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O MntponoAttikdg Opyaviopdc Movoei{wv ELKAoTIKWY TeEXVWY ©ecaaAovikng
(MOMus) Eekvd tnv nopeia Tov K&vovtag MPAEEN pia amnd TG KATAOTATIKEG
OUVLOTWOEC TNG OTPATNYIKAC Tou: agLomolel Kat MPoBA&AAsL TNV moldTnTa Kol
TOV MAOUTO TWVY HOV{MWY GLAAOYWVY TOUL. MPAEKELTAL AKPLBWG Yo TG CUAAOYEG
mou 1o Kpatiké Movoeio Z0yxpovng Téxvng, To Makedovikd Movaegio Z0yypovng
Téxvng Kot to Mouvoeio AAEE MuAwvA KANPOBATNOOV HE TN OLVEVWON TWY
AELTOLPYLWY TOUG OTOV VEATEVKTO PUNTPOTIOALTIKO QopEa TOALTIOUOD. AUTEG oL
OLAAOYEC KaBloTtolv oruepa To MOMus éva dnudolo povoeio pe €va gOvoAo
€pywv olyxpovng TEXvnNG amd Ta PEYAAVTEPA KOL TLO TOLKIAGUOPQQ OTNV
Evpwrn. Kat, ndvtwg, To povoe(o ekelvo HeE TO HEYAADTEPO GUVOAO €pywv
€AANVLIKIG ouyxpovng T€xvng otnv EAAGDa Kat Slebvwg.

H eAAnvikry oOyxpovn Ttéxvn Suwe 6ev mpooblopifetal and 1o av ekepdlet
Kamnola domold ovaia mov sivatl n eAAnvikéTnTa. Kabopiletal, avtiBeta, and
TNV LKOvOTNTA TNG, ME ageTnpia TNV KOLATODPA TNG KOWwwWv{oG HOG TOL TN
YEVVA, va CLVBLAPOPPWVEL TOV KOOHO KoL TNV MoldTNTA TNG G0YXPOovNG TEXVNG
dLeBvwg. Amd Tn Suvaulk auTH OKOTLY, amodeyduevoL TIG TMPOTACELG TWY
LTTELBOVWY ETILLEANTWY, Kpvape WBLa{TEPA ONUAVTIKO VO OQPLEPWOOUVUE TLG
EVAPKTAPLEG TMAPAYWYEC TOL MOMuUS 0TO £pY0 EKEVWY TWY KAAALTEXVWVY TIOV,
LIOBETWVTAC TNV agaipeon, MEPaoayv oTNY Al TOL EAANVIKOD HOVTEPVIOUOD
Kal doknoav MpwTol {(owg, wg dlakplth Kivnon, opaTh €nppor] otnv nopeia
NG o0yxXpPovnG TEXvNG dLeBvwc.

H €kBeon, mov pe Wbaitepn mepnedvela mopovoldfovpe ofpuepa, xapn Kot
otnv guyevr xopnywkry ovvdpoury tng Alpha Bank, ywa 1o kowd tng ABrvag
0to MOMus-Mouvoegio AAeE MuAwvd, kKaBw¢ kKot n dBuup Tng €kBeon mou
npooPépoupe 16N oto Kowéd tng Bsoocalovikng oto MOMus-Movoeg{o Z0yypovng
Téxvng, vnAatel Kat TEKMNPLWVEL TNV EU@Avion Kat Badutaia kabLépwaon Tng
agaipeanc otnv EAANVIKA Téxvn amnd tn dekaeTia Tov 1950 €wG Kat Ta péaa TnG
dekaeTiog Tov 1960. MNati, mpdkeltal akpLBWG yla Ta S0OKOAA eKE(va xpdvia
NG avolkodéunong mov HaPTUPOLVY, péoa amd Tov BapPAAED TMELPAUATIONS KoL
TNV NMpwTtdyvwpn evatobnola oelpdg oAGKANPNG omovdai{wv KAAALTEXVWY, TN
yévvnon avtol mov amnokaAe{tal oApepa «olyxpovn TExvn» otnv EAAGSQ.

Avbpéag Takng
MNpbedpoc A.Z. Tov MOMus

Metropolitan Organisation of Museums of Visual Arts of Thessaloniki (MOMus) is
setting out on its course by implementing one of the core pillars of its strategy:
deploying and showcasing the quality and wealth of its permanent collections.
These collections were bequeathed to the recently established metropolitan
cultural organization by the merged State Museum of Contemporary Art,
Macedonian Museum of Contemporary Art and Museum Alex Mylona. Today,
they jointly make MOMus a public museum boasting one of the largest and
most diverse modern art collections in Europe -and in any case the museum
featuring the largest compendium of Greek contemporary art anywhere in the
world.

The defining characteristic of Greek contemporary art, however, lies not in
the expression of any fundamental, distinguishing feature of Greekness. On
the contrary, Greek contemporary art is defined by its ability of emerging
from the culture of the society giving birth to it and then reshaping the world
and quality of modern art internationally. Under this dynamic perspective, we
accepted the proposals of our curators thinking it is very important to dedicate
the first productions of MOMus to the work of Greek artists who adopted
abstraction, thus becoming the forefront of Greek modernism and perhaps
the first distinctive movement to exert an tangible influence on the course of
international contemporary art.

The exhibition which we proudly present today to the Athenian public at
MOMus-Museum Alex Mylona (with the courteous support of Alpha Bank),
as well as its twin exhibition, which opened its doors a few days ago in
Thessaloniki, trace and document the emergence and gradual establishment
of abstraction in Greek art from the 1950s until the mid-1960s. It was precisely
those difficult years of reconstruction that indicate, through the courageous
experimentation and unprecedented sensitivity of a long succession of artists,
the birth of what we now call “contemporary art” in Greece.

Andreas Takis
Chairman of the Board of Administration, MOMus



O 00yxpovog KAAALTEXVNG KATEKTNOE TNV EAELBEP{a va UNv e(vatl VTTOXPEWLEVOG
va EKQPAleL povdya To mePIBAAAOY Kat TnNv emoxr) Tov. O QUOEVTIKAG,
oUyxpovoG KaAALTEXVNG Bev mapadExeTal Kaula I6EQ EK TWV MPOTEPWV.

H auBevTikr oOyxpovn Téxvn eANi{el 6Tt Ba €ABeL uia uépa énov o avbpwnog

Oa UMOPETEL VA EYKATAOTHOEL KALVOUPLEG MVEVUATIKEC OUVOETELG

UEéoa oTI¢ onoleg Ba elvat EAeUBEPOG KAl amAVTOG.

Me ta Adyla avTtd n opdda Twv «AKpaiwv» BLATONMWYE CTO HAVIQETTO TNG TO
1949 TNV avdyKn TWY ELKAOTIKWY dNULOLPYWVY va anaAiayolv and tTnv vrmotayn
oTNY AVamopdoToon TNG EWTEPLIKAC MPAYHATIKOTNTAC YLA VO AVOKAADYOLY
TNV E0WTEPLKI TOLS AAABELX KaL va ETLVOTOLY VEOUC EKPPACTLKOUG Spdoug. H
emAoyr TNG agaipeong Kat TNG PrENC UE TOV KOOUO TOL aloBnToL Ba umopovaoe
va OwBE( Kol W¢ P uyr MPOG T eUNPSC, ML EUNMPakTn dpvnon KabriAwaong
TNG KOAALTEXVIKAC E€KPPOONC OTNV TMOPOOTATIKOTNTA Kal TNV WBEOAOYLKA
déopeuon Tou PeAALOHOD YL TNV QMOTUTIWON TWY SEWWY PLaG Kowwviag mou
MOALG €BYaLVE -TUTILKA TOUAAYXLOTOV- amd TOV €UPOALO TIOAEO.

