnv EAAGSa g
emoyng). Tov E66nN amaoyolAet emiong n yelpa@étnomn g EAANDIKAC TEYYNC OTNY EKPNKTIKT -0TIWG 0 1610¢
avoayvwpilel- fexaetio Tov 1960 aAdd Kat n Sraaivopevn Kkpion g oTig apyég Tov 70, mov, ONwWG aPhHYEL LA
evvondel, opeideton Kal ot EAAELYT TNC «eAevBepokOVWYiNG» oTnv EAAGSQ, ovvémeia mpo@avwe Tov
KaOEOTWTOC TWY ovvTaypaTapywp. H mpdokAnomn tov meplodikod Kal Tov ovyypagéa yla Evav didAoyo e
Béna To mePlEYOIEVO TOL GPBpOV, Elvat TEAOC YAPAKTNPLOTIKY TOL KAIPATOC TNG emoyng Kat e embiwéng
avTAAAXYNC EMTOKOSOUNTIKWY KIIOYEWD 0TO E0WTEPIKO P1AG OVVEKTIKNAC TVEVPIATIKNG KOWWOTNTAC, OV JN T
Ao o€ 0,TL AQOPODOE TIC ANOLYIEC KAl TOV IPOPANUATIONO Yl TNV mopeia TC o0YYpovng EAANVIKNG
dnmovpylac.

Avbpéag I'akoLPAKAETOC

AAE€avdpoc 206N, "EAANVIKT TéYvn 1945-1970: Ml KprTIKT avaokémmon”, @éuata Xwpov + Teyvwv,
3/1972, 0. 144-161
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‘EAANVLKN TEXVN 1945-1970: MLd KPLTLKT) Avaokonnon

T00 l0TOPIKOU Kai KPLTIKOU TAHG Téxvng A.l. Z0dn

Eival yvwoto 61t 6 didhoyog eival mavta
ONUIOUPYLKOG Kal propel va CUPBAAet
OTHV TIANPEOTEPN Yvwon Bepdtwv mou
&€xouv TOAAEG TIAEUPEG Kal idtaitepo &v-
dapépov, onwg N EEEAIEN TAG EAANVIKAG
TéXVNG OTHV nepiodo 1945-1970. '’ auTo,
N dievbuvon TV «OepdTwv Xwpou + Te-
XV@V» Kai O A. Z0dnGg 8a nepluévouv pé
idlaitepo evdladépov kpioelg kai amno-
Yelg Mavw oTo BEpa pE T popdn Eniarto-
AV R oUvTtopwy dpBpwv.

Mol Bpiokovtav 10 1945 1/ EAANVIKY Jw-
ypaodtkn kai yAunTikrh; ‘O méAepog kai
N katoxn elxav Avaykdaoel toug “EAAR-
VEG KAAAITEXVEG va oTpadolv Mpodg TOv
£auto Ttoug. “ETol OAokAnpwlnke B porn
nou elxe Eekwvroel amd TH HIKPACIATIKA
KataoTpodn npog uid Babld évdookdnn-
on, Hid npooguyn oTolg MAOUCIOTATOUG
£0WTEPIKOUG TIOpOUG TOU TPdodeEpe T
TMIVEUHATIKY KAnpovould tod Ttémou, oTd
HETpo TMoOU flTav Kai YVHOIEG KATABOAEG
anod TtHv kabnuepivi fwh Tou Aaou (1).
Zta iSla xpoévia, Ta dkadnuaikd, kabapeu-
ovta oTolxela, mou dmokAeiave akéua
Kai T BulavTivi) TéXvn ylati ouclaoTika
dpvolvtav v napdadoon, &nauvcav OpL-
OTIKA va naifouv puBuLOTIKO POAO OTHV
EEEAIEN TG EAANVIKAG TEXVNG.

’Ev@ kémnke 1) énkolvwvia pé 10 EEw-
TEPIKO, Kai Kupiwg pe 1O Mapiol, kévipo
T0TE SAWV TOV KAAAITEXVIKOV JUHWOEWY

- mou ol kataxtnTég GAAWOTE, OUMMi-
nrovrag ¢’ altd p& ToUG VTOMIoug Aka-
dnuaikoug, TG Bewpoloav onuddia ka-
TANTWONG Kai &KPUAIOHOT - SLEUKOAUV-
énke péoa oTdOV TOMO 1| EmMKovwvia TOV
KAAAMTEXVOV AvAPEOd Toug, Kai ME T
dAAa otpwpata ToU Aaod mou, BG TOTE,
0a oUvoAo, Eeve P EAAXIOTEG ATOULKEG
¢Ealpéoelg, EEw 1600 ANd TV Mapaywyn
™G TEXVNG - nmapd Ti§ AavapdloBrtnteg
Sdnuioupyilkég Tou Ikavdétnteg - 600 Ki
and ™V KatavaAwon Tig TéXVNg, Kabweg
ta &pya G mpoopilovrav mavra yia
TOUG AlYSTEPOUG.

’AvapdiBoia 6 Mikibvng (1887-1967), 6
KévtoyAou (1897-1965), 1/ XatZnuixdAn
(1895-1965), 6 ’Epmelpikog (» 1901) -
kaBévaq and TH Ookomid Tou, Kai pE Gvi-
oou mAdtoug évdlapépovta, 6 TPOTOG
HE TV evpUTaTn énonteia Tou OAGKANENG
TG napadoolakiq ApXITEKTOVIKAG, O Te-
Aeutalogq pé TOV Baupacud Ttou yia Evav
eidika Lwypddo, 1O peydro OedPpiro, ol
TOV anokdAuye o¢ oelpd OASGKAnpn ‘EA-
AMvwv AoyotexvdVv Kai KAAALTEXVOV -
nAnciacav tv napadooiakn téxvn, §| ™
Aaikn) o& 6onv €ktaon 1) Seltepn KaAumnTe-
Tat and THV MpwTn, kai dvénAeuoav Amnod
Tiq onuepilveg €KBOAEG Tou TO YepPd UMS-
Yelo MoTauL Tig mapadoong. Agv eixave
Spwg mpoAdBel WG TOV MOAEHO, olite GA-
AwOTE T eixav dvaAdBel anoaToAn Toug
va ¢pépouv Toug dnuloupyouq amd 16 Aad
KOVTA oV 4AAN Téxvn, Mou kL alTh Artav

£ykupn Kkai olyxpovn, TH MeEYAAn Téxvn
To0 Mapiolod 1900-40 (2).

Mikiovng, KévroyAou, Xat{nuixaiAn ava-
Awbnkav OTHV AmokAAuyn, KAMote Kai
Ot uetddoon, 1ol Ayvonuévou peya-
Aeiou TV Epywv THG mapadoong. ‘O Mi-
Kiovng kai 6 KévroyAou éddpupoocav Ta
813ayuatd tng otod €pyo Toug. Eixav &tol
Avoigel TOV MPooPopwTEPO POUO Yid THY
£vdookonnon mou €néBale TOOOV WA B
katoxn. ’And THv GAAN pepld tO Spbduo
npdg TV TéXvn Tol Mapiolold (Tav ETdv
1920-30 kupiwg) mpoomnaBoloav va TOV
Kpatfioouv Aavoixtd, ué td £pyo TOUg TO
B0 kai péo’ anod T Si1daokaiia Toug &
NapBévng (1879-1967), kabnynTthg oThHv
’Avwtatn ZxoAR KaA@v Texvav (1920-
47), 6 Xatlnkupldkog - Mkikag (x 1906),
KaBnynmg otod MoAutexvelo anod 1o 1941,
kai 6 ’Andptng (* 1899), ol dud TeAeu-
Talol, AvaykaoTikd &mavanarplopévol
omv ‘EAAGDa, émou damokAeioTnkav HE
TOV néAepo.

2T OUMBOAN TOV dud Jpopwv &pydalov-
tav 6 Alapavtonourog, 6 Toapouxng, 6
’EyyovornouAog, yevvnuévol Kai oi Tpeig
70 1910 kai padnteq to0 MapBévn. To
&pyo Toug G TO 1945 deixvel 600 Gueoa
evaiobntol Unfp&av otV TéXVN TAg AU-
ong, oi dud npwTol atol Martig, ¢ Tpitog
OoToU peooyelakol UneppeaAiopol (3)
Ta dnuoupyrpata. Madl Bdeixvel nwg,
kaBwg EkAeivav Ta 35 SlapopPwTIKA XPO-
via Toug, eixav dogopolwoet & kaBévag

Artin Greece, 1945-1970: A critical review*

by A.G. Xydis, art histarian and critic

Where did Greek painting and sculpture
stand in 1945? The war and enemy oc-
cupation had forced Greek artists to focus
on the local scene; the trend first set up
after the catastrophe in Asia Minor was
thus reinforced and the artists began to
rely more heavily on the nation’s cultural
heritage. At the same time, the adherents
of academicism lost their influence on the
development of Greek art definitely and ir-
revocably. .

While Greek artists found themselves iso-
lated from the international art centres,
they were able to improve their communi-
cation with their local fellow-artists and
with the people, who had remained un-
involved with art up to that time............
Pikionis, Kontoglou and Hadjimichali spent
themselves trying to reveal and transmit
the ignored grandeur of the works be-
queathed to us by the past. Pikionis and
Kontoglou, each in his own way, drew
their inspiration from the sources of tra-
dition. By doing so they led the way
towards the introspection so harshly ren-
dered necessary by the enemy occupation.
On the other hand, Parthenis, Hadjikyria-

kos-Ghika and Apartis tried through their
work and their teaching to keep pace with
art in Paris. :

At the crossroads between these two tend-
encies stand Diamantopoulos, Tsarouchis
and Engonopoulos. Their work combines
elements inspired from the local tradition
with those of modern art in Western Eu-
(] o1 R 2o ot e 5 5 1t i 0 1
Impressionism was assimilated and effec-
tively surpassed only in the work of Maleas
and his contemporary, Parthenis.

In sculpture, the only contribution worthy
of tradition and the contemporary Euro-
pean realism was the work of Halepas.
Talented and forceful sculptors like Zon-
golopoulos, Loukopoulos, Apergis and
Kapralos went their lonely way unable to
free themselves from the general climate
of Greek sculpture, which remained un-
questioningly a figurative and basically
naturalistic art; highly developed techni-
cally but lagging aesthetically more than
painting when compared to Western Euro-
pean art.

Thus in 1945 Greek art displayed no pre-

vailing “trend,”” no “school” to guide the
young either by directly influencing them
or by challenging them through fruitful
controversy. During that period (1941-
1945), most Greeks, and the artists among
them, reacted actively against the occupy-
ing forces by refusing to deal or even come
in contact with them. The artists were ad-
mirably inflexible in this attitude. They felt
compelled to use their art in the fight for
freedom by refraining from exhibiting or
publishing their works or by creating works
aimed specifically at expressing and stim-
ulating the nation’s spirit of resistance.
When the occupying forces were finally
expelled, everyone began to look forward
to the benefits of liberation and the pos-
sibility of free communication with West-
ern Europe. Since local resources had
been exhausted by the isolation imposed
by the enemy, it was natural for everyone
to look to Europe for information and fruit-
ful exchange.

Soon after the liberation, however, it be-
came apparent that this aggiornamento
would be almost impossible under the
political and social conditions prevailing

* This is an extended summary of the Greek text-Passages omit-
ted altogether are indicated by a dotted line. Dates of birth and
death of the artists and all footnotes have been omitted.

1. AT, Z08ng. «'O Zwypddog MNdvvng Toapouxng ki fy dvakaiuyn
TG EAANVIKAG napadoong», TeTpddio (MKpd), Tedxog 1, "lavoud-
plog 1947, oo. 34-48.

2. Thv éyvapilav kaAd kai v ékTigodoav & 'EUMElpikog ki 6
Mikiovng. ‘O KévroyAou éniong 64 v &yvopille AAAa 8¢ 6a
™ Bewpoloe npdopopo péco Ekdpacng yid Toug “EAANVEG.

3. Al. Zudng. «Nikog ’Eyyovémourog, &vag “EAAnvag Umep-
peaAiotig Zwypddog», Tetpddio, Tpito, 1945, oo. 39-48.




ME TOV TPOMO Tou, TA Si1dAaypata EAANVI-
KOTNTAg ToU KévtoyAou kai To0 Mikivn.
“ETol kataglwvovtal oT1o €pyo Toug YO-
ViHa OTolxela TG vromiag mnapadoong
pagi p& oTtolXela TRG MO OoUyxpPovng
(dnAadn TAg péEXPL TO 1940) eupwnai-
KAg dnuioupyiag.

MapdAAnAa, omyv AZK.T. & ’Apyupodc
(1882-1967, kadnyntng 1929-53), 6 E.
OwponouAog (x 1878, kadnyntg 1915-
48), 6 Bikatog, 6 MaBiémnourog (1876-
1955), 6 Téumpog (x 1889, kabnynmg
1938-60) ouvtnpoloav KovtopBaAua
piav dnvon ouvéxela nalatdtepwy eUpw-
naik@v Tacswv Tou eixave yivelr akadn-
Haikeg ot Auon dnod TOV Kalpod Tou Ze-
av (nmébave 16 1906).

21N {wypadiKn, TOV {UMPECIOVIOUO HOVOV
oi ouvouRAikol MaAéag (1879-1928) kai
MapBévng TOV €ixav dadopolwoel Kai
ouolaoTika Eemepdoel péca OTO EpYO
Toug, GAAG 6 MaAéaq méBave mpiv TO
OAOKANPWOEL - Kai NTav HEYAAN 1 Anw-
Aeta TAG TEXVNG Hag - evd & MNapbBévng
emouoe NéP’ anod 1O KopUDWHA Tou.

TR YAUMTIKY, TO poévo €pyo mou Rtav av-
TaElo kai TRAg mapddoong kai Tod oUy-
xpovou eUpwnaikod @EeaAlopold - mOU
eixe oBucel p& TOV Poviev TO 1917 -
TO €pyo TOU pMeydlou XaAema (1851-
1937), €peve 10 1945 dyvwoTto kai ka-
Taxwviacpévo, avevepyo oa didayua yia
ToUg vewtepouqg (4). MAUnTeq pé idio-
¢duia kai duvaun 6nwg 6 ZoyyoAdnouAog
(+ 1903), 6 AoukodrouAog (x 1908), 6 A-
népyng ki & KampdAog (+ 1909 kai oi
dud), OAot padbnreq omyv AZ.K.T. TOU
©. Owpoémnoulou (1873-1937), cuvexilouv
Hla mopeia povaxiknh, dixwg va Eeoeu-
Youv Amno 10 YEVIKO KAIpA TRG EAANVIKAG
YAUMTTIKAG, TTOU Mapéueve TEXVN AnpoBAn-
HATIOTA TIAPACTATLKA, Kai Baclka vatou-
PAALOTLKY), TEXVIKA TIOAU €EeAlypévn, ai-

at the time.