Moo ei{val to vénua MG €MOTPOPHC OAMEPA OTA «NPWLKA Ypdvla TNG
agaipeonc», ye 600 ekBéaelg oto Movoelo Z0yxpovng Téxvng kat oto Mouvoeio
AANEE MLAWVA Tou veooloTatov MOMuUS; 10WG N AVAYKN va BLEPELVIITOVUE TLG
OQOLVEXELEC, TIC OVTLPATELG Kal TG pri&elc péoa amnd Tic onoleg eEeAixBnke Kal
oVaVEWONKE N QLOLOYVWHIA TNC clYyXPovNG €AANVIKAG TEXVNG, EEKLVWVTAC
amd TG anapx€ég avtol mov opifoupe WG «alyxpovox». MNa €vav moAvdivauo
HoLOoELaKS OpyavLIoPd Tov amomelpdTal GAPEP VA SLOUOPPWOEL TO SLKG TOoL
oTiyda oTnv €AANVIKA TPAYUATIKOTNTA, v €EEPELVACEL TN BLVOMLKY TWV
gevia{wvy CLAAOYWVY TOU Kl va OELOTIOLHOEL TO TOALTIOTIKO TOL KEQAAQLO OF
6¢peA0C TOL KOO, TO vonua elvat MOALSLACTATO. 10WG OXETICETAL KL HE TNV
QVAYKN va EMVONOOVUE €K VEOL TOV £XLTO HOG KAl va 0P{TOVHE TOV KOWWVIKS
pOA0O TNG TEXVNG OE OoLVEPTNON HE TIG EMOWWEELG, TOLG MELPAUATIONOVG, TA
opAuaTa KOl TIG Slayedoelg Twy (Blwv Twv dnuovpywv. To gyxelpnua Twpa
EeKLvd.

Zupayw Tolwdpa

AvamAnpwtpla AtevBivtpla MOMus-Mouvoegio Z0yxpovng Téxvng-
ZLAAOYEC Makedovikol Movasiov Z0yxpovng Téxvng Kot
Kpatikob Movoeiov Z0yxpovng Téxvng &

MOMus-Metpapatikd KEvtpo Texvwv

The modern artist has gained the freedom of no longer being obliged
to express exclusively his own era and milieu.

A true modern artist does not accept any idea a priori.

True contemporary art hopes that the day will come,

when man is able to instate novel intellectual compositions,

in which he is free and reigns supreme.

With these words, the “Extremists” group articulated in their 1949 manifesto
the necessity that artists rid themselves of all deference to the representation
of visible reality, revealing instead their own internal truth and inventing new
roads of expression. That they chose abstraction and clashing with the world
of sense perception could also be interpreted as an escape forward, an active
refusal to accept the subjugation of artistic expression to representation and
any ideological allegiance to realism, as they attempted to document the
predicaments of a society that was only now emerging -typically at least- from
the civil war.

So what is the point of returning today to those “heroic years of abstraction”
with two exhibitions, one at the Museum of Contemporary Art and one at the
Museum Alex Mylona of the recently established MOMus organization? Perhaps
it is the need to investigate the discontinuities, contradictions and clashes that
shaped the evolution and renewal of contemporary Greek art, starting from the
origins of what we now define as “contemporary”.

For a multifaceted museum organization, one currently endeavoring to
make its mark on Greek reality, explore the potential of its unified collections
and deploy its cultural capital for the benefit of the public, the purpose is
multidimensional. Perhaps it also speaks of our own need to reinvent ourselves
and define art’s social role in connection to the goals, experimentations, visions
and disillusionments of artists themselves. This project marks the beginning of
this endeavor.

Syrago Tsiara

Acting Director of the MOMus-Museum of Contemporary Art-
Macedonian Museum of Contemporary Art and

State Museum of Contemporary er for the Arts



To MOMus-Movuoeio AAeE MuAwvd eival éva pkpd pouvoeio otnv mMAatela
AcWUATWY, aQLEPWHEVO aTn YAOTTTPLa AAEE MuAwvd, To omtolo mapouvotlddet €éva
MEYAAO HEPOC TWY £PYWV TNG, EVW CUUMANPWVETAL amd TeEKUAPLA Tou apxelov
NG, AAAQ Kot TNV avaoboTaon Tov epyaotnpiov TnG. To Movoel{o Asttobpynoe
10 2004 kot and to 2007 Tav o€ uéviun ovvepyaoia pe to Makedoviké Movaoeio
Zoyxpovng Téxvng, evw amd to 2018 €xel evtayxBel otov MnTPOMOALTIKS
Opyaviopd Movos{wv ElkaoTikwy Texvwyv OscaaAovikng (MOMus).

‘Evac amnd toug kbpLoug otdyxouc Tov Movaoeiov elvat n dLopydvwaon BEUATIKWY
OMOBIKWY eKOECEWY OV GLVdEoVTAL TOOO PE TN dpaoTnELdTNTA, 0G0 KOl PE
TNV enoxr, katd tnv onola dnuLolpynaoe n yAdmtpla oto Mapiol, aAAd Kol oTtnv
ABrva.

H ékBeon pe T{TAO EAANVIK MeTamoAsuuikri Apaipeon: T nPWiKd xpdvia
onuatodotel TN ouvvéyela avTtAgc TNG dSpaotnpldtnTag tov Mouvaosiov AAeE
MuAwvd, otoxebovTag va dwaoet pia elkdéva TNG eMoxAG TWv deKAETIWY Tov 1950
Kot Tou 1960 KOl TWY AQALPETIKWY TAGEWY 0TN YALTTTIKA Kat Tn JwypaoLkn,
€ToL OMWG dLapopewbnkav otnv EAAGSQ.

H ZuAAoyr Epywv Téxvng tng Alpha Bank, dlaBétovtog onuavtikd £pya
and TNV €noyr] avuTr], CUUUETEXEL O0TNY €kBeEaN Pe dnuovpyleg Tov Oeddwpou
2tdpov, Tov BAdon Kavidpn, Tov Kwota KovAevTiavol, Tou Mepdatpov TKAGBov,
NG XpLoag kat Tou Nikov KeaoavAn.

Elval eEatpetikd evbLo@épov, épya ta omola N ZuAAoyH o povaldlel cuvrRBwG
OTLG EKBETELG TIOL BlopyavwveL avd TNy EAAGDQ, v CUUIETEXOLY O€ EKOETELG PE
BepaTIKG XapaKTAPQ, £€TOL WOTE va LITAPXEL N duvaTédTnNTa Plag dLOPOPETIKAG
OTMTLKAG TOLC AVTIUETWILONG aTd TO KOWO.

ALPHA BANK
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MOMus-Museum Alex Mylona is a small museum located in Agion Assomaton
Square in Athens, dedicated to sculptor Alex Mylona. It hosts a large number of
her works, complemented by documents from her archive and a reconstruction
of her workshop. The Museum opened in 2004, and in 2007 it launched a
permanent collaboration with the Macedonian Museum of Contemporary Art.
In 2018, it joined the Metropolitan Organisation of Museums of Visual Arts of
Thessaloniki (MOMus).

One of the Museum’s main aims is to organise thematic group exhibitions
connected to the artist’s activities as well as her era, both in Paris and Athens.

The exhibition Greek Postwar Abstraction: the heroic years, in line with the
activities of the Museum Alex Mylona, aspires to give an idea of the 1950s and
1960s and the abstract trends in Greek sculpture and painting.

The Alpha Bank Art Collection, which owns several important works from
that period, participates in this Exhibition with works by Theodoros Stamos,
Vlassis Caniaris, Costas Coulentianos, Gerassimos Sklavos, Chryssa and Nikos
Kessanlis.

It is highly interesting, for the Bank’s Art Collection, to present in thematic
exhibitions works that are usually showcased in displays around Greece, as this
enables visitors to appreciate them under a different perspective.

ALPHA BANK
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Ag@aipeon: Ta NPWLKA Xpovia

Ztnv agetnpio Tou ekBeTLakol €yXeLPAUATOC, TO onolo ouvodelEL O TMAPWVY
KatdAoyog, BplokeTal éva onUavTiKé Xpovikd opdonuo: To 1949. MpdkeLTal yia
pla and TG Alyeg @opég mou T opdonua TNG MOALTIKAG LoTtoplag cuunintouy
ME oNUavTkA avtioTtola TnG oTtopiag tTng TéXVNG. Av To 1949 TeEAELWWVEL O
Ep@UAL0G MOAgOC yia TNV MOALTIKA LoTopla, apAvovTac we Bapld KANPOVOouLd
€va BaBU MOALTIKG, LBEOAOYLKO KAl TTOALTIOTIKS XAOA, HEV TEAELWVEL KL YL TNV
yuxoAoylkn Lotopia, €dikd tnv wotopla énwg Brwvetatl and KAAALTEXVEG. Agv
elvat tuyxaio étL TNV (Bla xpovid ypdeeTal Kal dnuooteveTaL 0TO TEPLOBLKS O
Awvac pac (tx. 11, NoéuBprog 1949) éva kel{pevo vynAol MveLUATIKOD TéVOU,
éva and ta Alya mov mai{pvouv TO XAPAKTAPA HAVIPECTOL, TO BLAKNPULKTIKO
Kel{pevo Twv «Akpaiwv», ouvtayuévo and Tov wypdeo AAéko KovtdmouvAo.
«OL Akpaiot», pLo KAAALTEYXVIKA oudda, otnv onola, pe NYETKA pualoyvwuia
Tov AAéko KovtdmouvAo, cuppeteixav o yAdmtng AdCopog Aapépag Kot ot
Twypdgot Méavwng MaATéZog, Mdvvng attng, AnuATeENg Xuthpng Kot Kaitn
Avtina, guykpotridnkav to @Owonwpo tov 1949. MapdTL N opdda anotéAeoe
Lo «e@riuepn» ovomelpwon KOAALTEXVWY TOL dev avAnTuEE KATOlX KON

Abstraction: the heroic years

This catalogue accompanies an exhibition launched seventy years after
the landmark year of 1949. It is rare for political and art history landmarks
to coincide. In Greece’s political history, 1949 signals the end of the Civil
War, which bestowed a stark heritage of political, ideological and cultural
divisions, but does not signify the end of psychological history, especially
of the kind experienced by artists. It is no coincidence that it was in that
year, that a powerful theoretical article was published in the magazine O
Aionas mas (Our Century: issue No 11, November 1949), one of the few
texts of that time, that can be validly characterized as a manifesto: The
article was the declaration of the newly founded art group “Oi Akraioi” (The
Extremists), and was penned by painter Alekos Kontopoulos.

Kontopoulos was the leading figure of “The Extremists”. The group was
founded in the autumn of 1949 and its members included sculptor Lazaros
Lameras and painters Yannis Maltezos, Yannis Gaitis, Dimitris Hitiris and
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ekBealakn j GAAN 6pdan -dAoL oL CUPUETEXOVTEG 0TNY OUdda, TNV neplodo avth,
€xouv apxioel va mapovaldlouv cuVBEoeLg, OOV KupLaPXE( EVTOVA N APALPETLKH
dladikaola-, cuvloTobOoE P ONPAVTIKA MPWTOROLAIX LTIEP TNG KHOVTEPVAG»
TéXuNG (6molo meplexOpEVO KL av SwdTtav ¢’ auvThAv) Kal Twv clyXpovwv
ELKAOTIKWY TAOEWY PE oa@r WdeoAoylkd Kal alobnTikd MPocavaToAloud, mov
npokdAeoe avtidpdoelc kat elxe apvnTikr umodoyn.

2TO MOVLIQEDTO, OV HTAY OLCLAOTIKA Kot N povadikr dnudola mapovasia TNG
ouadag, xwplc va yivetal dueon avagopd atnv agaipeon, anoppimtovtav o
PEAALOUOG KaL N LALKA pay o TIKOTNTA KAl ToVOTaV, MPWT{OTWG, N EMTAKTLKA
avdykn wote N eAANVLKA TExvn va ByeL amnd To nepLBwpLo Kat va cuvdeBel e TNV
«TMoyKOouLa olyxpovn avBevTikh Téxvn», aAAd Kot N onuacio mpédoAnyng Kot
anédoong Tov 0paTOV KOGUOL PECW ULAG KABAPA LTTOKELHMEVIKAG, TVEVUATIKAG
OMTIKAG, ME TN @avTaoia va SLeEKSLKE! TOV TPWTAYWVLGTIKO pdAo. «Mpémnel va
opoAoyrjooupe 6Tl eival MoAD apyd Ta yia va Eavayvp{oovpe €1¢ éva AvBpwmo
amoyuLHVwHEVO am’ tn yonTtela Tov oveipou Kat TN andAvtng noinong! KL avto,
vyt péoa otov MayKOoLo MVELHATLKS OT{RO Lo eEaiola MAELEDA KAAALTEXVWIV
dev otapatd o0Te pla oTiypr) Tnv umépoxn npoonddela, énwg o dvBpwmnog TG
nOwknA¢ duotuxiag va dwoel Tn B€on Tov €1 Tov dvBpwTo TNG Molnong Kot Tou
ovel{pou», onuelwvoéTav oTo TeAELTA(O PEPOCG TOU PAVIPETTOL.

Kaiti Antipa. Although the group was an “ephemeral” one, that never
organized a collective exhibition or engage in any other form of action (all
its members at the time were already presenting compositions created
through a non-figurative process), it was still an important initiative that
promoted “modern” art (regardless of the specific meaning given by each
to the term) and contemporary trends, and had a clear ideological and
aesthetic orientation that was controversial and negatively received.

The manifesto, essentially the single public foray of “The Extremists”,
makes no direct reference to abstraction. But it does reject realism and
material reality, underscoring, first and foremost, the urgent need for Greek
art to emerge from the sidelines and become connected with “international,
modern, authentic art”. It also underlines the importance of perceiving
and rendering the visible world through a strictly subjective, intellectual
lens, in which imagination would play a leading role. As the authors of the
manifesto concluded: “We need to acknowledge that it is too late to return
to the concept of man deprived of the allure of dreams and genuine poetry!
For among the artists in the international intellectual arena, there is an
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To ke{pevo autd, MoOv €xeL WG CAMEPA TN MopPer oLuPBOAov mioTewG OTN
olyxpovn TéXVN, MEPA amd TNV MVELHATIKOTNTA TMOU €KPPATEL TMONTIKE KoL
duvautkd, onuatodotel KoL TNV anapyr PLoG ONUAVTLKAG KAL TILO GUVTETAYHEVNG
blekblknong: TNg €AelBePNC €KPPOAONG KOL OQULTOVOUIOG TOUL KOAALTEXVN
amévavtL oTnNv eykaddpupévn egovoia TnG avanapdotaong Kot Tng kKuplapxng
deoAoylag, o€ pla oTLyUr TOL N KAAALTEXVIKA Cwrj otnv EAAGSa ouvéBaive
Héoa 0TO KA{MO TNG MOALTIKAG Kol WBEOAOYIKAG TpopokpaTiag and Ta Xpdvia
ToL EpguAiov.

Alyo mpw and toug «Akpaiovg» elxav idn Wpubel, Tov Zentéupplo TOL
1949, 600 OKOUN ONMOVTLKEG KOAALTEXVIKEC OMEdeC, mou emedlwkav va
QVOOLOTHOOLY TO KAAALTEXVIKO KA(UOX OTN METEUPUALAKE EAAGSQ €YXovTaC WG
YVWUOVA TN PMECOTMOAEULKA BUVOULKEA: 0 «APUOC» Kal N «ZTABUN». O «ApUOC»
OLYKEVTPWYE KOAALTEXVEG TOU KLoOVTAY OTOV AEova «EAANVIKOTNTAG>-
EVPWMAIKOD POVTEPVIOMOD (KOl KLPIWG TNG MPOTMOAEULKAG YOAALKAG TEXVNG)
KoL 0TNv mMAELoYn@io TOLG TPOEPYOVTAVY, MOALTIKA KAl KOWWVLIKE, amnd aoTIKG
neptBdArov (Nikog Xatgnkupldkog-Tkikag, Nikog EyyovdémouvAog, ldvvng
ToapoOxng, Nikog NikoAdov, Tdvvng Mépaing, KAE€apxoG AoukOTOLAOG,
NataAio MeAd-Kwvotavtwidn, AAn ApAwwtn, Koopdg Zevdkng k.&.). H
«ZTAOUN» ovomnelpwve KAAALTEXVEG (Ayrivwp AoTeplddng, zndpo¢ Baaotisiov,

exquisite multitude that restlessly pursues the splendid goal of replacing
the man of moral sorrow with the man of poetry and dream”.

That text remains a symbol of faith to contemporary art. Beyond the
intellectualism it poetically and forcefully articulates, it also signals
the beginning of an important and coordinated demand for freedom of
expression and the autonomy of the artist against the entrenched power of
representation and the dominant ideology, at a moment when Greek artists
worked in the climate of post-civil war political and ideological terrorism.