So the year 1945 marked the beginning of
a large exodus of young (aged 25 to 30)
Greek artists and intellectuals towards
Western Europe, with Paris as the initial
and foremost centre of attraction.

The older ones (aged 35 to 60) stayed be-
hind. It was then that the public was af-
forded the opportunity to discover the
works of Kanellis, Vassiliou, Asteriadis,
Kapralos, Hadjikyriakos-Ghika, Moralis,
Tsarouchis, Zongolopoulos, Apartis, Ni-
kolaou, Gounaropoulos, Diamantopoulos,
Bouzianis, Theofilos and Halepas. For
others the first post-war Panhellenic ex-
hibition was the occasion for their first
public appearance (Arlioti, Spyropoulos,
Mavroidis, Mela-Constantinidi, Mylona,
Antypa, Xenakis).

In 1949, twenty-five artists belonging to
the Armos group organised an exhibition
at the Zappeion, which had quite a strong
impact both on the audience and among
the artists. It is remarkable that artists who

were known before the war were redis- -

covered by a much larger public around
this time; never before had exhibitions

0ONTIKA OHWG KABUOTEPNMEVN WG TPOG
THV eUpwnaikn TEXVN, TIO TOAU KL Amod
™ CwYPaPLKT).

To 1945 dnAadn B¢ PavepwveTtal OV
EAANVLIKT) TEXVN KaULIA ETIIKPATECTEPN «TA-
on» (&ktoq Gv, dyvowvtag Tr Suvaplkn
gvvola TAG AEENG, Aoyiocoupe TETOlQ
TOV dkadnuaioud mou xapaktnpifetat po-
vo 4o T oTaTIKOTNTA HIAG CUVTNPNTIKAG
ddpdavelag), kaupi@ «OXOoAR» yia va ka-
TEUBUVEL TOUG veWwTepouqg eite BeTikq,
ot dlapdépowon TG TEXVNG Toug, EiTe
dpvnTikd, yia va tolg npokaAéoel €vTo-
veg AuoLoBnTnoelg ol KiL auTteg Ba pro-
poloav Vv’ dnoBolv JlapopdWTIKEG. ZTA
Xpoévia auta (1941-45) -ua koivn duva-
MK AvTi®paon CUVEIXE TOUG MEPLOTOTE-
poug “EAAnveg, OUveEN®G Kai ToUG KaA-
Altéxveg: n dpvnon kabe ocuuBlBacuol,
4dkéun k1 €naeng ME TOUG KATaxTINTEG
kal Tiq do&aoieq Toug, TOOO OTNHV KaAbnN-
pepvRy Cwn 600 kai oAV TEXVN. ZTN
otdon autnv oi KaAAlTéxveq umnp&av
Baupaota dreyktol. ‘H TéXVvn Toug fHTav
€€ Oplopol otolxelo €AeubBepiag kai a-
y@va mou Toug wbnoe Oxt poOvo OTnV
naenTiky €kdNAwon Anoxng Aamnd kdabe
£€kBeon 1 €kdoon TV Epywv Toug, dAAa
kai otV &vepyn avtidpaon TG dnuioup-
yviag kai mpoooopdqg Epywv eidika o¢tia-
YHEVWV YA va €kppAcouv Kai va Tovw-
gouv TO AVTIOTACLAKO Tivelpa OAOKAN-
pou ToU Aaod.

“Otav &kduwxbnkav ol kataxtnTtég, pagi
pE Tig mpoodokieq TV dyabdv Tou 6a
KOue 1 dneheuBépwon, ¢oUVTWOE 1
gdeon yid HIav AkWAUTn érikolvwvia pg
™ A. Eupwrn, idlaitepa oTouq KAAAITEX-
veg, ToU Téoa Xpovia ThHv eixav oTepnoel.
“Q0ol 8¢ unopouoav va Tagdéyouv npog
Ta Kel, katdaguyav pé dipa ota B1BAia
kai or 8AAa péoa diddoong TG TEXVNG.
"Exovtag €EavtAnoel péoca oTdO OTEYAVO

drawn so much attention as did the ones
held in the few, sometimes improvised,
galleries of post-war Athens between 1945
and 1950, the time of growing restlessness
and questioning around art. These exhi-
bitions were landmarks both for the artists
themselves and for Greek art in general. . .
In 1950 Greek art remained purely figura-
tive and anthropocentric. Every artistic
creation was set within the framework of
fidelity of the appearance of man and the
surrounding objects. In other words, it was
a realism in danger of ending in cold nat-
uralism. Greek art in 1950 was saved by
the “painterliness” of realism in the work
of Tsarouchis and Diamantopoulos and by
the expressionism in the work of Bouzi-
anis. Next to these artists who rank high-
est, each in his own approach, stand sev-
eral other artists who like Hadjikyriakos-
Ghika or Kapralos did not hesitate to re-
organise or modulate the form by reshap-
ing or distorting its structure, while retain-
ing a marked ““painterliness” (or “‘sculptor-
liness”) in their work. In 1950, even the ac-
complished and well informed artists in
Greece failed to display the will to escape
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X®po THG Katoxng 6Aoug Toug Eyxwploug
népoug, Htav andAuta GUOCIKO va TPoo-
BAémouv TMAAL MPOG v Elpwnn pe thHv
4vaykn TRG évnuépwong, THG EMIKOLVW-
viag, TG YOvIUNng dvtaAiayig.

ZUvtopa Spwg peTa THV dneAeuBépwan
ol TOAITIKO-KOIVWVIKEG OUVORKEG OTOV
Tono Edet&av nawg Ba ftav MoAu SUoKoAo,
dv 8x1 aduvato, va mpaypatononbel auv-
10 TO aggiornamento & ékkivnon kai éri-
OTPO®N OTOV PUCIOAOYLKO XDPO TG €A-
ANVIKAG TEXVNG, TOV EAAASLKO.

"ETol dpxloe tO 1945 1 peydAn £€§odog
TOV vedTEPWV (25-30 xpovdv) ‘EANjVv
KAAALITEXVOV Kal SlavOOUHEVWY TMPOG Th
A. EUpwnn, omv dpxn oxedov ArnokAel-
OTIKA pog 16 Mapiot.

Oi peyaAutepol (35-60 xpovwv) Kai Me-
pLKOlL ToU eixave SOUAEYEL TMPOTIOAEMIKA
oto MNapiot Euetvav otiv ‘EAANGSA. Meta
TV Tahanwpia ThG Katoxig d&v eixave
™ S0vaun §j 1) ddbeon va Zrjoouv TR
oKANnpn ¢ottNTik Zwh ToU HETAMOAEML-
ko0 Mapioold. dpévticav Spwg v’ dmo-
KaTaoTtioouv 1O TaxUuTtepo TOV Avaykaio
S1aAoyo pE TO EAANVIKO Kolvd. “ETol 56-
Onke 1) eukalpia oTd KOLVO V' AvakaAUyet
T0 1946 10 £pyo 100 KavéAAn (= 1910),
ToU BaotAeiou (x 1902), ToU ’AcTeplddn
(x 1898) kai mporavtdg Tou KampdAou
Kai ToU Xatfnkuptakou-Mkika, tO 1947
10 &€pyo TOU MOpaAn (= 1916) kai Tod
Toapouxn (od oknvoypdoou), t© 1948
10 €pyo toU ZoyyoAdmouAou, Tol ’Andp-
™ Kai To0 NikoAdou (» 1909), 10 1949
10 €pyo 100 louvapdmourou (» 1890)
Kai npornavtog tod Aiapavténoulou Kai
T00 Mrmouquavn (1885-1959). Ztiv (Sia
nepiodo dnokaAlpbnke 10 1947 & OedodI-
Aog (1868; - 1934) kai omyv MNaveAAn-
via "EkBeon tol 1948 6 XaAendg. MNa
dpketouq 1 MaveAAvia toutn (NOg. -

from or deny the apparent object. But it
was precisely this will which, two decades
earlier in Western Europe, had led to a
new phase in art: abstraction.

Papaloukas, Mitarakis, Frantziskakis, As-
teriadis, Vassiliou, Vourloumis, Manous-
sakis, Lagana and Marangopoulou pro-
duced high quality works which, though
not devoid of distinctive personal charac-
ter, can be readily placed under the um-
brella of post-Impressionism. A deviation
towards a more ‘“Greek’ style is discern-
ible in the work of Asteriadis and Vas-
siliou, who were probably influenced by
their personal involvement with the paint-
ing of icons and religious frescoes in the
Byzantine style. They all worked and lived
in their own separate worlds. Out of cont-
act even with fellow artists who had
espoused the same technique, they set
up no “trend,” nor did they win any disci-
ples to form a “school.” The development
of art in Greece remained a matter of
isolated individual efforts. The artist’s
individual contribution played a more
important role than the trends set up by

4. Al. 200nG. «'H &AANVIKR YAuRTikn 01O 200 Alwva», AEATio
’Ermotnuovikod kai ®tAoAoyikol JuAAdyou 'Appoxwotou, 1967.
00. 91-109.
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Aek. 1948), N MpwTN HETAMOAEMIKT) Kal
Ml Amo TG AlyOTEPO KAKEG, ONuave v
PWTN Toug dnuoota éupavion (CApAldTn,
Zrnuporoudog » 1912, Maupoidng
1913, MeAda - Kwvotavtividn = 1923,
MuAwva « 1923, Zevdkng = 1924, Avtu-
na), évw ol Tétong kai Mewpytddng,
yevvnuévol 10 1925, nou &mniong petetxav
otiv MaveAAnvia, eixav mnpwTtoeppavi-
otel padi Aiyo vwpitepa Vv idla xpovid.
310 TEAOG TOU 1949 (10 Aek. - 25 ’lav.
1950) 1y veoouotatn Opada ‘ApMOG ToU
OUYKEVTpwve 25 KaAALTEXVeG, Ao TOUG
ornoioug oi 13 KATw TOV 26 £T@V, HE HOVO
KOWVO Yyvwplopa T fwvtdvia tod €pyou
Toug, OpYdvwoe OTO ZAmmelo piav €kBeon
nou €kave éviunwaon. ’Epugavioe moAAoug
4and TOUG vewTtepoug ToUu dvadépbnkav
KiéAag, pE TNV MPooBnkn thg 'AYA. Au-
priepdkn (* 1923), to0 ’Apyupdkn (=
1920) kai, and naAaidtepoug, tod Aou-
kérouAou, TOoU BoupAolUun (*x 1910)
Kai Tou Mavouodkn (x 1914) mou eixav
€kBéoel EAaxloTa Epya otV MaveAAnvia
Tou TPONYRONKE.

Eival xapaktnptotikd Thg idtotumniag Tig
EAANVIKAG KAAMTEXVIKAG CWAG NG &V
oi naAaidtepol €E€BeTav kai fjtave yvw-
otoi Kai mpiv Ano TOV MoAepo, 10 E€pyo
Toug J&v eixe mpooexTel TOOO (iowg
ylaTti 1O KOWvO NTav MOAU TEPLOPLOUEVO,
TO AyopacoTikd €vlapepov TIOAU OTeVO,
N KPLTIKN oxedov avunapktn) 6co npo-
OEXTNKE OTIG Aiyeq auTteg €kBEoelg mou
gylvav oOTiG €AAXIOTEG Kal MEPIKEG au-
TOOXEDIEG YKaAEpPl TAGQ HETAKATOXLKNG

a combined effort. Perhaps this is the
main reason why art advanced so slowly
in our country.

Another inhibiting factor in those years
might have been the artists’ and, to some
extent, the public’s and the critics’ preoc-
cupation with the question of “‘Greekness”
in art. As time passed, this led to an al-
most permanent inability for clear think-
ing. The problem was resolved by Diaman-
topoulos and Tsarouchis, who gave it its
most “painterly” and therefore most purely
artistic solution. Others tried genre-paint-
ing, the picturesque and the narrative, and
naturally met with a faster and more wide-
spread response from a highly emotional

"ABrivag, davdueoa 1945 kai 1950, étav
ol avnouyieg kai oi JUHWOELG YUPW Ard
mvV TEéX VN évTeivovTav.

Oi £kBéoelq auteq umip&av otabuoi, &-
AeG Yia TOUG (BloUG TOUG KAAALTEXVEQ
nou eixav andoxel amnd kdde Snudoia
£udpavion ota xpovia TAG KAToxAG, Apke-
TEG Kal yla 10 Kowvd. Mepikoi &Ev £kBé-
oave Eava ano Ttote, GAAoL £kBgoave
Xwpig va Odeifouv kaplav davavéwon,
dAAot oTpddnkav MPOG TAV APnNPNHEVN
TEXVn Onou pepikoi Bphikav ToOV £autd
Toug, oi vewTtepol TéAog éEakoAouBnoav
Vv’ avantuooouv THV idloguia Toug. And
Toutoug 6 Zevakng, 6 lewpylddng, A
Auunepakn, n Avtina, 1 MuAwva, ypn-
yYopa mpotiynoav v’ akoAouBrioouv Toug
O6udTEXVOUG TOUg MPOG T AUOn, pé daro-
TéAeopa va éEapavioTolv dpketa xpovia
ano to EAAAdIKO KAAALTEXVLIKO MPOCKNVIO.

To 1950 1| EAANVLIKN TEXVN Epeve TEXVN
kaBapa mnapaotaTtiky (figurative), kai ei-
SIKOTEPA AVBPWIOKEVTPIKY, KUPLAPXTNHE-
vn 8nAadn ano m Baocikn EmdiwEn ARG
anodoong (€kdppaong) THG aAvBpwrivng
HOP®NG ME TN peyaAuTepn duvatn akpi-
Bela, kaBwqg kai To0 palvouevou KOGUOU
rou TRV nepiBAAAel, énwg UnorminTel otV
AavtiAnyn tol KABe KAAALTEXVN.