In September 1949, shortly before the founding of the “Extremists”, two
other important art groups formed, aspiring to revive the art scene in post-
civil war Greece while building on interwar dynamics. The two groups were
“Armos” and “Stathmi”. “Armos” consisted of artists who moved along
the axis of “Greekness”-European modernism (mostly of prewar French
art). For the most part, these artists came from a conservative political
and social background (Nikos Hadjikyriakos-Ghikas, Nikos Engonopoulos,
Yannis Tsarouchis, Nikos Nikolaou, Yannis Moralis, Klearchos Loukopoulos,
Natalia Mela-Konstantinidi, Lili Arlioti, Cosmas Xenakis et.al). “Stathmi”
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Mnwpyo¢ TlouvvapodnovAog, Ayyedog OcodwpdmovArog, Opéotng KavéAAng,
Mdvvng Mntapdkng, Nwpyoc Mmnouvlldvng, Avtwvng 2wyog, Tadoooc AAeB(Tog,
Nouvkia Mayylwpou, BaAlag Zepeptlidng k.4.), mov ekel{vn TNV nepiodo sotialav
cOoQEOTEPO 0TO CATNHA TNG «EAANVIKOTNTAG» (UE EUOACH OTO PEAALOUS Kal TN
Aaiknh téxvn), evw apketol and avtolg eliyav emdel&el €vtovn avTloTACLAKA
6pdon ota xpévia tng Katoxric. Tn otiyur tng (dpuvoric toug, ot d0o auTég
OMABEC OLUYKEVTPWVOLY OTLC TAEELG TOUC (HE eEAAYLOTEC €EQLPETELG) TOLG TILO
TMPOOOELTIKOUC KAAALTEXVEG TNG eMOXG. KovTd Toug, oTékovTav ol «Akpaiol»,
oL amMoTEAOVTAVY TNV TLO GLVELONTH TMPooTdBeLa gOVEEONG TNG VEOEAANVLKAG
TEYXVNG ME TN a0yXpovh TNG evpwnaikh KAAALTEXVLKH dnulovpyia.

H otpooen mpog tnv agaipeon tn dekaetia tou 1950 amoteAsl pa véa
MPAYHaTIKOTNTA, opllel TNV TOMA KoL évav OoAdTEAX OlLapopeTiké dpduo,
amoTLMIWVEL TNV uLmEpPBaon kat T pPAEN HE ouvInpenTikd mAalow Kot
EANNVOKEVTPLKEC OVAYVWOELC TOU MOVTEPVIOMOD, KABWC Kal TNV avdykn
OVATPOCAVATOALOHOD TNG €AANVIKAC TéYvng, TNG €LOLYPAUMLONG KAl TOUL
OLYXPOVLOMOU TNG ME TN dLebvn elkaoTik oknvA. H euedvion Kat N copwTLkA
EMKPATNON BLdPOpWY EKBOXWVY TNG agaipeang TNV TEXVN ToL AuTikoD KdOLOU,
oTic HMNA (apnpnuévog eEnpealoviondc, action painting) kat otov gvpwnaikd
XWpo [Guopen téxvn (art informel), AvpikA agaipeon, Taoloudg] tn dekaetia

rallied around it progressive artists (Agenor Asteriadis, Spyros Vassiliou,
Yorgos Gounaropoulos, Angelos Theodoropoulos, Orestis Kanellis, Yannis
Mitarakis, George Bouzianis, Antonis Sohos, Tassos Alevizos, Loukia
Maggiorou, Valias Semertzidis et.al.), who focused more explicitly on the
matter of “Greekness” (emphasizing realism and folk art), while several
among them had actively taken part in the Resistance movement during
the German Occupation. At the time, these two groups numbered (with
rare exceptions) Greece’'s most progressive artists. Alongside them,
the “Extremists” represented the most deliberate endeavor to connect
contemporary Greek art with its modern European counterpart.

The turn to abstraction in the 1950s was a groundbreaking development
that signified a rupture and an entirely different path. It reflected the
demand for rejecting and going beyond conservative norms and the Greek-
centric takes on modernism, as well as the need to give Greek art a new
direction, aligning it with the international art scene. The emergence and
sweeping prevalence of various forms of abstraction in western art, both in
the US (abstract expressionism, action painting) and Europe (art informel,
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ToL 1950 Kat TI¢ apxéG TnG dekaetiag Tov 1960, AstTtovpyolas evBAPPLYTIKA
KOl VOULUOTIOLNTLIKA Yla TOUG MELPAPATIONOUE KAl TIG MPOTATELG EKE(VWY TWVY
EAAAVWY KOAALTEXVWY, oL omolol oTpépovTtal Kot odnyolvtal g oAoéva Kal
MEYOADTEPEC APALPETIKEC AMOSOTELG TNG OMTIKAG PAYUATIKOTNTAG 1 ETUAEYOLY
TNV amopdkpovvon and avthAv, TNV anodéouevon and KABe AVAMUPACTATLKA
oOuBaon Kot MEPLOPLOUO.

MaAatdtepol, OAAA KLUPIWG veSTEPOL KOAALTEXVEC avaAauBdvouv va
vAomoltjoouvy TO a{TnUa TNG aVAVEWONG KOL TOL EKOLYXPOVLOMOD TNG
EAANVIKAG TEXVNG. Ze 6,TL a@opd TOULG KOAALTEXVEG TOL TAPOLOLElovTaL
otnv ékBean, mpémnel va AdBeL Kavelc uOYN TOL TN YEVLE TTOL AVEPWVETAL OE
pla petoBatik nepiodo, oto mépaopa and tn diktatopia Tov Metafd, TNV
Katoyxr kat tTnv Avtiotaon wg tov EpeVALo. Enlong, mpénel va avaAoylotolue
€EQPXNGC TOV eKMATPLOUS MOAAWY amd avToLC, oTn PWuN, To Mapiot ; aAAoD,
OOV OAOKANPWYOVTAL TA £PYQ KOL Ol IPOCWTILKOTNTEC TOULG, AKOUN KL av N
apxtkn eunelpla elvat d0okoAn. H eldkpivela tov Cwypdeov AaviAA to 1954,
6tav gtdvel oo Naplot, elvat agomAloTkr: «la Thv aenpnpévn CWypPaPLKA
mov €6wW ATav TédTE 0TO POPTE TNG TeAela dyvola. H mpomadela mov pov eixe
8W0oel TO EAANVIKSO KAAALTEXVIKO TIEPLBAAAOY pE eundOLle va dpw oTa coBapd
N véa auth Cwypaekr. Hpba ue meploplopévo nedio dpaong...». O MNdvvng

lyrical abstraction, tachisme) in the 1950s and early 1960s, encouraged
and legitimized the experimentation and ideas of those Greek artists, who
were increasingly turning to ever greater abstract renderings of visual
reality or choosing to depart from them entirely, releasing their work from
every figurative norm or limitation.

Also older, but mostly younger artists took it upon themselves to bring
about the renewal and modernization of Greek art. For the artists presented
in this exhibition, one should keep in mind that theirs was a generation that
came of age during a period of transition, from the Metaxas dictatorship,
to the German Occupation, and then to the Resistance and Civil War. One
should also bear in mind that several of those artists had emigrated to
Rome, Paris and elsewhere, an experience that shaped their work and
personalities, even when their early experiences were not easy ones. The
candor of the painter Danil upon arriving in Paris in 1954 is disarming: “I
was totally ignorant about abstract painting, which was at its peak there at
the time. The education | had previously received from the art environment
in Greece prevented me from taking this new kind of painting seriously. |
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Mavvng raitng (1923-1984)
Xwp(¢ T(tAo, (1957)

AGGL o€ povoaud, 114,5x81 k.
ZuAAoyr Alpha Bank

Yannis Gaitis (1923-1984)
Untitled, (1957)

oil on canvas, 114,5x81 cm
Alpha Bank Collection
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Fattng KATL avdAoyo ypd@el oTny olkoy£éveld Touv amd To Mapiol Thy Bl
enoxr: «ZtnNv EAAGSa fuouv e{koal xpdvia pnpootd, 6w elpal elkool xpdvia
niow». OL paptupleg aUTEG, MAPAAANAQ e TNV TOAUNPH KOAALTEXVLKH TPAEN
TWVY dNULOLPYWY, KABLOTOOY TILo MOAUTIAOKEC TIG Sladpoég Tov Blov, AAAG Kal
TWY €pywv TOLG HEoQ OTOV XPOVO.