‘H erudiwgn autn ikavonoleital eite pé
mv aioBnaolakn ékppaon THG HOPPAG HE
T0 Xpua, drnoTtunwvovrag dnAadn TRV
gvtinwon mou KAvouv T AvTIKEipeva

navw oTiq aiodnoelg ToU KaAAltéxvn, ei-
TE ME TN ouvalodnuatikn &k¢ppacn THG

public corroded by sentimentalism. A plain
wooden chair in front of a sea-scape, a
garland of small white-and-blue flags
hanging around a village church, some
snow-white clothes hung up to dry in a
poor neighbourhood, and some scarlet
geraniums livening up a white-washed
yard: these were scenes that played equal-
ly well on the emotions as did the rem-
iniscences of thyme, sweet basil and
“retsina wine’’ evoked by the songs of old
Athens. A large area of Greek art was
abandoned to the picturesque, which had
been confused with the “painterly.” But
this led to further confusion on the ques-
tion of “Greekness.” Few were able to

HOop®RG TOU dTAvel OG THV NapapépPpw-
on, A kai ™ &1dAuon Tng, dnodidovrag
ouolaoTIka 8x L rmia 1o dvTikeipevo kabau-
T, GAAG TiG Bupikég AvTIdPAoEl TOU
UTOKEIMEVOU - KAAALTEXVN MPOG TO AVTI-
Keipevo. “OAa yivovtav péoa o’ éva mAai-
gl0 rotéTNTag NPog v 6Yn avepwnwy
Kal mpaypdatwy, P’ dAAa Adyla évog pea-
AlopoU moUu kivdUveue va KataAn&el og
Yuxpd vatoupaAlopd 1) o& nelég, pLAoAo-
YIKEG T| pouoelakeg AMOdO0ELg, And Tig
oroleq 6a €Aeine kdBe moinon, a¢ol TO
gTolxeio TAG Moinong OTiG £iKAOTIKEG Té-
XVEG TO &EaodaAilel B JwypadikdtnTa
(A 7 yAuntikétnta) ToU €pyou Kkai &xt
N ypadikdtnTa. ‘H EAANVIKA TEXVN TOU
1950 owletal anod 1 wypadpikdtnTa 100
peaAtopold oTo £€pyo Tol Toapouxn f Tod
Awapavtonoudou, TOU EEMPECIOVIOUOD
oTo E€pyo ToU Mmoudldavn. ’Avdueca ota
£pya .alTd mTOU KATEXOUV TiG AKpAieq
TOLOTIKEG B€oelq OTO €ldog TOUug KALMa-
kwvovtal €pya énwg ToUu Mkika | TOD
KarpdAou nou éve diatnpoldv piav Evro-
vn wypadikétnTa () YAUNTIKOTNTA) &8
dlotagouv va opyavwoouv §j va napaAiia-
gouv T popodn dla/mapa/HopPwvovTag
™ Ooury TNG. Ag&v €kdnAwvetat OThHV
‘EANGBa, 1O 1950, dkopa kai o’ altoug
ToUG AEl6Aoyoug Kai EvAHEPOUG KAAALTE-
XVEG, N didBeon ThHg duyng anod 1o pavo-
Hevo avTikeipevo 1 TN dpvnong Tou, mou
oty A Evpwnn eixe 68nyRoel, and dud
dekaeTieq KIGAQG, O¢ pla kawvoupyla ¢d-
on TG TéXvNg, oThv ddaipeon.

’EEAGAAoU ouveyiZetal G T 1950 1 avu-

1.

Nik. Flewpy1dadng: Xwpiq TitAo, 1961
(koAal xapTi-Adét).

2.

BaA. KaAoUtong: «Altaotnutkd», 1965
(d1adpopeg UAeg), 73X100 £k.

3

I Maupoidng: «To Zeuydpts, 1963
(AG5L), BIXT73 &K.

4,

K. KouAevTiavég: MAunTto oty Texvikn
ZXO0An, 1961. ZaAdv, MpoBiykia.

5.

lep. ZkAGBog: «’Enavdotaocn», 1960
(Towévro). KaoteAapdg, MpoBiykia.

1;

Nic. Georgiadis: Untitled, 1961 (collage,
paper-oil).

2.
Val. Caloutsis: «Spatial», 1965 (various
materials), 73 X 100 cm.

3.

G. Mavroidis: «The couple», 1963 (oil),
89X 73 cm.

4.

C. Coulentianos: Sculpture, Technical
School, 1961. Salon, Provence.

5.

Ger. Sklavos: «Revolution», 1960 (cement).
Castellaras, Provence.

avoid it and keep their eyes open to the
truth: that we can only call Greek that
which springs naturally from the soul and
the roots of a trully Greek artist and is
transubstantiated, not merely transcribed
into a painting or a sculpture. It is in this
sense that Diamantopoulos, Tsarouchis,
Halepas and Theofilos are “Greek.” Not
because of the subjects they chose to
treat, but because they managed to reach
the roots which nourish real artists like
their anonymous fellow artists of Pompeii,
Fayum and Byzantium, and they created,
not literary pieces, narratives or museum
pieces, but simply: art. ................
Perhaps the most significant contribution
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nap&ia omowacdnnote tAONG 1 OXOARG.
“Opwg Ta dvépata TV VEWTEPWV TOU
napatébnkav kai M «yvwon» nou d&v
elvat 6AOTEAa «OTEPVH» OTNnpifouv dud
d1anoTwoelg:

a) Nag navw ano tyv A.Z.K.T., mou puévo
T0 1947 eixe apxioel v’ dvavewvetal pé
™V &kAoyn ToU Mépain ocav kaBnyntn
kai omv oOnoia ¢oltoloav OTd METAEU
8AoL oxedov oi vewTtepol, ioxuoe oa du-
vaun, dlapopPwTik TAG EAANVIKAG TE-
Xvng n dwTtikn, avenionun &idackaAia
nou dayileuvav & Toapouxng otouq Jw-
ypdoouqg kal 6 Andptng oToUg YAUTTEG
(5)

8) Mg avtoi &kpBg oi vewtepol 6
anoBolv ¢opelg THG Suvaplka €EeAloood-
HEVNG EAANVIKAG TEXVNG OTIG EpxOue-
veq duo SekaeTieqg.

MapdanAeupa otoug daockdAoug auToug 6
MartaAoukag (1892-1957), & Mntapdkng
(1898-1962), 6 dpavifiokakng (1908-58),
6 ’Acteplddng (x 1898), 6 BaaoiAeiou,
6 BoupAouUpung, 6 Mavouodkng, 1 Aayava
(» 1915), 7 MapaykomouAou, kai dud
Tpelg dAAoL Ba ouveyxiocouv TV napayw-
yn €pywv UYPNnARG noldtnTag nou, dixwg

i o

in the 1950s was the clarification of the
confusion about what is or is not “Greek”
in the visual arts.

The same decade was marked by a pro-
fusion of art exhibitions, a multiplication
of art critics, the appearance of magazines
focusing exclusively on the visual arts,
and a growing interest of the public, both
as a spectator and as a consumer of art.

va oTepolvial TMPOCWNIKOTNTA, £VTdo-
oovtal elkoAa otn dleBvil xopeia ToU pe-
Ta - [MMPECIOVIONOU, HE TIAPEKKALON TIPOG
TO «EAANVIKOTEPO» TOU ’AOTeplddn kai
ToU BaoiAeiou, énnpeacpévwv mbaveg
ano ) énteia Toug Ot BuZavTivh Aylo-
ypadia. Ma tov deutepo EAAAOU, 1) EKTH-
™Ton £vog ypadlkdTEPOU, ApeAEOTEPOU
Upoug Ba Eekwva ano THV &rmutuxia TV
Euhoypadiv Tou TAG Katoxfg, mou ei
XQve TG00 OWOTA TIACEL TOV OPUYHO TOU
aywvigépevou Aaod. Tol Mavouodkn,
To0 BoupAoUun kai Thg Aaydva 1o €pyo
deixvel AAAMWTIKO pifwpa oTdV TéMo Kai
OTNV &MOoxXNA Toug, ME TN OEUVH, EIAIKPLVA
KL gvaiodbntn, Sixwg ypadkoTNTEG, ANG-
doon oknvav, avlpwnwv Kai Tonwv ThHq
EAANVIKAG KaBnuepivilg Zwig, HE AMAGS-
mta 8xl TeEXVNTa KaAAlepynuévn. “OAot
SdouAelouv kai foUv 6 kaBévag o’ Evav
kK6opo Siké Tou, YU auTO TO €pyo TOoug
Bev Exel oUTe gnagn Y’ ekeivo TV GAAwWY

OHOTEXVWV TOug, (MOTE VA& OuvduaoTel

O¢ p1a «tdon», olte émydvoug, (hote va
ONUIOUPYNOEL «TXOAT)».

‘H €EEANEN ARG TéXVNG otV ‘EAAAda na-
PApEVEL UTGBEON ATOMIKDV ATIOHOVWE-

And yet, the 1950s appear to be a period
of extremely slow or non-existent progress
in Greek art, and therefore of a further
widening of the gap separating it from art
in the rest of Europe. While those who
went abroad shared with their fellow artists
in Paris and London the search for -new
means of expression and sometimes made
a substantial contribution to the evolution

vwv npoomnabelwv. ‘H npoowrnikétnTa T00
KAAAITEXVN Tailel POAO ONHAVTIKOTEPO
anod TOV XapakTApa TAG OUVOUACHEVNG
npoondadelag piag 6padag. “lowg ki autd
va eivat 6 Adyog mou 1y TéXVN MPOXwPET
T600 Apyd OTOV TOMO Hag.

“lowg va ouvtéAleoe, Ta Xpodvia &kelva,
Kai 1 anacxéAnon TV KAAALTEXVQV, Kai
G €va 8aBUO KOLVOU Kal KPLITIKDV, HE TO
8épa TAG «EAANVIKOTNTAG» OTHV TEXVN.
levikdtepa BéBala, 16 Béua tou Ti eival
«EAANVIONOG» Kai «EAANVIKO» Amaocyo-
Aoloe OAAKEPO TOV EAANVIKO Aad MVEU-
HaTIKQ, KOWVWVIKG, TOALTIKG, O évav napo-
Euopd «EAANvVogpoouvng», mou, oo Kai
$UCI0AOYIKOG VA ATav APéowg HETA Evav
TPAYLKO EUPUAIO TOAEHO, EIXE KATAVTH-
oel, 600 nepvoloe 6 kalpog, NaBoAoyika
XPOvio B6Awpa THG okEYNg. Ma v Té-
XVn 10 nMpdéBAnua eixe Tebel, bnweg eida-
HE, APKETA TMpiv AMd TOV TOAEHO, OF
Xpovia OxeTika vneaiidtepa, And Kopu-
$eq TAG Téxvng Kai TAG dlavonong tol
Torou. ‘O Awapavtoénourog ki & Toapou-
XNG Tou dwoave TV MO {wypadlkn Tou
Auon, dnAadn tv o avéBeuta KaAAlTe-
XVIKN. "lowg 1) 8yn auth 100 Epyou Toug

AN, ®aoclavég: «ZuvBeon pE dud
oTPATIWTIKOUG», 1958 (auyd).

Al. Fassianos: “Composition with two
soldiers”, 1958 (egg-tempera).

of art, those who became established in
Greece appeared to be - with few ex-
ceptions - comfortably seated upon their
own achievements, satisfied with the so--
lutions they believed they had found.

At that time, Spyropoulos, Pentzikis, Mav-
roidis and Sikeliotis held their first one-
man shows. At the Athens School of Fine
Arts new professors were appointed: Mo-

5. ZTiq Avermionueg auTéq HOVOUEAEIG OXOAEG S1aHOPPWONKE Tc
TaAEVTO LwypAdwv 0av TOV Zevdkn, Tov Mewpyladn, YAURT@OV oav
Tov KAouBdato kai thv KwvotavTividn. Kai 6 Mkikag otd MoAute
XVEW, ME TiG JUuYlOpéveq Kai OOdEG Tou AvanTUEelq yia Thv
TEXVN OAWV TV EMOX@V Kai SAwv TAV TONwv, HOPPwoE ApXITE
KTOVEG 0av Tov ®atolpo, Tou &mdoenkav yovipa yid pia mepio-
80 ot fwypadikn, fj mou £xouve T {wypadikn KUPLO fj kai aro-

KAELOTIKO MEANUA TOug, dnwg 6 Zevakng, 6 Mewpyladng, 6 Keé-

netgng ( 1939), 6 Kovragdkng (» 1935).



va pnv &ylve Apéowg AvTIANMTA OToUg
noAAoUGg, MmG darnoteAoloe dnAadn TRV
nAnpéoTepn, TeAeoidikn dmdvinon oto
EpWTNMa: TL eival «EAANVIKO» OTAV Té-
Xvn, kal nog, étrav €xelg v idoduia,
HITOpPEIg va KAVEIG TO «EAANVIKG» (Gv €v-
Slapépeocal BEBala va TO KATAOKEUAZELG
«&V Yuxp®», HETA TO £€pyo aAUT@V TOV
dud). "AAAol dokipacav v néoypagia,
™ YPadlkotnTa, 10 AvékdoTo Kai, PUTIKA,
Bpnkav Taxutepn KL euputepn Amrxnon
oT0 elouykivnTo Kai ouvalclnuatika
StaBpwpévo kotvé. Ma todTo, HIa Kapé-
KAa Kagpeveiou oTnuévn unpog o’ éva To-
o 8aAacotve, Hid YKIPAGVTA yaAavoleu-
KEG OMUALOUAEG KPEHAOHEVEG YUPW AMoO
Hiav ékkAncia xwplod, KATL YWVIEG CE 4-
MOHAKPEG PTWXLKEG OUVOIKiEG WE KATa-
onpn prnouydada kai Katakokkiva yepavia
oTiG doBeoTwpéveg QUAEG, Aeltoupyou-
oav ¢&ioou aiobnuatika pé v avamoAn-
on to0 Bupaplold, Tou BaciAlikod kai TAG
petoivag ota tpayoudla tAq naiaidq *A-
fnvag. Mia peydAn €ktaon thg EAANVIKAG
TEXVNG €ixe Mapadobel oTr| ypapikoTnTa,
nou eixe ouyxuoBel pé ™ Cwypadiko-
mta. Fpiyopa ta 6€éuatra auta ki GAAa

ravvng ZnupoémouAog: «MapaAiayr dp.
43», 1960 (AAdL), 40X50 ék.