H ékBeon «Jwypa@lkAg, YAUMTIKAG kat oxedlov» Tou Mévwvn Faitn, Tov
deBpovdplo touv 1954 oto Eevodoxelo «Kevtplkdv» tTnGg ABrvag, MPoKAAECE
npwtdyvwpn alodnaon, dnuiodpynoe okdvdaAo, €ylve TO EMIKEVTPO OKANPWVY
avTUToPaBéoewy Kal MOAEUIKAG. M Tétola umodox Twv €pywv Tou Oegv
fTav dyvwotn yla Tov veapd dnuiovpyd. Ol aToulkég Tov ekBETeLg mov elxav
nponyndel otov «Mapvacod» (1945, 1946, 1947) elyav amoowwnnBel 1§ lyav
EMLOVPEL TIEPLYPPOVNTLIKEC, XAEVAOTIKEG KAl TIPOORANTIKEG KPLTIKEG KOl OXOALA.
O Taitng, wotboo, SoLAEDEL AOTAUETNTA, CWYPAPITEL Kot GINOTEXVE YAUITA
pE YOwo kot alpua, KatopBwvel va otelAel mapdvopa kdmola £€pya TOU OTOV
Christian Zervos, oto Mapiot. H ékBean oto «KevTplkév» OLYKEVTPWYE €pya
plag entoeTtiag, £pya MPWTOMOPLOKE YL TO €0pOC TWV TMELPAUATIOUWY Kol
TWY avalnNTACEWY TOUG OTNY €AANVLKA TEXVN TwWv apXWv Tn¢ dekaetiog
ToL 1950. AploTtepdg, Xwplc va €xel OAOKANPWOEL TIC OTMOLOEC TOL OTNV
AZKT, KOUBAAWVTAC TO OT{yHa TOU «@PEVOTAOr}» -TIOL TO £{X€ QMOKTAOEL

arrived with limited vision...”. Gaitis wrote something similar in a letter
he sent to his family from Paris around the same time: “In Greece, | was
twenty years ahead of my time; here, | am twenty years behind”. These
testimonies, considered in parallel with the creative boldness of these
artists, makes the course of their life and the evolution of their work much
more complex.

Yannis Gaitis’ “painting, sculpture and drawing” exhibition in February
1954 at the hotel “Kentrikon” in Athens caused unparalleled sensation,
created a scandal and sparked strong disputes and aggressive criticism.
This kind of reception was nothing new for the young artist. His earlier
solo exhibitions at “Parnassus” gallery (1945, 1946, 1947) were either
ignored or had received scornful, contemptuous and insulting criticism
and comments. Undeterred, Gaitis kept working relentlessly, creating
paintings and sculptures with plaster and wire, and was successful in
illegally dispatching some of his works to Christian Zervos in Paris. The
exhibition at “Kentrikon” featured works he had created in a seven-year
period, all of which were unparalleled in the scope of their experimentation
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0 lMévvng rattng otnv ékBeor Tov oTo Egvodoyelo
«Kevtplkdv» (1954) pe Tov matépa Tou
owTtoypapia: IBlwTkA ZuAAOYH

Yannis Gaitis in his exhibition at the hotel
“Kentrikon” (1954) with his father

photo: Private Collection
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AAékog KovtémouAog (1904-1975)
Lumieére Votive, 1966

AGdL o€ povoapd, 100x110 €k.
ZuAAoyr Alpha Bank

Alekos Kontopoulos (1904-1975)
Lumiére Votive, 1966

oil on canvas, 100x110 cm

Alpha Bank Collection

20

LTTOKPLYOEVOG, VoTepa and €vav oduvnpd eYKAELOUS OTO WYuXLATPIKG TUAMA
TOL OTPATIWTLKOU VOOOKOME({OUL, TTPOKELUEVOL VA ATOPUYEL T OTPATELON OTA
nétpwa xpévia Tov EuguAlov-, o loitne mpaydaTwvel éva £€pyo TOAUNPES
Kol TOAOTIAELPO, HE EMPPOEC eKTEWOUEVEC amd Tov €EMPECLOVIOUS KoL TOv
ooVPEQALONS €wg TOV KLUBLOUS Kat Tov Mikdoo. To 1954 eivatl n xpovid mouv
eykaBiotatal oto Mapiat, e tn obluyd Tou, TN YAOTTPLa FaBptéAda Z{pwot. H
yvwptuia Tou pe To €pyo dnuovpywyv énwe ot Jean Fautrier, Georges Mathieu,
Hans Hartung, Pierre Soulages kat Alfred Manessier sivat kaBoplotikr. Méxpt
Ta npwTa Xpdévia tng dekaetiag Tov 1960, n agaipeon kuplapyel oTo £pyo Tov
Failtn pe oLVBEDELC EKPNKTIKAC XPWHATIKAC, OXESLAOTIKAC KAL XELPOVOULAKHAC
d0vaung, evoTIKTWOOUC opuri¢ Kot eAevBeplag, mownTIKAG Kal evalodnaolag,
TOPA TLG OTIOLEC ELKOVIOTIKEG EKKLVAOELC TOLC (Bnpla, AovAolb6La, MOLALE, HALOL,
Cwa, oldepa, LUAAWPOTA).

2t TéAN TG Sekaetiag tov 1940, oL cuvBéoelc Tou AAékou KovtdmovAou
OULVETELVAVY OE La CWYPAPLKH TOL KaBapoL XPWHATOG HE £VvTova EEMPECLOVIOTIKE
otowxela. To 1950 ta&i{beywe oto Mapiol, 6Mov ripbe o€ eMAPr HE TLC APALPETLKEG
Tdoelg- ka®' OAn tn dekaetia Tou 1950, oTadLAKE LIIEPPBAIVEL TIC APALPETIKEG,
YEVIKELTIKEC | ME aenpenuévn avTiAnpn amoddoelg kdmowov O€uaTtog, T
o0UBOAQ, TIC AMOOTIAOUATIKEG OWELG KL AvaQOPEC OTNY TPAYHATIKOTNTA Kol

and investigation by the standards of early 1950s Greek art. A leftist artist,
who had not completed his studies at the Athens School of Fine Arts (ASFA),
stigmatized as being of an “unsound mind” -a label attached to him after
the painful time he was committed at the psychiatric ward of the military
hospital, after pretending insanity to avoid the draft in the dark years of
the civil war- Gaitis presented a pioneering, audacious and multifaceted
work, his influences ranging from expressionism and surrealism to cubism
and Picasso. In 1954 he moved to Paris with his wife, sculptress Gabriella
Simosi. His contact with the works by artists such as Jean Fautrier, Georges
Mathieu, Hans Hartung, Pierre Soulages and Alfred Manessier had a defining
influence on Gaitis. Abstraction dominated his work until the early 1960s,
his compositions marked by the explosive power of their colors, designs
and gestures, and the artist’s instinctive impulse and freedom, poetry and
sensitivity, despite their figurative sources of inspiration (beasts, flowers,
birds, suns, animals, irons, foliage).

In the late 1940s, the painting compositions of Alekos Kontopoulos were
characterized by their clear colors and strong expressionist elements.
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odnyeltal og plo KaBapd avelkovikly Twypaelkr. Me aVELKOVIKEG OUVBEODELC
ovppeteixe to 1960 otnv MmevdAe tng Bevetiog, evw Ta xpdévia moL
akoAovBNnoav, HExPL To 1967-68, op{Couv TNV MO OAOKANPWHEVN KaL WPELUN TEp{odo
TNG GOVAELEC TOUL. ZTIC GUVBETELG TOL KUPLOPYXOUY OL TOVIKEC appovieg, n dadyela
KoL N MUKVATNTA, N LEAETNHEVN KAl E0TOKTN MAQCTIKY 0pYEVWGON TWY XPWHOTIKWY
OYKWVY, EMPAVELLV Kot KNADBWVY, N OIaPEN evOC E0WTEPLKOV PLUBIOD TIOL CUVEXEL KAl
Loopporel To alvoAo.

OL, oAoéva KOl PEYAADTEPNG EVTAONG, QAQULPETIKEG KAl OMAOLOTEVUTLKEG
anodéoelG Tov EAANVLIKOD vNoLWTIKOL Tom{ov Kataypdeouvy Tn dadpour Tov
Mdvvn ZnupdmnovAov npog TNy agaipeon tn dekaetia Tov 1950. «MLa EOWTEPLKA
avaykn», avéeepe to 1975, «ue €ompwEe mMpog tn ADTpwaor Hou amnd Tov antd
KOO0 TOL AVTIKELEVOL Yia va Badlow KALLAKWTA TPo¢ T glvopa piag GAANG
OKEWPNG Kall PLoG dla@opeTIKAG SLATAENG ToL TWYPAPLKOD UOL XWPOL PYéoa aTo
Xpovo». H BpdBevor tou (1960) otnv MmevaAe tng BeveTtiog pe to BpaBeio Tng
UNESCO Atav n anapyr HLag onUavTikig otadlodpouiag €Ew amnd ta eAANVIK&
olvopa, KaBLlepwWvovTtds Tov Ww¢ évav amd TouG ONUAVTIKOUG EKTPOCWTOUG
NG METAMOAEMKAG agaipeong oe HLeBvég eminedo. OL oLVOBETELG TOL WE TLG
EAEVOEPEC BUVOULKEG TILVEALEG KOL TLC TIEPLOPLOUEVEG XPWHATIKEG KAIMOKEG OTa
TéAn ™NG GekaeTiog Tov 1950, KABWC Kol ekelveg TNG enduevng dekaeTiag

Traveling to Paris in 1950, he came in contact with abstract trends;
throughout the 1950s, he gradually moved away from abstract, non-
figurative renderings of subjects and symbols, and from every fragmentary
approach of and reference to reality, turning to a strict non-figurative art. It
was non-figurative compositions he presented in the 1960 Venice Biennale,
and the years that followed represent the most comprehensive and mature
period of his work. His works stand out for their tonal harmony, clarify
and density, the elaborate and ordered plastic structure of color volumes,
surfaces and stains, the presence of an internal rhythm contributing to the
coherence and balance of the compositions.

The increasingly intense, abstract and simplified renderings of Greece's
island landscape reflect the gradual turn of Jannis Spyropoulos to
abstraction in the 1950s. “An inherent necessity”, he reflected in 1975,
“pushed me towards salvation from the tangible world of the object,
allowing me to gradually move towards the borders of a different reasoning
and thinking, to an alternative arrangement of my painting space in time”.
Spyropoulos received the UNESCO prize at the 1960 Venice Biennale, a
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Nnavvng Zmupoémoviog (1912-1990)
Staowuo No 3, 1962

HKTA TEXVIK, 114X162 €K.

SuAAoyn Alpha Bank

Jannis Spyropoulos (1912-1990)
Stassimo No. 3, 1962

mixed media, 114x162 cm

Alpha Bank Collection
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-0l OUVBEOELG TWY «PEYEAWY KNABWY» PE TIG EKPNKTIKEG XELPOVOUIEG 1] TWV
CPWTEWVWY OKOTAdLWY»- e TNV €MKOAANGN AEMTOLD XOPTIOU OTNV EMQAvELR
TOL povoapd TP To Eekivnua NG CWYPAELKAG dladlkaoiag, TG HATIEPEG, TA
{xvn Kal ToLG YPOPLOUOUG, TN XPrioN TOL KOAAAT Kal TIG EMAAANAEC XPWHATIKEG
eneEepyaoieg, TG Slapkelc emeuBAoelg pe oxlolpata, Kaylpata Kot XoapdgeLg,
TG AEMTEC BLoXWPLOTIKEG Tawieg, TNV LTOBANTLKY €mPBOAR TOL Pabpou, TLG
XPWHOTIKEC AGUYPELC Kl TOV LBLOTUTIO XELPLOPO TOU QWTAG, AMOTUTWYOLY HLa
nopela ouvexolC €peuvag, MELPAUATIONOD Kal avalnthocwv. Ta €pya Tov
kaBlotavtal avtoonuavduevol, oLTAPKELG KOOUOL, mpoTe{vouv Bladpopég
amd To OKOTASL 0TO WG, LMOBAAAOLY VEOULG KWOLKEG EMIKOWWVING Kal TLG
ELKOVEC PLOG GAANG MPAYUATIKOTNTAG, TONTLKIAG KAl dPAUATIKAG, MVEVUATIKAG
Kol HUOTIKLOTIKNAG, o€ €uBela avtioTtolio pE WYUXLKEG KOl OLVOLOONUATIKEG
KATOOTAOELC, aAAG Kal TOV €LPOTEPO MPOBANUATIOUS KAl TNV EEXWPELOTH TOL
evatoBnaola anmévavTt oTiG o0YXPOVEG TOL CLVORKEG.

Yta péoa tng dekaeTiog Tov 1950, o MNdvvng MaATéQog lye ridn mpooxwproet
amoQaoLoTKd oTnY agalpeon kat e{vat and Tovg MPWToLG EAANVEG KAAALTEXVEG
TIOL 0.0XO0ARBNKAY HE CLVETELA L’ ALUTAY, AKOUN KAl META TN MOVLUN EyKaTAoTAoH
ToL oTo MNapiol To 1959. OL ouvBéoelc Tov ota dpLa TG art informel, ot omoleg
0ELOTIOLOVOOY QTOKAELOTIKA TO MOUPO KoL TO AOTMPO KOl TMOPOLCLECTNKOV

distinction that signaled the start of an important international career,
establishing the artist as one of the most prominent representatives of
postwar abstraction internationally. His compositions from the late ‘50s,
with their free-flowing, dynamic brushstrokes and limited colors, as well
as those from his next period -his “extended color taches (stains)” and
“bright darknesses”- where he would affix thin paper on the surface of
the canvas before painting, the textures and traces, the use of collage and
multiple color processing, the constant interventions with tears, cuts and
engravings, the thin separating strips, the evocative imposition of black,
the chromatic glows and peculiar use of light, all reflect a life of endless
investigation, experimentation and exploration. His works become a self-
signified and self-contained world, indicate paths that lead from darkness
to the light, evoke new codes of communication and the images of an
alternative reality, one that is poetic and dramatic, spiritual and mystical,
corresponding directly to psychological and emotional states, as well as to
the artist’s wider concerns and particular sensitivity to modern conditions.

By the mid-1950s, Yannis Maltezos had decisively joined abstraction, and
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otnv NaveAAAvia tov 1957, Kabwg Kat ekelveg e Tn Xprion MKTAG TEXVIKAG,
METPWOOLEC ULAKOD HEYAANG TMUKVOTNTAC KOU METAAALKWY YXPWHATWY OE
EMAAANAEC OTPWOELG TIOL SNLOLPYOVOAY AVAYALPEC ETMLPAVELEG KL avade({kvuav
TNV LAKKOTNTA Kal TN d0vaun TNG XELPOVOULAKAC YPO®iG, Héoa, woTdoo, and
Ml vrtoAoyLopévn doprj, kKatatdooouvy Tov MaATECO GTOUC MPWTOMOPOLS TNG
agaipeang otov EAANVIKS €KAo TIKG xwWPo. O Cwypd@oG CLUVEXLOE CLUOTNUATIKA
TOLG TMELPAUATIONOVUE TOL 0TNY apaipeon Kat TI¢ SekaeTiec Tov 1970 kat 1980,
aglomolwvTag Tn YewpeTpla kat otolyela and tnv op art, cuvdvaopéva, TOAAEG
QOPEG, UE OXNUATOTIOLNUEVEG AVOPWTILVEC PLYOVUPEC, OE €PYQl TIOL AVAPEPOVTAL
oTn oxéon avepwmnov-texvoloylag-6laoTANATOC.