Yannis Spyropoulos: “Variation No. 43",
1960 (oil), 40 X 50 cm.

ralis was followed first by the sculptor
Pappas and then by Papaloukas and Mav-
roidis. But during that period few new
painters worth mentioning did emerge;
and neither they nor their contemporaries
who went abroad made any considerable
contribution in the development of Greek
art. Nevertheless, in the generally anaemic
environment of the 1950s there were

avaloyaq, Amnod Ta mivéla Kai TiG TEMMEPEQ
Euneipwyv KAAAITEXVOV TIOU TA EKMETAA-
AeUBnkav @G TOV KOPEOHO, TEpaocav oTa
Xépla TV BloTEXVWV TWV TOUPLOTIKWV
eid@v «Greek art», 6mou kAvouv kai on-
Hepa xpuoeq douAelég. “ETtol Spwg yev-
viiBnke M1 kawvoupyla ouyxuon navw
OTHV «EAANVIKOTNTA>» TOU EAAXLOTOL MMo-
pecav va myv arnogpuyouv Kai va Kpatn-
oouv TA pdtia avoixTa ot pav aAnBeta:
nwg &AANVIKO elval autd mou dBiaota
eival moto oTiG EAANVIKEG pileg TOU
Snuioupyod Tou, KL EXEL HETOUCIWOET &)L
anAwg petaypaodel, & Lwypadtkd i yAu-
nTikO €pyo aiobntika yvnaoto kai §ykupo.
«<EAAnvikoi» elval 6 Awapavténoudog, 6
Toapouxng, nalaidtepa 6 XaAendg ki 6
©edPirog, Ol Yl 1O BepaToAdyLd Toug,
dAAa ylati katépbwoav va Eavaouvde-
BoUv W& Tiq pileq amod Tig 6moleg dUTPwW-
oav, Mpiv Ano moAAoug ai®veg, oi avw-
vupol dpétexvoi touqg ThGg Mopnniag, Tol
®aytloup kai To0 Bulavtiou, KL EpTiagav
Ano Toug idloug BPETTIKOUG XUHOUG TEXVN
X1 Houoelakn, GIAoAoYLKN fj AvekSOTOAO-
YIKR, AAAG AMAQG: TEXVN.

“Yotep’ Ano TOUG TECOEPEIG AUTOUG «&-

149
niedpBoug» KaAAITEXVEQ oi pileq dAAagav
oloia, kaBwg eumAoutiobnkav pE VEoug
XUHMOUG ToU €kelvol, pE TNV dAxnueia
TRG Opyavikig dvamtugng kai &vBnong
Toug, dloxEéTeuoav PE TN Oelpd Toug POG
autéq. “ETol ol éndpevol, dv eival ouve-
Melg Npodg avuTeq Tiq pifeg, 6a dnuioup-
yfoouv ki autoi TEXvn OIKA Toug ToU
0a eivat kL aUTh pE TOV TPOMO NG, OTHV
®Opa kai péoa oTiq ouvlikeg ériou 8’
avBioel, EAANVIKY.

‘H onuavtikdtepn CUPBOAT| TG dekaeTiag
1950-59 eivat lowg 16 Eekabdpiopa auv-
TNG TG oUyxuong YUpw Ao TNV «EAANVI-
KOTNTA» OTIG EIKAOTIKEG TEXVEG.

21 Oekaetia autn €EAAAou, TOAAaMAa-
olaZovtal oi €kBEoelg (kai ol xwpol EKOE-
oewv), MAnBaivouv oi TeXVokplTeg, Euda-
vitovtal kai meplodlkad AMOKAELIOTIKA YA
TG €iKaOTIKEG TEXVEG (B), KL &vreiveTal
O évdlapEpov To0 KOLVOD, TOOO YA TN
B8€aon 600 Kkal yid TV KATavAaAwon t@v
Epywv TEXVNG.

Kt 6pwg ” Sdekaetia éugavifetal oa pia
nepiodoq Bpadutatng dv 8l AvVUTIAPKTING
e€EEAIENG TAG TEXVNG, Kal ouven®mg eUpuv-
ong ToU xdopatog Ttol XPOovikoU kai Tou

6. Xprig1pa oToIXETa Yia TO BEHa QUTO GVTAET Kaveig ano To &pBpo
700 N. ©. Zia: «Taneplodika T@V EikaoTik@v Texvavs, Néa ‘Eotia,
T. 845, 1962 kai dvaturo, nou KaAUNTeL THY MEPi050 1900 - 62. "Ap-
Y61EPQ, Anod Ta U0 UETAMOAEUIKA MEPLODIKA MOU AOXOANBNKAV A-
TIOKAEIOTIKA pE TIG EIKAOTIKEG TEXVES, Oi NEEG Mopges Siekoyav
v £kBoon Toug TO 1963 kai 6 Zuyog TO 1966. Ano TG «AOYOTe-
XVIKA Kai KGAAITEXVIKA MEPLOSIKA» TO TETPASIO SIEKOYE THV EKBO-

or Tou 1O 1947,  ’EmBewpnon Téxvng 6 1967. 'H 'ApXITEKTOVIKN
Eekivnoe 10 1963 PE CWOTH EKTIPNOTY TAG ONPACIAG TAV EIKACTIK@V
TeEXVOV MAGL 0TV APXITEKTOVIKN Kai APlEPWOE 0’ QUTEG TOAAEG
OeAideq ™G, "ANG TO 1965 Spwg kai Enetta £xaoe 1O Evdiadépov
™G. Metq, dv éEaipéoel kaveig Ta Aiya kai pETpla GUAAG TOD
neplodikol Anuwoupyieg mou Byfkav 1969-70, d&v UnNdApxel Neplo-
B1KO £iBIKO Y1a TiG EIKAOTIKEG TEXVEG.
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aioBnTikod mou TN Xwpigel ano v elpw-
naikn. ’Ev 6ool Eevnrelutnkav CUPMEPI-
fovtal Ttoug mpoBAnuartiopoug TOU MMa-
plolol kai tod Aovdivou, HETEXOUV Kai
KAMoTe CUUBAAAOUV OUCLACTIKA OTNHV €EE-
AEN THG TéXVNG, otV ‘EAANAda oi «¢pt1a-
OHEVOL», EKTOG Amo Alyeg EEalpéoelg (7),
SeiXvouv «&yKaTteoTnuévol» HEOA OTRHV
TEXVN Touqg Onwg TV €xouv SlaHopPw-
oel, PalVOUEVIKA TOUAAXIOTO  ikavo-
notnuévol anod Tig AUCEIG TIOU ToTEUOUV
nwg €xouv dWoel.

Mg Tig MPQOTEG ATOMIKEG EKBECEIG TOUG
gupavifovtar 1 1950 6 EZrnupodmoulog,
™ 1951 6 Mevtlikng ( 1908), T 1954 &

signs of motion below the stagnant waters.
This motion was caused by doubt which
was creeping in as to the effectiveness of
the Greek and more generally the Euro-
pean traditional methods of expression in
art.

Around 1950 the younger Greek artists
who had gone abroad around 1945 started

Maupoidng kai 6 ZikeAidtng (* 1917).
Zmv A.Z.K.T. n davavéwon t@v kabnyn-
T@V poxwpel: 10 1953 dlopifetal kabn-
ynmg 6 yAdning MNammag (= 1913), 10
1956 6 Marahoukdqg (méBave 1O 1957),
0 1959 6 Maupoidng. Oi npwtol {wypa-
dolL nou &xouv apakoAoubrioel d1daocka-
Ala 100 MdpaAn apxifouv va eugdavifov-
Tat P’ €kBéoelg. Ol dElonpooexTot dev ei-
val rmoAAol (8). OUte autoi, olte dkdua
Alyotepo oi E&evnrtepévol GCUVOMNALKOL

Toug, Mmopoldv va ouvieAéoouv Akdpa
ot dlapdpPpwaon K EEEAIEN TAG EAANVI-
KNG TéXvng. Mepikoli povo Ba &dpaiw-
oouv OTNV £ndpevn dekaetTia T YEVIKO-

experimenting with the new method of
representation: abstract art. Their works
were first presented in group exhibitions
in France and were shown in Athens two
or three years later (Coulentianos, Xena-
kis).

At about the same time (1954-55) Spyro-
poulos and Apergis showed their first ab-
stract works. They were followed by Lou-

TEPN ONUaocia Toug, HEoa WG OTO YEVIKA
urnoTtovikd KAlpa TAQ Sekaetiag ToUTNg
N éugavior toug ftav éveappuvTikn. “E-
delxve NMwg KATL odAeue péoa otd Aipva-
oua.

AUTO TO KATL ATav 1 AuglBoAia &v Tta
npoBAnuata anédoong THG Hopdig eixa-
ve AUBEl OpLOTIKA Kal iKavomoinTIKa ME
Ti§ mnapadoolakeqg HeEBOdoug, TOCO TIG
EANVIkEG 600 Kkai TiG yevikdtepa eu-
pwriaikég. Ol &AAnvikeg eixave dwoel
6,7t pnopoloav. “Oco yila Ti§ evpwnai-
KEG, auTEQ eixav audloBnInbel anod kat-
po, kai n dekaetia 1950-59 Unfp&e me-
piodog &x1 ma dokiuRg, AAAG BplapBeuTi-
KNG &€pappoyfq TV VEwv AUCEwv ToU
TponNYOoUHEVEG YEVIEG eixave KIOAAG Bie-
peuvioel. Ta &éka auta xpovia onua-
devouv TO pecoupdvnua Thg apnpnuévng
TEXVNG.

Fevvnuévn 16 1910 pé toug «AlToOXEDIO-
OHoUG» ToU Kavtivoku, 1) dpnpnuévn Té-
Xvn eixe anAwBel 10 1939 Mg 1Y ’Ape-
pikn (9). Meta piav avdoxeon kata tov
NoAepo, NMRpe Ano 10 1945 véav @OnoN,
aroxtad kalvoupyleg dlaoTdoelg mol Ka-
AUTITOUV TO OUVOAO OXEBOV TV €KPAV-
otwV TRG TéXVNG. XNV ‘EANGSQ pnopou-
HE va TOMOBETACOUUE TiG MPOTEG JEIAEG
éugavioelg TG adnpnuévng TEXVNG Ava-
peoa 1950 kai 1955. Mg T AEEN «Euda-
vian» €vvom TNV KaTd KAMolo tpomno «dn-
pHooieuon» Of KUKAO €UPUTEPO AMO TOV
dueoa yupw OTOV KAAANTEXVN, EpYwv
‘EAAVwV Zwypddwv kal yAumTtav, Oi-
XWG va napayvwpilw TO YEYOVOG TMG
Ta €pya auTa fjtave kaproi Hakpoxpo-
viag KAnote dvagniTnong otd épyacTthpla,
Hakpld damod TA BAEppaTa  Kolvol Kai
KPITIK@V. Ta €pya mou, pé v évvola au-
™, éudaviotnkav XpovoAloylka mnp®dTa
eivat pepikol mivakeg tou KovtérnouAou

A. KaAapdpag: «‘O Kanetav KoTttag»,
(urpouvtgog), PAwpiva.

D. Kalamaras: “‘Captain Kottas” (bronze).
Florina.

kopoulos and Zongolopoulos in 1958 and
by Arlioti and Lefakis in 1959. Around 1958
some of the most distinguished figurative
painters of Greece, viz. Hadjikyriakos-
Ghika, Nicolaou and Mavroidis, produced
works that were either abstract or tended
towards abstraction, thus proving the
penetrating force of this new trend. If they
soon reverted to a more figurative style,

7. 'Anépyng, 'ApAldTn, ZoyyoAdnoudog, Kovtémoulog, Aouko
nouAog. Maupoidng, MépaAng. Znupdnouiog.

8. Kapag (+ 1930) 16 1952, M. Inévila, Mavidpag (» 1934) 10
1956, AekouAdkog (+ 1929). Kavaykivn (= 1933), Mutapag
(+ 1934), ®aciavog (x 1935) 1O 1957, Kavidpng (« 1928) 10
1958, I". lwavvou (x 1932) 16 1959.

9. A.l. Z0dng. «'H agnpnuévn 1éXvn otnv ‘EAAGda», Zuyds, 'lou-
Atog 1965, oo. 66-69, 80.



(» 1905) mou mapouctacBnkav 1O 1950
ot piav €nauAn tou Wuxikod. ‘O idwTt-
KOG Mepinou xapaktnpaq Thg «EkBeong»
autihg 8¢ Bonbnoe va v mpooéfouv
eupuTepa. OUolaoTika MPWTN ¢opd eidav
oi ’Alnvaiot a¢pnpnuéva €pya t00 Kovto-
TIOUAOU MEPLKA Xpovia ApydTepa.

MNipw ota 1950 éniong oi vewtepol “EAAN-
VEG KaAALTEXVEG, TOU eixav EevnreuTtel
anod 10 1945 dapxifouv ki auToi va dOKL-
Halouv TO Kalvoupylo €KPPacTiko idiwpa
kai va épgavitouv T €pya TOUG OF
Opadikeg €kBéoelq ot MaAAia. Ta €pya
Toug auta £ueAAe va Ta yvwpioel n
’ABriva duo - Tpia xpovia apyotepa, ToU
KouAevtiavol (+ 1918) 10 1955, TOU
Zevakn 10 1957.

Tov 8o nepinou kaipd (1954-55) éuda-
viCovtal ta npwta apnpnuéva Epya Tol
Zriupdmoudou kai Tol Anépyn. To 1958
E€kBETOUV TV TPWTN Adnpenuévn TOug
douAeld oi AoukOroulog kai ZoyyoAd-
nouAog, 10 1959 oi ’ApAlwTn Kai Aeda-
KNG (1906-68). MNipw amnod 16 1958 pepikoi
Aarod Toug MO SlaKEKPLHEVOUG TTapacTaTtl-
koug “EAAnveq Zwypdooug, 6 Xatgnku-
plakogq rkikag, 6 NikoAdou, 6 Maupoidng
EpTiaxav Epya dpnpnuéva i mou ETetvav
nipodg ThHV ddaipeon, onuadevovtag ETOL KL
auTtoi TV npdodo Tig dleiocduong TRG Té-
XVNG autig. “Av EnioTpéPave ypriyopa og
o mapacTatikd KAlua, fATav and Badure-
pn avaykn TiRg idloguiag Toug. *ETol £§a-
KoAouBolv va ¢Tiaxvouv &pya yvhola
kai a§léAoya, EUNMAoUTIONEVA AMd TIG VE-
€q éAeubepieg TRG ddaipeong. To mEpacua
TOUG aUTOd and TV adaipeon | pGAAov 1
MPOCEYYLON TOug TPOG auTnyv, O¢eilov-
Tav o¢ yviolwa érmbupia SoKIUAg TdV du-
VATOTATWV TNng. Aév dnoteAoloe €munéd-
Aain UnokAlon ot «péda» THG adaipe-
ong, Tol €idoug Tou 6Moiou propoUloe Ka-

1.
Anp. Kokkividng: <’Emtupsio», 1966
(AGd1), 130X110 £k.

2.
Navt. Zayopdpng: «Tatvia», 1966
(NMAeELYKAQG) .

1.
Dim. Kokkinidis: «Sepulchral», 1966 (oil),
130X 110 cm.

2.
Pant. Xagoraris: «Tape», 1966 (plexiglass).
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veig va dianiotwoel apketa deiypara a-
vauyeoa ota €pya Tou EKTEBNKav OTiq
NaveAAvieg To0 1957 kai tol 1960, 6-
mou Tta yvhaolwa da¢npnuéva €pya nrav
Alya kai yevika avwptpa.

2’ avtiBeon pe T «podda» O «EKOUyXpPO-
VIoOHOG» eival diadikacia JwTikig onua-
oiag via Tiq €0vikég TEXveg Tig dava-
MTUCOOHEVEG OTNV TEpIPEPEIQ TRV HEYA-
Awv Kévipwv, 6mou Snuloupyeital Kai
dvavewvetal KGBe otiyun 1) diebvng Té-
Xvn. To va eival pia nepidpepetakn tEXVN
MAavta &vnuEPWHEVN, OUYXPOVIOHEVT

oTiG pAcEIq TNG PE TNV TEXVN TV HeEYA-
Awv k€vipwv eival 6pog danapaitnTtog
yia v avamtugr tng. Znpepa eivat kat

this was because of a deeper personal
imperative................... . o0l
It may be said that, by 1960, abstract art
had gained many followers in Greece, both
among the artists and the public. Although
even in that same year, an exhibition of
the works of three young artists from Paris
(Karas, Tsoklis, Condos) was met with
indifference or hostility inspite of its high

MOAU TO eUkOAOG va EKMANPwOel mapa
otov 8ov aiwva n.x. 6tav 6 KapAopdyvog
petakaAoUoe OTO “Aaxev KaAAITEXVEQ
kai copouqg and mv MOAn yia va npoa-
ydyouv TiG TEXVEQ Kai v naideuon tol
Kpdtoug Tou aTo éninedo Thg BulavTivig,
R 6tav & XaAipng AA-OUaAivT xpnolpo-
nolodoe ot AaUaokO VTOTIOUG ApXLTE-
KToveq N BuavTtivouqg KaAAITEXVES YIa va
XTioouv kai va &lakoourjoouv Ta Mp®Ta
T¢auia To0 ’loAapIopoU. ‘H veokataxtnueé-
vn ano touqg “ApaBeg npwtn npwtelouca
TAG avTokpatopiag Toug, 1) 1 €¢pnuepn
npwtelouoa THG pHEYAANG Ppaykikig au-
ToKpartopiag, fiTave TMEPLPEPEIAKEG OTIq
TEXVEG Kali oTnv mnaideuon wg mpog TO

standing; possibly because it represented
the very latest trends in abstraction. .. ...
At the School of Fine Arts the renewal of
its teaching staff went a step further by the
appointment of Nicolaou. The first and
second group of emigrants to Paris, Lon-
don and Rome started returning from
abroad. New galleries opened in Athens.
The first congress of Greek artists was

Hovadikd KEVIPO mMoOAlTiopol, v Kwv-
oTavTivounoAn. ’AAAG kai dixwg auto-
KPATOPLKEG €mTay£€g, Kai KAmote &vav-
TIA Toug, ) TéXVN Kai Ta €pya tng &&v
nagouv va dinBolvTal Aano Lla xwpa otnyv
dAAn, aynowvtag 1a ouvopa kai GAoug
TOUG TIEPIOPIOMOUG Kai Ti§ dnayopeuaoelq
nou €kgppagouv. To Budavtio Bpiokovrav
o¢ Bavdoiun povopayia pé toug “Apabeg
6tav oi Ynodoypdadol Tou £otnvav €pyo
8aupaoTtd oTo peyalo TéEpevog THG Aapa-
oKoU.

Ol neploplopoi Suwg emBpadlvouv T
d1adoon kai v émpelia TOV TEXVDV.
‘H olUyxpovn ‘EAAGSa dev pnopece va
kapnwbel, 6nwg 1) UnéAowmn Elvpwnn,
T dyaba Tig itaAlkig ’Avayévvnong, yia-
Ti kataruédoviav Amnd AAASTPLA TIOALTL-
KO-BPTNOKEUTIKT) ApXn, €xOpikn mpog 6,Tt
avtimpoowrieue 1 "Avayévvnon. Kai ta
grutedypara TtV Bulavrtividv  KaAAlTe-
Xvdv dev dpkeoav pova Toug, péca aTd
oTEYAVO TIOALTIOTIKO XWPO Tou dnuiolp-
ynoav ol Todpkot oTd BaAkdvia kai oth
Mikpaoia, yia va 6pégouv kai v’ dva-
VEMOOUV OTa xpovia ThRg SouAeiag THV
TEXvn 1OV ‘EANAvwv. ‘H kaBuotépnon
auTn 8aotn&e and 16 1450 nepinou Mg T
1930, 500 oxedov xpovia, dv npoobEoou-
pe otv Toupkokpatia kai ta 100 mou,
Amo TOAITIKO-KOIVWVIKEG €ruTayég, 1) EA-
ANVikn TéXVn Topeudtav TO OPaAAEPO
dpoépo 100 Movayou (10). ‘O ékouyxpo-
VIOUOG Aowmov TAGQ EAANVIKAG TéXVNG, TO
va EavaBpel 1 EAANVIKN TéXVN TOV 1o
Bnuationd W’ Ekeivn TV KEVIPpWY, onpai-
Vel g dixwg va kortdoel ma 6 “EAAN-
vaq KaAAITEXvNG Ba umopéoel, And uia
Soopévn OTiyun, va kapnwbel 6Aa ta ai-
ooNTIKG Kal TEXVIKA eupripata twv Eu-
pwraiwv dpotéxvwy Tou, NG 8¢ Bd Exel
va davaAwbel Eavakdvovtag &va dpduo

®dIA6Aaog (TAolmag) : TuvtplBAavt.
FaAAia.

Philolaos (Tloupas): Fountain. France.

held in March 1966. The Greek section of
the International Association of Art Critics
expanded its activities and provided the
nucleus for the Society of Greek Art Crit-
ics. Artistic activity spread outside Ath-
ens. Important exhibitions of earlier and
more recent works of international art were
organised, mainly through private initia-
tive. At last, the work of art was becoming

10. A.l". Z0dng. «Zegav fj ¢ dpdéuog Tol Movdxou», Zuyos, ZenT. -
*OkTt. 1956, go. 11-25.



mou &xel KI6Aag kavel 6 Evpwrnalog Kai
M®wG Kata ouvénela 6a eival €AelBepog
va ropeuTel o népa, v’ avoi&el kawvoup-
Y0 3pbpo, B31k6 TOu, MOU HMOpPEl pE TN
OElpd TOUu va Yivel 3pdUOG Yld KaAALTE-
XVEG AAWV XWPOV, YLaTl KABe éniteuyud
Tou Ba eival Xpovikd, ioTtopilka Kai Te-
XVIKa [06TIHO pE TO éniteuypa émoloudry-
nmote &AAou. “Av eival kai aiofntika
onuavTikd, Ba maiket T© poOAo TOu OTH
Slapdppwon kai THG EAANVIKAG Kal TAG
eUPWNAiking TéXvng. “Av ToUTn énnpedle-
Tat anod Tt Snuioupyia ‘EAAVwY, Ba Toug
¢wTigel Eava yia kawvoupytla Briuata. Oa
gEolkovopolvtal £Tol MePLTTEG, Kai Ou-
VEN®G EMENMIEG YA THV TEXVN kabuoTte-
PNOEIG Kal avaox€oelg. Oa €xel 6 kabe
KAAAMTEXVNG OTOV TOMO TOu peEYaAUTepn
dveon yla va ékppdadetal, €VIOXUHEVOQ
ano Ta Buwpata Kal Twv TPOYEVESTEPWV
VTOMwY, Kai TV Ouyxpovwv TOou O
dAAeg x@peg, dixwg va xpetdletal va Ee-
nepvaetl kGBe popd TG MAEYHATA TOTILKWV
nepLopLoP®V fi eéunodiwv nou o¢eilovral
OTO KAeiowo plag Téxvng péoa aTodov €au-
T6 ™NG. '’ alTO 6 EKOUYXPOVIOUOG, 1) €vn-
pepdTNTA eival dvaykn nou d&v Exel Ti-
Ta va kKAvel pg ™ «uoédar. ‘H mapako-
AoUBNOoN NG, OTIq EIKAOTIKEG TEXVEG, Ka-
TaAfyel O pIa mapanAavntikn eEwTept-
KN Hipnon, kanote O&e&lotexvn, Eévwv
EEeAiEewv moU J&v €xouv APOopOLWOET
opyavika. ‘O €kouyxpovIOoHOG TV EAAN-
VIK@OV EIKAOTIKOV TEXVDV PE TiG BleBVEIQ
OAoKANpwONke oTiq ApxEq TAG dekaegtiag
1960 (11). Téte oBuoav OAdTEAQ oi Ou-
VEMELEG HIAG KaBuoTEPNONG MoU Eekivnoe
ano mv “Alwon.

Eidikdtepa pnopolpe va molue Mwg anod
T0 1960 €xel dnuioupynBel otV ‘EAAGSQ
eupUTEPN ouveidnon yia v dpnpnuévn

1.
’AyAaia Aupmepdkn: «MOAEUIOTAG»,
1969 (umnpodvtlog), 27X30X33 &k.

2.
©06dwpog (Maradnuntpiou) : «Alp dp.
1», 1966 (&T1odAl 0dUPNAATO KOAANUEVOD) .

1.
Aglaé Limberaki: “Warrior", 1969 (bronze),
27 X 30X 33 cm.

2.
Theodoros (Papadimitriou): «Air No. 1»,
1966 (steel hammered and soldered).

accessible to a wider public.

These developments revitalized Greek art
and rendered it comparable to art in Eu-
rope, but most importantly the standards
of artistic creation and aesthetic aware-
ness became higher and more demanding
in an atmosphere of lively exchanges and
fertile crossbreeding between Greek and
foreign ideas and approaches. ..........
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For the first time Greeks took part in shap-
ing new trends and new developments:
Chryssa in the U.S.A., Takis (Vassilakis),
Nikos (Kessanlis), Kaniaris in Paris. These
developments were carried over to Greece
with very little delay by the very same peo-
ple who participated in them. The com-
munication circuit had been established.
Artistic and cultural frontiers were opened

even wider than the political frontiers. For
the first time in its history Greek art entered
the stream of continuous and unimpeded
exchange with artistic processes in the
rest of the world. . ...................
Greek artists continued to face art individ-
ually and independently. Yet, their work
viewed collectively contributed signifi-
cantly to the revival of art in Greece.

11. Mia pikpn £vBelEn Nag eixe NMpaypatonotnBel & £kouyxpovi-
opog Kai kataktnBel 1 igoTiia eival kai oi peydieq BieBveig
Slakpioelg mou aroveuriBnkav, NPWTN Gopa HETA TOV MOAEHO, O
“EAANVEQ Ta xpovia ToiTa. MmievaAe Bevetiag 1960: Tnupdmnou-
Aog, 1966: Katpakn. Mmievaie NEwv Mapiood, 1963: IkAdBog,
1965: ©6dwpog. MriievdAe Zdo MaoAo, 1955: Kovténourog, 1961:
KeoavAng.
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TEXVN, OTOUG KAAAITEXVEG KAl OTO KOWVO.
“OHwG dkopa Kai TOV XpOvo &keivo n
£€kBeon TPV VEwv and O Mapiol, Too
Kapa (« 1930), 100 To6kAn (* 1930) kai
Tou Kovtou (« 1931) ¢dvnke od pepoOVW-
HEVN EKSNAwON TOU AVTIMETWMIOE adla-
dopia | €xBpoéTnTa, MApd TAV ModTNTa
OV Epywv Tng, fowg ylati Avtimpoow-
MEUE TiG Mo MpdodaTeq TACELG TAG Napl-
owvig agaipeong.

Ano v ApxT) TG dEKAETIAg oNUELDVOV-
Tat Oplopéveg EEeAigelg mou mitaxuvouv
™V OAOKARPWON TOU €KOUYXPOVIOMOD
TG EAANVIKAG TEXVNG HE THV EUPWIAIKY)
a) Ano mv AZ.K.T., émou oupnAnpw-
vetal 1 avavéwon pgé 1O Sl0plopd ocav
kabnynti 100 NikoAdou 16 1963 (12),
Byaivouv 8Ao Kkai MeplooOTEPOL LABNTEG
ToU MépaAn, tol Manna, Tou Maupoidn.

ik

e

U

Among those who participated in this pro-
- cess and were above the age of 40 in 1967,
special mention should be made of the
painters Maltezos, T. Kyriakou, Christofo-
rou, Touyas, Daniil, Xenakis, Sachinis,
Georgiadis, Logothetis, Tsoklis, Molfessis,
Kaloutsis and the sculptors Coulentianos,
Spiteri, Philolaos, Liberaki, Houtopoulou,
Kalamaras, Simossi, Sklavos. Among the
“younger” artists, those worth mention-
ing are the painters Kaniaris, Kokkinidis,
Xagoraris, Dionyssopoulos (Pavlos), Kes-

Mapatnpeitat ot douAeld Toug MIA WPL-
poTNTA, Kal pia éAeubepia mou 8¢ diakpi-
voviav dAhote. Aév eival ma anoogot-
TOolL MoU Byaivouv AMO TN ZXOAN ME TO
U¢og 100 daokdhou Toug, AAAA VEOL KaA-
ATEXVEG T) TpoowILKOTNTA TAOV Omnoiwv
Exel EUMAOUTIOTEL, 6XL DECHEUTEL, AMO TN
O1daokaAia TV WPLHOTEPWY, TIOU TOUG
g€xouve pdbel ToUg TPOMOUG Kai Th onua-
ogia 100 va ékppalovral OwOTA ME TNV
idla toug owvn. Z10 E.M.M. 1OV Xatln-
Kupldako - Mkika &ladéxbnke 71O 1960
6 MapBag (1905-65).