To 1955, o Nikog KeooavArg amnogoltd and tnv AZKT Kot pe umotpodia TNG
LTaAkAG KUBEpvnong nnyaivel otn Pwun, émou yla téooepa xpdvia onmouvdadet
fresco, yapaKkTikA Kat TeXVIkEG ouvThApnong oto Istituto Centrale del Restauro.
H ItaAla, aAA& kot to Maplol oTn ouvéxela, AMOTEAODY HLA QMOKOQAUTITLKH
Kol amneAELBeEpWTIKA eumelpia yia tov veapd Cwypdeo, aAAd kot yio OAoug
ekelvoug mov Ba akoAovBrioovv, pakpld amd TO CLVTNPENTLIKO-aKASNUATKO
MePLBAAAOY TNG AZKT, TNV 0TEVOTNTA TOL AONVAIKOU KAAALTEXVLIKOD opllovTa,
OAAQ KOl TNV QOQUKTLKA KOL KOTOTETTIKA, Aypla KoL OKANPH, KOWWVLKA Kot
TIOALTIKH, TPAYUATIKOTNTA TNG HETEPQLALAKNAG EAAEDSag. O Giulio Carlo Argan

is one of the first Greek artists who dedicated themselves to non-figurative
art, even after his permanent move to Paris in 1959. His compositions -
bordering on art informel, exclusively using black and white, and presented
at the Panhellenic Exhibition of 1957-, as well as his mixed technique works,
which used high-density rocky material and metallic colors in successive
layers creating textured surfaces and showcasing the materiality and
power of gestural writing, albeit through a carefully planned structure,
place Maltezos among the pioneers of abstraction in Greek art. Maltezos
systematically continued his abstract experimentation in the 1970s and
1980s, making use of geometry and elements of op art, often combined
with stylized human figures in works alluding to the relationship among
humans, technology and space.

Nikos Kessanlis graduated from ASFA in 1955. After securing an lItalian
government scholarship, he moved to Rome to study fresco, engraving
and restoration techniques at the Istituto Centrale del Restauro for the
next four years. Italy and, later, Paris, were an extraordinary, illuminating
and emancipating experience for this young painter and all the others that
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npoodlopifel wg «PBapfapikd PulavTviopd» TNV MPEWTN PEYAAN evdTnTa
€pywv Tou KeooavAn (MovAtd kat AovAolbia, 1957-58) pe TI¢ akaBdépLoTEG
KL QAVTOOTIKEG UBPLOLKEG POPUEG, TOV TMOAUS KOL TNV K{VNON TWY YPUUULKWY
OTOLXEWY, TIC XPWHATIKEG TIOLOTNTEG KAl AQUYELG, TNV OVLULOTIKE, HMayLKH Kot
Avpkr} aiobnon. Tnv nepiodo 1958-64, o KeaoavArig (to 1959 esykabioTaTal
povipa oto Mapiol) dlepevvd «eKBOYXEG TOL ‘GUOPQPOL'» HE ETMLPPOEC TIOU
KQAUTITOUVY €va HeYEAO @doua TAOEWY TNG a@NPNPEVNG TEXVNG KAL KAAALTEXVWY
6nwg o Alberto Burri kat o Antoni Tapies. MNMUKVWOELG Kal QPALOOEL TNG
XPWHOTIKAG VANG, KOAAGT He TOOAOKWHEVA XapTLd, (xvn kot xapdEelg, knABeg
Kal E€MAAANAEC OTPWOELC XPWHATOC, XPAON EVLTEAWVY, XPNOLLOTIOLNUEVWY
LDALKWY, OYXEOOV HOVOXPWHATIKEG OUVOEOELC KAl TMOADXPWUEC QOPUES, AEuKol
Toixol, avayYAVQEC EMPAVELEC KL OXEOLAOTIKEG EMEUBATELS OLYKPOTODV £va
TMOAUTIAELPO €pyo oL oTadlakd vrepBaivel TNV agaipeon, aneAevOepwIvVETAL
OTOV TIPOYUATIKG XWPO, OTPEPETAL OTO AVTIKE(EVO.

‘Exovtag oAokAnpwael TIg onoudég Tov (1955) otnv AZKT, o BAdong Kavidpng
eykaBiotatal otn POun to 1956. Tnv {(6la xpovid ue Toug Buboucg, aArd, kuplwg
JE TLG evOTNTEC TTOL B akoAoLOooLY, BlaPaiveTatl dTL Exel olkelomONOel MARPWC
TOUG KWOLKEC TNG aenpEnuévnc CWYPUPLKAG, E€yKaTaAs{movTag omolodrimote
TMEPLYPAPIKO-avaTapaoTaTIKO oTolyelo. Ol ouvBEéaelc Tov 1957 -lE a@opur To

followed, far away from the conservative-academic environment of ASFA,
the narrowness of the Athenian art landscape and the asphyxiating and
oppressive, bleak and cruel social and political realities of post-civil war
Greece. Giulio Carlo Argan labeled the first series of Kessanlis’ works (Birds
and Flowers, 1957-1958) “barbaric Byzantinism”, with their abstract and
imaginative hybrid forms, the rhythm and movement of linear elements, the
color qualities and sparks, their animistic, magical and lyrical impression.
Between 1958-1964, Kessanlis (who had moved permanently to Paris in
1959), investigates a “versions of the ‘informel’”, his influences stemming
from a broad range of abstract trends and artists, including Alberto
Burri and Antoni Tapies. Densifications and dilutions of colors; collages
using wrinkled papers; traces and engravings; stains and successive
layers of color; the use of cheap used materials; almost monochromatic
compositions and multicolored forms; white Walls; textured surfaces and
design interventions; these are the elements that constitute a multifaceted
corpus, which gradually went beyond abstraction, occupying real space
and turning to the actual object.
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KatdAoyog tng €kBeong tov BAdon Kavidpn otnv ykaAep( «Zuydg» (1958)
owTtoypagia: Apxelo lvotitodTov Z0yxpovng EAANVIKAG Téxvng-iset
Vlassis Caniaris’ exhibition catalogue, “Zygos” gallery (1958)

photo: Contemporary Greek Art Institute-iset Archive
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TPaylkd atOxnHa ota avBpakwpuyxela tng Marcinelle, oto BéAylo, énov 400
nepinov Itarol avBpakwpixoL £xacav Tn Cwr TOLG, OTLG ONoleg AMOTUMWVETAL
0 L8E0A0YIKOG-KOWWVLKAEG TIPORBANUATIONEG TNG TEXVNG TOL-, AAAQ KOl EKE(VEG
ME Toug Krimou¢ Tn¢ natbikric tov nAtkiag (1958) -e ava@opEC € TPAVUATIKEG
BlLwHATIKEC KATAOTAOELC TPOEPYXOUEVEG amd EQPLIATEC TWV XPOvVWY TNG
YEPHAVLIKIG Katoxig- dlakpivovTal yla TN £vTaon Twv KOKKIVWY, TWY KITPWY
KOl TWY UMAE, TN AGUyn, TNV TUKVOTNTA KoL TNV €EMPECLOVIOTIKY dOvaun Ttou
pHavpov, TN BLotdTNTA TNG XELPOVOUI{AG, TOLC OXEBLAOTIKOUG YPOPLOUOUG, TLG
LVEEC TNG CWYPAQKAG emiedvelag, LTMORAAAOVTAG GAAEG QOPEG OPAMATLKA
aloBnon kot dAAote neploodTeEPO AvpLkr dldBeon. Tnv (6la mepl{obo, BovAelEL
Kol Ml «deYdAn oelpd ‘oXEBLO-OMOTUTIWHATA' TPAYHATIKWY AEPWHEVWY
EMPAVELWY MAVW O€ PEYEAa QUAAX OTUTIOXOPTOL, KABWCE Kol oX€BLa eMAvw o€
QUAAQ pnuep(Bac». Tov Mdwo Tov 1958 o Kavidpng mpayuaTtomnolel TNy mpwTn
OTOMIKA ToL £€kBeon oTnNV YKAAEP( «Zuydeg», pe €pya TnG Sletiog 1956-58 -ula
€kBean mov, amnd KPLTIKoLG Onwg o TWwvng Inntépng Kat o AyyeAog Mpokormiov,
EKTIUABNKE WG N MPWTN enionun atoulk ékBean aenenuévng CWypPAPLKAG
otnv ABrjva. H ékBeon, wotdoo, mpokdAeoe évav evplTEPO SLdAoyo, Wolaitepa
TETAPEVO, OTOLG KOATIOUC TNG APLOTEPAC OXETIKA e TO {ATNHA TNG ApnENUEVNG
Téyxvng. To 1959, Eekwdel tTn oslpd Twy Tolywv PE TOV YEVIKO T(TAo Twric