8) ’Ano 1O &Ewteplkd dpxloav va emnt-
oTpédouv 1N npwIn Kkt 1 deltepn Oelpa
TV Eevnrepévwy tol Maplolod, 100 Aov-
divou kai THG Pwung, &nAadn moAAoi
ar’ éoouq eixave ¢uyel TO 1945-46 pe
YaAAIkEG UmoTpodieg, kaBwg kai oi

sanlis (Nikos), Romanou, Mytaras, Kon-
taxakis, Manoledaki, Fassianos, Karavela,
and the sculptors Theodoros (Papadimitri-
ou) and Michalea.

In 1967 the growing vitality, the improving
quality and the continuous enrichment that
permeated Greek art of that time suffered
a serious setback for reasons unrelated to
artistic and intellectual activity.

In the first place, Greek artists were cut
off from their own circle, their public and
their overseas exchanges which had prov-

np®Tol A’ éagougq eixave dpuyel B’ EAANVI-
kég. “Ocol d¢v eykataotddnkav Eava
otv ‘EANAda, nepvoldoav €d® TA Kalo-
kaipla Toug, fj oTéAvave Ta €pya Toug yla
&€kOean.

Y) ’Avoiyouv kawvoupyleq aiBouoeq €kBé-
cewv otnv ’ABnRva (13), érou éudavi-
Covtat TmoAAol AElOAoyol KAAALTEXVEG,
VEOL Kai «KaBlepwpévol» OE ATOMIKEG 1)
opadikeq €kBéoelq. ’EKTOQ Amo ThHvV mU-
kKvwon Twv MaveAAnviwv  EkBéocewyv (14) -
B8eopol AudiBoAng XPNOoLOTNTAG, ME Tig
€EW-KAAAITEXVIKEG AVTIANYELS TOU Blié-
Touv TOUG OPYavWTEG TOug - Kai {owg
ot avtidpaon npog auTtég, opyavwvovral
ONUAVTIKEG TEPLOBIKEG OHAdLKEG €EKON-
Awoelg, mou €del&av 611 Ba pnopoldoav
va eixav yivel xpriowpot Beopoi dv érmi-
CoUoav mep’ anod 1O 1967 (15). To A’

Mavvng Mépaing: <’EmiBaAduto
(NU®n) », 1965-66 (AadL og navi),
79X73 éK.

Yannis Moralis: “Epithalamium (bride)”,
1965-66 (oil on canvas), 79 X 73 cm.

ed so vital for their work. Guided by their
sensitivity, the sensitivity characteristic of
all men whose creativity is based on free
expression, they spontaneously and unan-
imously refused to continue a dialogue
which had been curtailed by restrictions
impinging beyond their personal and in-
tellectual integrity. Between 1967 and
1969, the overwhelming majority of Greek
artists refrained from exhibiting their work
and taking part in state-organised exhi-
bitions at home or abroad. In addition to

12. To 1961 eixe éxAeyel kai 6 'AnApTNg oTHY £8pa TAG YAUTTTI-
KAG, GAAG ASyw aoBeveiag v UNOpece v’ AvardBet Ta kadrikovTa
Tou. TeAika EKAEYNKE TO 1968 oThv £dpa O Kahkapdpag (= 1922)
ToU 315dokKel ano To 1969.

13. 1960, AexépBpilog: lMkakepi ZouprouAdkn. 1963. ‘AnpiAiog
thoy, AekéuBplog: MEépAty, 1964, 'lavouapiog "EAANvo-'Apept-
Kavikn “Evwon, Maptiog: K.T.E., 1965: "AdTop Kd.

14. Ev@d ota 15 xpovia ano 1o 1945 g 16 1959 yivave Tpeiq
MNaveAArivieq (1948, 1952, 1957) oty dekaetia 1960-69 yivave
névre (1960, 63, 65, 67, 69) P& MOIKIAAOVTEG APIBHOUG EKBETWV
kai £xkBepatwv, GAwv oxedov peTpiwv. N. Ziag: « Avackonnon
Twv nponyoupévwy (MaveAAnviwv) ékBEoewv», Zuydg, Mdiog
1965. 0o. 36-42, 81-82;

15. 1960. AekéuBplog. 1n €xBeon onoudactwv AZ K T (R pévn
£kONAwoN nou cuvexiletal HETA TO 1967). 1961. MapTiog. ‘Ouada
Téxvng A, 'louAlog. A" MaveAradikn “"ExkBean Néwv. 1963, 'lou-
Alog - Alyouotog. “EkBeon vewtepwv ‘EAAAVWY KAAAITEX V@OV
opyavwpevn ano toug “EAANveg Texvokpiteg kA




2Zuvédplo TV ‘EAAAVwV  KaAAltexvav
(MapTtiog 1966) é&€B8aAe Tig Bdoelg yla
TV AVTIHETWIION TAOV EMAYYEAUATIKOV
MPOBANuATWY ToU KAAALTEXVIKOD KOOHOU,
nou O&v eixe Bpel TOOA XPOvia Kalpod
va Ta peAeTNOel TO KaAAlTeXVIKO Emipe-
Antplo. 210 onuelo ToUTO MPEMEL V' dva-
Pepbel 1| augnuévn dpaotnpldétnTta TOU
EAANVIKOD TURpatog TiHg AleBvolq “Evw-
ong Texvokpitwv (AICA) nolu dnotéAeoe
Tov nupnva thg ‘Etaipiag ‘EAAvwyv Te-
XVOKPIT@V (idpuBnke 1O 1966). Mép’ ano
TNV TPOCWIIKI AOKNOTN TAG TEXVOKPLTL-
KNG, MEAN Tou oupBdiave otn dianal-
daywynon 1ol €AANVIKOU KOWVOU ME LA
oelpad OpIAV MAvw OTR guyxpovn Té-
Xvn 16 1961 (16), pE plav €kBeon vew-
TepwVv ‘EAA VWV KaAATEXVDV TIOU Op-
ydavwoav 1o 1963 (17), kai pe mv abAo-

Mavvng Toapouxng: «Aekavéag», 1947
(AGBL) .

Yannis Tsarouchis: “Corporal”, 1947 (oil).

the sacrifices which this attitude entailed,
the damages caused by this interruption
of the expressive dialogue were consider-
able, both for each of them personally and
for art in general. The artists from abroad,
stopped coming back, while those who
had just returned, soon left again. Banks,
business firms and other major organisa-
tions ceased commissioning or buying
works of art on the basis of their aesthetic
merits. A brief glance at the squares and
public gardens of Athens suffices to con-

8étnon To0 BpaBeiou TOV ‘EAARVWV
TexVOKPITOV TOU AmEveldav mapdAAnAa
kai o> évaAhayn pE TO €AANVIKO BpaBeio
Mkouykevxdiy, o €¢ta amnod Ttoug Tmuo
A&10Aoyoug “EAANVEG KAAALTEX VEG (18).
8) ‘H kaAAtexvikn dpaoTtneéTNTa ANAw-
veTal kai mép’ anod v ’Adnva. ‘H Oeo-
oalovikn, HE TIG €kBEoelg kal OHIAieg
To0 AQumpoU kai ToAunpol owpateiou
«Téxvn», 1 “Ydpa, 1 Muiukovog pE Tig
Beplvég Toug ékBEoelg, oTtdbnkav €o0tieq
81adoong kit €Eolkeiwong €vog kalvoup-
YlOU KOwvoU ME TNV TEXVN, Kai idlaitepa
HE TG MO mpoopateq popdPeg TNG. Ma
kai otov BoAo, omv MNdrtpa kai oT1d
‘HpakAelo yivovrtal ékBEoelg Epywv Kupi-
wq ’ABnvaiwv kai ©ecoaloviki@v KaA-
ALTEXVDV.

g) ’Opyavwénkav, Kupiwg Amo iSIWTIKR
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MpwToBouAia, ONUAVTIKEG Mapouctdoelq
£pywv TAG MaAaidTepng kai TAG TO
ouyxpovng dieBvoug téxvng (19).
oT) TEAog 10 €pyo TéXVNG YiveTal mpo-
oltd O’ eUPUTEPO KOLVO, OXL HOVO yiaTi
MoAAanAactdoTnkav Kt eUKOAUVONKav oi
duvatdtnteqg €nadng pE TNV TEXVN, AAAG
Kkal yati oi BeATiwpéEveg UAIKEG Suva-
TOTNTEG ErUTpEénouv G euplTeEpa OTPW-
pata énayyeApati®v (Kt &xL ma povo
«PIAGTEXVWV CUAAEKTOV») TRV AnoKTnon
kai o¢ dnuéoioug Kai idlwTikoug dpyavi-
opoug TNV napayyeAia kai ayopd £pywv
TéXVNng (20).
Oi &EeAikelg auteg &¢ ouvteivouv povo
OTOV €KOUYXPOVIOUO, OtV Tpowenaon
TAG EAANVLIKAG TEXVNG, TPOG HlAv iooTipia
e TRV elpwraikr, GAAG kai MPOG Hla
YnAdTEPN TOLOTIKN OTABUN dnuioupyiag

16. Mou £yivav ®eBpoudpio-Maptio 1961 oro Mouaeio Mnevakn
HE OMIANTEQ Toug M. 'Avdpoéviko, E. BakaAd. M. KaAiwya. Al
Zudn. E.N. Nanavoitoo, A. ®atodpo. M. Xat{ndakn. (Snuoocteudn-
kav atov Zuyo Maiog - ‘louviog 1961, 00. 66-67)

17. "EmiAéynoav yia tnv ékBeon autn (25.7 - 8.8.1963) 20 w-
ypagot. oi Beviadng (+ 1936). Faitng (« 1923). Mewpyiddng.
AaoxorouAou (+ 1937). AekouAdkog. Kaviapng. Kapag. KeoavAng
(+ 1930). Kokkividng (« 1929). Kovtog. MoAgEang (« 1926), Mu-
1apag. Zevakng. Navidpag. Pwpavod (« 1931). Taxivng (« 1924).
ZBopwvog (+ 1919). TEtong. TodkAng., Paclavog kai OKTw
yAunTteg, oi: ©6dwpog (» 1931). Kalapdpag. KouAevTiavog.
KwvotavTividn, Aupnepakn. Zipwon (« 1926). Inntépn (« 1920),
XouTtorouAou (» 1923).

18. To BpaBeio Mkouykevxaip anovepnBnke 1o 1956 oTtov Mnou-
Zuavn, 16 1958 otov Mouvapomouho, O 1960 otov Baoeiou kai
T0 BpaBelo ‘EAAAvVwy Texvokpitawv TO 1957 otov KanmpdAo, 10
1962 oTov TETON. TO 1963 0TOV AOUKOMOUAO, TO 1964 OTOV TAcoo
(»1914).
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kai alobntikie dianaildaywynong. ‘H &-
oKNon TG TéXvng viveratl xTipa éAo kai
neploodtepwy ‘EAARVWY, Kai peTadiveral
ano Toug KaBnyntég TV AVWTATWV
ZXOA®V Kl ard Toug daokAAoug HEC® Amod
TO £pYQOTipl TOUG, MPOG pia SeUTepn Kai
Ha TpiTn Yevia VEDTEPWV KAAAITEXVDV,
MéOa Of Ml YeVIKNV ATpéodalpa wn-
POV AvtaAAay®dv kai yoviung émpeigiag
ibev kai TPOMWV, EAANVIKOV Kai Eg-
vwv, ou Sixwg autv 1) Téxvn d&v mpo-
KGBeL.

Téoo avramokpivetal mia 1y A8ARva oTo
POA0 NG TOU PUCIOAOYIKOT KEVTIPOU TAQ
EAANVIKAG TEXVNG TOU TIOAAOL VEWTEPOL
KAAMTEXVEG O& VOLWOOUV TUA TIUECTLKN
avaykn va nave mpog Tt Alon - évnue-
pwvovtal ikavormoinTika and THV Kivnon
Héoa otV ‘EAAGSa. “Av EmiXelpodv TO
Ta&idt 100 Mapiood, TAG Pwung, Tod
Aovdivou, Thg Néag ‘Yépkng, d&v elval
B¢Bala povo yiati Exel yivel MOAU T

vince one that commissions from official
sources were, and still are today, given to
uninspired statue-makers whose style
dates from the time of Filippotis (who died
in 1919). Persecutors of abstract art were
brought out of their mothballs and in the
Panhellenic exhibitions of 1967 and 1969,
which were two of the worst in the coun-
try’s artistic history, artists rejected by the
selection committee were seen participat-
ing. What is fostered nowadays is conform-

elkoAo (ME TiQ EAANVIKEG Kai E€veg Uro-
TPOPieq | p& Ta véa pEOoa EMIKOIVWVIDV),
elvat yiati, €xovtag nMAépla &vnuepwBEl
otfv ‘EANGSq, émidikouv ma v mpo-
06eTn yovipornoinon ano piav dueon éna-
¢ HE TA KAAALTEXVIKA &miTelypata TAG
teAeuTaiaq oTiypilq. OUte Nave yia va pei-
vouv xpovia &Ew. AUToi, kaBwg kai oi
naAaidtepol gavdapyovtat. “Exouve pt-
CWoEeL A OTOV TOMO TOUug, MoU ArnoTeAel
TO HOVIHO OTGXO0 TOU VOOTOU TOUG.

Ta xpoévia £keiva akpBag, EEw anod v
‘EAAGOQ, 1) Téxvn TG Auong petaBaivel
O MIa vEa ¢pdon. Meta 10 pecoupdvnua
MG APnpnuévng T€XVNG, Oi KAAAITEXVES
OTiG MPWTEUOUTEG TAG TEXVNG, OMou THV
npwrtornopia &xel napel anod 16 Mapiot 1
NE€a ‘Yoépkn, dpxifouv v’ dpBpwvouv véa
idibpata kai va SokLHAZouv véeg YPadES.
Ti ypadég autéq kai Ta idiwpata Ta
eneepydlovral, ta TEAElonololy, T &-
noppinTouyv, & pubUd MOAU MO Taxu, na-

ity to the form of traditional figurative art
practised some fifty years ago. Moreover,
those who had been supposedly “ignored”
or “wronged” during the period of alleged
anarchy in art are now being rewarded
and brought to the forefront of the coun-
try’s artistic life, when in fact they had just
been swept aside by the flow of art.

These remarks, based on public facts lead
necessarily to gloomy predictions indeed
about Greek art for the decade that has

pa o’ oroladrinote GAANV &noxr KaAAite-
XVIkoD o6pyacuold. Ma npwtn ¢opd oTig
EEEAIEEIq aUTEQ peTéXouv 0d dlapopdw-
TeG Kal “"EAAnveg (21): Xpuoa oOTiQ
HMNA, Takng (Baothdkng), Nikog (Ke-
oavAng), Kavidpng otd Mapiol. Kai oi
£EEAiEEIG auTeq petadivovtal othv ‘EA-
Adda W’ éAdxlotn ma kabuotépnon anod
£keivoug mou peTEXOUV O° aUTEG Kai Tou
auéowg TiG PpEpvouv €8m. TO KUKAwMa
£xel kAeioel. Ta oUvopa Ta KAAAITEXVIKA
Kai Ta popdwtikd E€xouv davoifel Mo
dlanAata ki Anod Ta MOAITIKAG. M mpwtn
dopa oty ioTopia Tng 1) EAANVIKR TEXVN
Exel Wmel OTOV MAALVOPOUIKO POl TAQ
agvang, AKWAUTNG ouvaAAayng ME TiQ
KAAMTEXVIKEG Bladlkacieq Tou UméAol-
TOU KOOHOU.

‘H noAupopoia Spwg TOV SlEBVRV Kivn-
patwyv, oi mMpoBAnuATioMol Kai oi Audt-
08NTACEIG TMOU Ta BlEmouv, OuvTeEAOUV
o’ &vav KATAKEPMATIONd TACEWV Kai

just begun.

Undoubtedly throughout the world, the
visual arts go through a phase of constant
investigation and questioning, where
sometimes technique and artifice stifle
real art. But all this soul-searching, this
wavering and experimentation, goes on in
an atmosphere of free communication, un-
hampered intellectual competition, and
the ultimate acceptance of the freely ex-
pressed judgement of an informed and

19. 1962, NoénBp1og: xapakTikn kai oxédia Mikdco, AekéuBpLog:
KapaBdatfwo kai oxoAn tou, Mepupavoi éEnpeoioviotég, «Kanpi-
Tola» ToU Mkéyla, 1963, 'AnpiAiog: Zulloyn TZovoov, Suyxpovn
YlouykooAaBikh Cwypadikn Kkai Xxapaktikh, 1964, *AnpiAiog - ’I-
ouviog: BuZavTiviy Téxvn, 1965: Mmievaie YAURTikAG OTO G-
natBpo kd.

20. "Eto1 6 EOT (g 16 1965 mapdyyeiAe i dyopace yia 1a Eevo-
Soxela nou EkTIZE (HE TEXVIKO S1EUBUVTA TOV APXITEKTOVA “Apn
Kwvotavtividn) €pya T@v kaAAitexvav 'Andptn, BAaBiavod,
ZoyyoAdnouAou, Kanpdiou, KAouBdtou, Katpdkn, Aoukénoulou,
Mavouodkn, Maupoidn, MoépaAn, Mutapd, NikoAdou, Zevdakn,
®aciavou, datoupou.

21. ’Evvo® KaAMITEXVEG MoOU eixave ¢uyel oi idiol, véor, amd THV
‘EANGBa. Eival GpkeToi oi yevvnuévol and “EAANVEG YOVEIG OTO
EEwTEPIKO, OU AoyigovTal ofjuepa - ki &g owZovTal oTd EpYo Toug
xvépla TAg kataywyfig Toug - 8Tt AVAKOUV OTO KAAAITEXVIKO «duva-
Hiké» TAG Xwpag érou eival MOAITEG 1) Ano MOAAG XPOVIa KATOIKOL,
n.x. otig H.MN.A.: MnaZliwtng, Ztapog, Xapapag, Xatlig, Xpuoa.




OXOA@V. Mévouv pbVo ol YEVIKOTEPEG Ka-
Tnyopieg, HE Anelpeq UModlalpéoelg, T6oo
Kalvoupyleg mou d&v &xouv dkdéua Ovo-
pa ota EAANVIKA: op, pop, kinetic, mini-
mal, hard edge kd.

QoAwvouv dkdua kai Ta cuvopa avape-
oa o¢ Cwypadlkn kai YAUTTLKY, daxpn-
otevovrat  oi maAawol  OGpiopoi  Kai
oi oupBdoelg TG napadoong (22). AuTd
dUCIKA B OUVTEAET OTO vA OXNUaATIoBouv
otV ‘EANGSa Taoelg f) oxoAEg. Meploood-
TEPO Tapd TMOTE 1) EAANVIKN TEXVN YiveTal
UnéBeon Ttol ATOMOU - KAAALTEXVN. KU
duwg, péoa oTOV TMApPo&uopd auTo TOoU
ATOULKIONOU Kai Thg dveEaptnoiag Toug,
ol “EAANveg KaAALTEXVEG ouvTEAOTV BAoL
pali - dixwg 8€6ala va TO EMISLWKOUV OU-
veldnta - oTthv OAokAnpwon TOU EékK-
OUYXPOVIOHOU TRG EAANVIKAG TEXVNG. Ka-
nwg anpdonta, Kai o’ EKMANKTIKAV AVTi-
feon MPOG TAV «EPUNTIKOTNTA» NG, Ka-
TQ0Toave T oUyxpovn TEXVN MPOOITO-
TEPN O’ €UPUTEPA OTPWHATA KOVOD, £TOL-
Haopéva KloAag and T Yevikotepn dla-
nadaywynor Ttou, va ) dexTel. “Av d&v
TV €Kavav katavonTtr), TOUAdxLoTo oi o
gvapBpol v «EBecav» PMPOOTAa Tou, TO
Bononoav va mpooeyyioetl TIG Mapageveq
HopdEg 1| TV aiviypatikn dupopdia g,
va e€EolkewwBel pE TA dAnpoonTa UALKA
Kai Tig TEXVIKEG Tng, va ToO ¢avel Al-
yOTEPO AKATAvVONTn, | AMOKPOUOTIKY,
peo’ anod Tta dla toug Ta Epya. 'Ano 6-
ooug ocupBdAave otV €EEAIEN auTth, eite
Xwpilg va tagldéyouv mnpog T Aulon,
cite énmioTpédovrag am’ Ekel, 1| €kBETOV-
Tag ta &€pya toug otnv ‘EAAAda, Eexw-
piCw (&’ éoouq 10 1967 eixave KAeioel
1@ 40) Toug Cwypdadoug: MaAtego
(» 1915), ’Avdpéou (x 1917), T. Kupla-
KoU, Xplotodpdpou (x 1921), Tolyia (=
1922), AavinA (= 1924), Zevakn, Zaxivn,
Mewpytadn, AoyoBetn (x 1925), TobkAn,
MoAgéon, KaAouton (x 1927), Touq yAU-
nteg: KoulAevtiavo, Znntépn, PiAdAao
(* 1923), Aupmnepdkn, XoutornouAou, Ka-
Aapdpa, Zipwon, IkAdBo (1927-67), ki
Aanod Toug KAlvoUpyLloug «VEWTEPOUG» TOUG
Cwypddoug: Kavidpn, Kokkividn, Zayo-
pdpn (= 1929), Alovugoénoulo (MNadlo,

1.

Awau. Alapavtonoudog: «Wapadeg»,
1947 (AGBL).

2.

Kooudg =evdkng: MAumntd, 1969
(rmoAueatépag) .

1.

Diam. Diamantopoulos: «Fishermen», 1947
(oil).

2.

Cosmas Xenakis: Sculpture, 1969
(polyester).

cultured public which, whether as a mere
spectator or as a buyer of works of art,
knows how to discern the ephemeral from
the eternal, the art from the artifact.

Today, Greek art finds itself once again
cut off from the main stream which it
struggled for twenty long years to pene-
trate. The problems posed by art are deep-
ly perplexing for artists around the world,
but for the Greek artist, the bewilderment
is intensified by a sense of insecurity for

~

his possibility for expression through his
own roots. His anxiety is heightened by
the loss of a public he justly felt he had
won over to his side by rendering it more
conscious and aware of genuine art. To-
day, he is alienated from his public and
his homeland by a psychological oppres-
sion reminiscent of that which forced him
to emigrate in 1945. His concern about his
own integrity prevents him from pursuing
his main object, which is to search for

-

man'’s fullest expression.

Aekdkng, oty MaAAia: Mpdowvog, Takng, (Xpiotopopou, K. Ma-

kpig + 1919), otiv ‘lonavia: (MNepdikidng), othv Ouyyapia

(’Ay. Makpiig). Z& napévBean doot unopolv va SiekdiknBolv axo-

Ha Y1a TO EAANVIKO «BUVAUIKO».

22. 3¢ MOANG anod T motkida auTa kiviipata diagaivetal SidBean
£iTE KPITIKAG, SlIaKWU®SNONG Kai AudloBrinong TAG «katavaiw-
TIKAG KOWVWV{ag» Kai T@V ErTeuypdaTwy TAG TexvoAoyiag, eite
Ekppaong o0 Ayxoug Kai TfG KaTabAwng mou npoxkaloldv auTéq
oi véeq £EEAIEEIQ TTOU potaZouv va 63nyolv aTov «Ee-avBpwriopéd»
To0 avOpwnou. Eival €id0g «OTpateupévng» TEXVNG TOU Of OTO-

XOl TNG HEVOUV APKETA YEVIKOI, APKETA BlavBpwmivol, WOTe va i
HeTaTpanodv Ta NpoiévTa Tng ot Adiceg, MPOKNPUEEIS Kal OATIPES
MO KUPLOAEKTIKEG, Kal OUVEN®G Mo adovvaueg aioBntikd. ‘H
T4oN MpOG HIa «OTPATEUHEVN» TEXVN TETOlAG ¢UONG Bpfike kai
otv ‘EAAGSa ToU 67-70 éxknpoowrioug (ol Kaviapng, Touyiag,
Mutapdg, Ziokou, Mouvapidng, ékBécave Tétola €pya 1O 1970).
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* 1930), KeoavAij (Niko), Pwpavod, Mu-
Tapd, Kovtagdkn, MavwAeddakn (x 1935),
®acave, KapaBéha (x 1938) kai Ttoug
YAUTITEG: ©6dwpo (Manadnuntpiou) kai
MixaAéa (x 1936), (23).

IV &vtelvouevn {wvTdvia, OTHYV AVIOD-
oa moldTNTa, OTO OUVEXT EMMAOUTIOMO
ToU Xapaktnpigouv ta xpovia €kelva Thv
EAANVIKN TEXVN, ONUEldveETal TO 1967,

)

and EEwW-KaAAITEXVIKEG Kai &Ew-mveupa-
TIKEG aiTieg, ooBapn dvdoxeon.

"ApXIKG TapakwAuBnke ¢ SidAoyog Tol
KAAALTEXVN HE TO KOLVO, TV KAAAITEXVDV
Avapeod Toug, KaBweg Kai ol Téco MoAU-
TIMEG AVTAAAQYEQ ME TO EEWTEPLKG. ME TV
i51dfouca evalodnoia ékeivwv mOU @-
okoUv kateEoxnv Epyo éAeubepiag, ol
KAAAITEX VEG dladrAwoayv EunpakTa, B’ au-
86puntn Spodwvia, Mg v EmBUpOT-

oav va Uetdoxouv o’ €va SLAAoyo KoAo-
BwUEVO ANO MEPLOPIOHOUG OTIG ATOUIKEG
éAeuBepieq kal Ao SIOEelg Moy S&v £61-
Yav HOVO TRV MPOCWTILKY TOUG MVEUMATI-
KNV akepaidtnta. Mé dpeAntéeq &Eaips-
OEIG OTa Xxpovia 67-69, B&v €kBEoave
€pya Toug, 8¢ MApav HEPOG OF KPATIKA
OPYAVWUEVEG EKBNAWOELS OTO ECWTEPIKD
) OT0 €EwTEPIKG (24). ’EKTOQ AMO TiQ
Buoieg moU ouvenayotav pia TéTola oTé-

" AAeE MuAwva: «Bulavtivor, 1965
(ahoupivio).

Al. Mylona: «Byzantine», 1965
(aluminium).

“OMot ¢kppdlave 1o dyxog Toug Kai i BEON BUCHEVR yid Tiq
GOUAETEG KAl TIG KATAMIEGEIG TOU GUYXPOVOU KOOHOU YEVIKOTEPQ.
"Evag fi ud évrémgav TV EiKAOTIKN TOUq APGIOBATNGN, Mou
TpoEpxovTav ano Babla avBpwrivn dywvia, oTiq yewypadika n
XPOVIKA MO TOMIKEG Kal GUECEG EKBNAMOELG TV SOUAEIDY QUTMV
Kai eixe 10 £pyo Toug THV MO OCUUMUKVWPEVD Kai 3paoTikn
AnAXNon oTo Koo, Sx1 HOVO yiaTi & oTéXog ATav Mo OUYKEKPIHE-

va yvplpog kai andng ot 8Aoug, AAAG ylati dlatnpodoav pEC
ano TV 63UvVNpEN KPITIKA MOU SlaTundvave THY ModTTa TAg Té-
Xvng.

23. At pnopodoe ¢uoika TO GpBpo ToUTO va eikovoypadpnBel pe

PwToypadieg, £0Tw Kai Of BlACTACEIG YpaAMHATOOTiHOU, Epywv
6Awv TV 112 KAAMTEXV@V TOU pvnupovevel. "ETiAéxBnkav Aomov
£pya 22 KQAMTEXVDV YEVVNuéEVWY HETA TO 1910, yiati 1o €pyo
TOug EITE MAPE THV MO AVTINPOCWINEUTIKY Tou popdn KaTa THv
kptvouevn 25etia, eite pEXpL T6 1970 eival an’ ékelva mou deixvouv
duvatotTnTeg véag EEEAIENG, OUOIAOTIKAG Yid TOV (810 TOV KAAAL-
TEXVN, K &vBEXOHEVA Kal Ya TO OUVOAO TAG £AANVIKAG TEXVNG.




on, 1 Znuia ano tn diakormn) 1ol dtaAdyou

ATav onupavtikr, éxt Hovo yia Touq idloug .

AAAG Kal yida TV EAANVIKT TEXVN YEVIKO-
Tepa. ‘O véoTog TV EEVNTEPEVWY KOMN-
ke. Mép’ ar’ autd, Apketol Tou eixave
KIOAQG €yKaTtaotabel oTdOV TOMO, Mrpave
naikt 1o &pdéuo TAG Auong. Ot peydAol
opyaviopol €nagav va mnapayyEAvouv
kai v’ dyopdlouv €pya HE KpLTApla THV
aiodnTikn nodtnTa. Mia pévo patid oTig

Anu. Mutapag: Xwpiq titAo, 1968,
130X180 £k.

Dim. Mytaras: Untitled, 1968, 130 X 180 cm.

nAateleq kal otouq knnoug TAG *ABrvag
84 neioel O8T1 Tig émionueq mapayyeAieg
Ti§ naipvouv dyaApartoroloi oU Xpovo-
AoyoQvTal TEXVOTPOTIKA OTNV E€noxn Tol
Owuoroudou A kal tod PAmnETN (TE-
Bave 16 1919), (25). ’Avacupbnkav oThv
gruddvela... SIOKTEG TAG APnpnueEvng Té-
Xvng (26) kai Eavaumfkav oTig dUd
anod Tig Xxewpotepeq [lMMaveAAnvieg, Tou
67 kai ToU 69, KAAALTEXvEG TOU eixav
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KidAag danoppipbel and TRV EmTpomnn
Kpioewg (27). ‘YnoBdAneTal & KOUPOpHL-
OuOG TIPOG TN Bewpoupevn nMapadoolakm)
MapaoTaTiky TéXVN Tou dackolvtav Tou-
Adaxloto mpiv ano 50 xpovia. ’EmBpa-
BevovTal kai mpoBdaAiovtal 6ol «ayvon-
gnkav» f «adlknénkav»> Kata TAV TE-
piodo TAG Aeyopevng avapxiag Kai

aoudooiag TV TEXVAOV, EV TPAYHATIKA
eixave napapeploTel anod tov ido o pod

Tétola émdoyr) eival 8€éBaia o0& peyaAo BaBud UMOKEHEVIKT. Movo
TO Mépacpa Tou xpovou Ba deifet ndao eival BAoIUN. *AVTIKEILEVI-
Ka N €mAoyh MPoodlopioTnke kai and v aduvapia dveldpeong
eite TV BV TOV KAAANITEXV@OV (TOoOl ZoUve OTO EEWTEPIKG)
eite pwToypadiwv TOV Epywv Toug. KaAn mapouciacn Tou npoo-
datou Epyou (1967-69) Tou Kavidpn Evive ota Oéuara 'Ecwrtepi-
KkoU Xwpau 1/1970, oc. 142-147. ‘H dnuocieuon ofjuepa GG pwro-

ypagiag évdg £pyou Tou Aiya 8a mpocBete OTH yvwon TAG
yevvaiaq oupBoAng Tou. Ta yAunta SiaAéxBnkav idiaitepa yia
T Ox€on Toug pé TO MeplBAAAov. TEAoG oi Xpovieg yévvnang Tav
KAAAITEX VOV OTHEIWDVOVTAL HOVO 0TV MPWTN pveia KABE dvopaTog
“Onou d¢ oupBaivel ToUTo Onpaivel NG oi adidkpita Enipoveq
npoomnadeleq ToU {OTOPIKOU MPOCKpoUsave ot AdlanépaoTeq Kol-
VWVIKEG IPOANYELG.

24. ITiq Mruevaie thq Bevetiag 1968 kai 1970 dpvrénkev dud
anod Toug Mo GELOUG VEWTEPOUG KAAAITEXVEG VA HETAOXOUV, ap’
8ho mou eixav €mAeyel ano TV Apupoédia érutponn. ITiG dAAeq
S1eBveiq £kBEoelg (Mmievaie Néwv Mapiotol, MmievdAe Zdo MNdo-
Ao, 'AAeEavdpeiag kd.) 1 oTABUN TAG EAANVIKAG EkMpoownnong,
navta EmAEypéVNG Ard TO KPATOG, UMAPEE MOAU XAHNAOTEPN
Anod TiG MPONYOUHEVEG.
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1.

Zwow XouTomouAou: «Zdalpika oToixaia
o¢ Kivnon», 1967 (EuyovokoAANuévo
oidepo), 71X65X63 €.

2.
’lacwv MoAdéong: Xwpiq TitAo, 1957
(AGBL).

3.

Nik. ’EyyovornouAog: «Toneiov Tod
Mepaiwg pe dyaiua (viupévo) », 1944
(AGBL), 92X73 £k.

1. E
Sosso Houtopoulou: «Spherical elements
in movement», 1967 (soldered iron),

71 X 65 X 63 cm.

2.
J. Molfessis: Untitled, 1957 (oil).

3.

Nic. Engonopoulos: «Piraeus landscape
with (dressed) statue», 1944 (oil),

92 X 73 cm.

25. XapaktnpioTiki N «31akoounon» ThG NMpwTeloucag OTiq £me-
Teioug, oTiG AMOKpLEG, OTOUG Maveupwnaikoug "Aydveg (1969),
TO MANBOG T®WV AyaAUATWV Kai MpoTou®v Mol ¢UuTpwoav OF Mo-
Aelg Kai xwpla - Eexwpigouv Yia idlaitepn EANEWN «Mvofg» oi Te-
Aeutaia OTnpéveG MPOTOUEG TOU MUPIBAAN (pé T dANBva yuaAid)
Kal TAG XaTgnuIXaAn - Kai akdpa 1 éuddavion Tod EAANVIKOD Me-
pintepou oth AleBvi “EkBeon Tig 'Ogdka (1969).

26. 'ETUOTOAR 'Avdpéa Mewpytddn (tod Kpntdg), mMpoédpou Tol
KaAAiTexvikoD 'EMHEANTNPiOU, ToOU oOuyxaipet «THV “Evwotv
Zwypadwyv kai MAunt@v Bopeiou ‘EAAGSOG d1a TOV UM auThAg
avaAndBévra dy@va Kata TG €KTPOMAG TAG TEXVNG K TAG OpBo-
B36Eou ypauung tg» dNAadh yld TOV AMOKAEIONO «APnpnuévwv
?\zliugogv)lxﬁ)v» Epywv ano mv £kBeon tng (’EAeUBepog Koouog

27. StAv SekaeTia moU Gpxl0E 1 KAKN AUTH TMPAKTIK TNaipvet
Slaotdoels. Eivat Aiyeg pépeg mou dvayyéAenke (Néa fMoAwteia
24.6.71) 1) Opydvwon NaveAAnviag 118 «ug Epya TOV AMOKAELOBEV-
Twv {wypadwyv Kai YAUNTT@V TV ENapxtvs.

28. AUTO damodeixvouv ot TeAeutaiav AvAAuon oOi GOTPOVOMIKEG
TIHEG TIOU TANPWVOVTAlL Yia AploToupyruata Tod mapeABovTog,
TO €vdlagpépov nou Eunva navra 6 Mikaco, 6 Maykpit i 6 "OAvrte-
uroupyk, 1 adiagopia mMoU TeEPBAAAEL TOV onuepivd NTAAL
7| vie Kipiko, f) Tov 00BieTikO peaAloTtn Nteivéka. Zmv ‘EAAada
and avenapkn Sdanaidaywynan, €xouv dvatiunBel oi YeuTikol
roZndeq kai Autpndeg. dkdpa kai oi YeuTikot Toapouxndeq.
AAAG KL QUTO eival TEKUAPLO £vog Eumvnpévou EvaiadepovTog.
Kl Gg ToU Aginet  kaBodnynon.

)

29. Oi énavelAnupéveq MApPAMounES, oTiq unocr{ualmoalq, OF pepl-
K& ano Ta dnpocieupata Tod Ypapovtog, B¢ yivovTal Yia Enidelgn.
Ta pvnuoveudpeva EkTevii dpbpa Tou ouvtédBnkav £§ apxig od
SOKIMEG KEdaAaiwv MGG VOEPRG ioTopiag TAG VEOEAANVIKAG Té-
XVNG, ToU EXEL MAVTA OKOMO VA THYV TEAEIWOEL. "ANOTEAODV CUVE-
NG ETOIMO (OTOPIKO-KPITIKO UAIKO, W EAeypéva, 600 yivetal, ye-
yovdta, Xpovoloyieq kai AEMTOHEPElEG. 'Ano TV droyn auth
eival duoTtux@®g oxedov Ta pova. Mevikotepa N BiBAloypagia yia
THY EAANVIKR TEXVN And 1O 1945 gival oAU dpatf) o€ povoypaodieq
kai Sokipla, KAMwG MukvoTepn of dpBpa kai KPITIKEG. I’ auTta
6Aa oTnpieTal auTh { dvackonnon. Zav idlaitepa XpHoIKa TPEMEL
VA HVNHOVEUBOUV Oi TEXVOKPITIKEG OTAAEG MOU, GUEOWG HETA TOV
noAepo, kpatodoav & pakapi™g A. EvayyeAidng oth Néa ‘Eortia,
6 ’0duccéag 'EAUTNG OThv Kabnuepivh, 6 M. KaAAyag o1o Bripa
kat 6 A. BpouAilwTng oto Hellenisme Contemporain (1948-49).




TAG TEXVNG. . . .

Ol dlamoTwoelg auTég, Mou otnpifovral
BAEQ OF OUYKEKPLMEVEG ONUOOLIEG EKON-
ADOELG, 63NYolV AvayKaoTikd o ducoiw-
veg MPOBAEYEIG YIA THV EAANVIKA TEXVN
TG dekaeTiag mou HOALG EpXILOE.
’AvapudiBoAa ol eikaoTikEg TEXVEG G° BAov
TOV KOOHO Mepvouv Hia $pdon avalritnong
kal apgloBritnong, érmou Ta teExvAoupata
Kai A TEXVLKN MV{youv KAMOTe TRV TEXVN.
“Opwg 6Aot oi mpoBAnuatiopoi, ol audt-
TaAavtevoelg, ol ougntnoelg, oi nelpapa-
TIOMOIi, die§dyovTtal o€ plav atuéogaipa
naykooplag €Aeubepokolvwviag, AkwAu-
TOU MIVEUMATLKOU ouvaywvIopod, Kai TeAL-
KAG mapadoxfg TAG £AeuBepng kpiong
£vOg Kowvol TAnpogopnuévou Tmia kai
KaAAlepynuévou mou, eite Beatng eival,
eite katavaAwthg Epywv TEXVNG, EEpPEL
va Slakpivel TO €pripepo anod 1O aiwvio,
TO TéXvaoua ano v téxvn (28).

3
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‘H onueptvi EAANVIKN TéXVN EXEL BYET AMO
T0 KUKAWMA auTtd, Aol ndacxloe eikoolt
Xpovia va ouvdebel pali tou. ‘H dunxa-
via mou polpaletar 6 “EAANvVaAg KaAAl-
XvNng W ékelvov ToU GAAou KboHou
HMpdg OTd yevikdTepa MPoBAfuata Thg
TéXVNgG, éniteivetal anod avacpdiela yia
THY AVTIHETWMION T@V MPOBANUATWV TG
TPOCWITLIKAG TOU EKPPacng HEC™ AMo Tiq
EAANVIKEG TOu pileg, Ano THV AnwAela
ToU dlaAdyou W Eva Kowvd Tou TO Eixe
oUolaoTIKa kepdioel, KABIOTWVTAG TO O
OUVEIBNTO KL EVIHEPO OTN YVAOLa TEXVN.
IRuEpPQ, Ao TO Kovo auTd, ano Ttov idlo
TOU TOV TOMOo, TOV dAAoTplwvel Eava pia
YUXOAOYIKN KATABALYT Tou Buuigel Ekei-
vn nou Tov Ekave va gevnteutel 10 1945,
Hia avnouxia ywa T ouvoxrn Tdv PV
Tou, TIOU TOV TEPLOTIA Anod TO KUPLO TOu
gpyo, anod TV davagZitnon Tthg TAEpLag
Ekdppaong Tol dvBpwrou (29).

i
i
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'ApyoTepa Tig MO EYKUPEG TAXTIKEG OTAAEG Tig €kpdtnoav 6
T. Inntépng oTo Zuyod kai o1o Revue d'Athenes, 1 'EAEvn BakaAo
ota Néa kai, Uotepa, ot Zuyo, 6 I Netpig otnv "EmBewpnon
Téxvng. Xpnowdrata émiong: 1O BiBAi0 Zuyxpovor “EAAnveg
Zwypagot mou ByfAke TO 1961 pé eicaywyn tAg E. BakaAé  oi
Hovoypadieg Tou . MoupéAou yia Tov Mnougiavn (1957), to0
Xp. Xpriotou yia 10 Znuporioudo (1962) kaBwg kai Oplopéva
dpBpa TV idiwv kai T@v A. datoupou kai N. Zia, kupiwg oTo
Zuyo.

3’ auta ta Alya, MoAUTIHa yid TRV ousia Toug Kai MoAuTIHOTEPa
Y@ T onaviotnTa Toug. Kabwg Kai OF WEPIKA OKOpra kai me-
PLOTACIaKA SNuOCIEUNaTa GAAWV TEXVOKPIT@V, ApXAloAdYwv Kai
Aoyotexvv. fi kai T@V idiwv TV KaAAITeEXv@V, Neplopiletal fi
coBapn BiBAlOypagia TAG EAANVIKAG TEXVNG TAG TeAeutaiag
25eTiag.