Vlassis Caniaris moved to Rome in 1956, a year after his graduation
from ASFA. His compositions entitled Sea Depths (1956), but chiefly the
units that followed, suggest he had already and fully endorsed the codes of
abstract painting, abandoning all descriptive-representational elements.
His 1957 compositions -inspired by the tragic accident at the Marcinelle
mines in Belgium, when some 400 Italian miners were killed, they capture
the ideological-social undertones of his work- but also his works from the
Gardens of his childhood (1958) -alluding to traumatic experiences from
the nightmare of German Occupation- are characterized by the intensity
of the reds, yellows and blues, the glow, density and expressionist force
of black, the violence of the gesture, the graphisms of the design, the
textures of the painting surface, evoking a dramatic sense or a more lyrical
disposition. In the same period, he also worked on a “large series of works
called ‘drawings and printings’, actual stained surfaces done on large
sheets of blotting paper, as well as other drawings done on newspaper
sheets”. In May 1958, Caniaris did his first solo exhibition at the “Zygos”
gallery, featuring works from 1956-1958 -an exhibition that critics like
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BAdong Kaviapng (1928-2011)
Kataotpoerj otn Marcinelle, 1957
AGbL o€ mav(, 100x110 &k.

16w Tk ZUAAOYH

Vlassis Caniaris (1928-2011)
Disaster in Marcinelle, 1957

oil on cloth, 100x110 cm

Private Collection
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EVeKEV 0TOUG TOlYOUG TNG ABrivag 1941-19.., E0vadnuLoLPYWYTAC ThY €LKOVA
Kat Tnv aloBnon Twv Tolywv TNG KaToXIkAG ABrvag. O yiwog yivetal To Mo
MPOCQPWNEG amd Ta MPAYUATIKA LALKKE mou apy(Cel va yxpnoiuomotel (mavid,
XOPTLA, ondyKoLug). Ol YOYWHEVEC CWYPAPLKEG eTL@AVELEG BEéXOovTal TIC KABE
€(6oLC YELPOVOVIAKEG BPAOCELC TOV, MAPATEUTIOUY O MAA(UYNOTA PE EUPAVH
Ta {(xvn T™NG ©B0PAG, N AevKOTNTA TOL LALKOU gvioyleTal amd Ta €vtova
HoOpa, KOKKLVO Kal UTMAE, T OTOPAYUATO AEEEWY AMOTEAODY AVAQOPEC OTO
npaypoTikéd. To 1960 o Kavidpng eykabiotatal oto Maplot kat pe TNV evéTnTQ
XWpog uéoa otov yxwpo ouvex(Cel TOUG MELPAUATIONOUG TOLU ME T ULALKE,
dnuiovpyel pla oelpd agaunAdl, evw Ta avTke{peva, em{Tolya apyLtkd Kat, v
ouvexeia, TpLodldotata, avoliyouv véoug op(lovTeG oTn G0VAEL TOL.

To 1957, o Kwotag TodkAng, pe vmotpopia tou IKY, KatevBOveTal OTN
PWun, yla va oakoAouBroel, tnv enduevn xpovid kot o AnuAtpenc Kovtdg.
To 1958, o To6kANG kat o Kovtdg, pali pe Toug Adn eykatedTNUEVOUG GTNY
LTaAkk mpwTtebovoa BAdon Kavidpn kat Niko KegoavAr, aAA& kot tov MNdvvn
Fattn (mov Zet oo Mapiol) oxnuatifovy To «Gruppo Sigma», MOV TPOKUMTEL
neploadtepo and TNV avdykn évwong duvduewy, nmapd amnd tnv Mpoondbela
ouyKPATNONG Hlag opddac ue kaBoplouévo LoeoAoyiké 1 BewpnTikd mAaioLo -av
KOl Ol OUYKEKPLUEVOL KAAALTEYVEC €XOLY ELPVUTEPOLG KOWWOUC MIPORANUATIONOOG

Tony Spiteris and Angelos Prokopiou considered as the first official solo
exhibition of abstract art in Athens. That exhibition, however, also sparked
a broader debate on abstraction, that became particularly heated among
the circles of the political left. In 1959, he started working on the series
Walls under the general heading Homage to the Walls of Athens 1941-
19.., recreating the sight and feel of Athens’s walls at the time of the
German Occupation. Plaster becomes his favorite material (he also used
rags, papers and strings). The plastered painting surfaces receive all kinds
of gestural actions, alluding to palimpsests showing signs of decay. The
whiteness of the material is amplified by the intensity of the blacks, reds
and blues, while word fragments are references to reality. Caniaris moved
to Paris in 1960, continuing his experimentation with various materials in
his unit Space within space, creating a series of assemblages. The objects,
initially wall-mounted and later three-dimensional, opened up new horizons
to his work.

In 1957, Costas Tsoclis received a state scholarship and moved to Rome,
followed one year later by Dimitris Condos. In 1958, Tsoclis and Condos,
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Kat, péoa o€ Pl aloldboEn atudoealpa, melpapoatifovtal o€ LALKE Ko
TEYXVIKEC, aywvi{CovTal va Bpovy Tov dpOUo TOLC KOl VO TPOCAPOOTOOY OE
€va OAOTEAQ DLOPOPETIKS €lKAOTIKG TEPIBAAAOY and ekelvo TNG matpidag, va
ENEEEPYAOTOUY KAl VA AQOHOLO0oLY TOAAaMAd epebiopata, va Slevphvouy
TouG opl{CovTég TOLG OoTa BlEBV KwiPaTA, TOLG MPOCAVATOALOHOUG KOl TLG
dLadpopég NG obyxpovng TEXVNG.

ITIC MPWTEC oLVBETelG Tov SovAelel 0 Kwaotag TodkAng otn PWun Tto
1958, yxpnoiluomnolel TOévTo, KAPBOLYVO, HAPUAPOCKOVN, OTAYTEC, XWHATA
Kal aAKPLALKA xpwpoTa. ABPEC, OKOTELVEC ETILPAVELEG TIOL ATIOKAE{OLY TO QWG
KOl TIOPATEUTIOUY OE OPLKTEG UAEC, Mavpot HAtol kat Zkidytpa vmoBdAAovv
pla dpapatiky aloBnon, evtewwduevn and tnv napovacia, KAMOLEG POPEG, TOU
KOKKLYOL YpWHaTto¢. O TodkAng Ba ocuvvexioel va Kwel{tal oto mAaiolo TNng
apnenUévNg TéXVNG KoL OTLG eMOPEVEG €vOTNTEC £pywv Tou UéXPL To 1965:
ota Epsima apyaia¢ néAnc (evétnta 6ovAepévn otnv EAAGSa to 1960), ota
J0UBoAa Slaypa@ric HE TIC YEWMETPLKEC POPUEC TOL «HéxovTal TNV enibeon
Blalwv, avBalpeTwyv YeElpovOULWY», oTnv Kuptapyxia Tov TuYalOL KOl TIC
Kabnueptvég eikdveg pe tn cuvimapgn oxedlaopévng @OPUAG, XELPOVOULAKAG
YPAOAG Kal XPWHATIKWY KNABWY mdvw o€ Asleg, ovelpLKEG EMQAVELEG (0E Pl
SlaAekTik oxéon AoylkAG-ocuvalaBriuaTog, Onwg Tnv mpoadlopilel o (Blog

joined by Vlassis Caniaris and Nikos Kessanlis, who had already moved
to the Italian capital, and Yannis Gaitis (who was living in Paris), founded
“Gruppo Sigma"”. It was created more out of a need to join forces, rather than
as an attempt to create a grouping with a clear ideological or theoretical
platform -even though these artists shared many broader concerns and
optimistically experimented with materials and techniques, in an effort
to find their own way, to adapt to an artistic environment that was totally
different compared to their homeland’s, to process and assimilate multiple
novel stimuli, and to broaden their horizons to the movements, orientations
and paths followed by international contemporary art.

In his first compositions created in Rome in 1958, Tsoclis uses cement,
charcoal, marble dust, ashes, soil and acrylic colors. His broad, dark
surfaces that exclude light and allude to minerals (Dark Sun, Scarecrow)
evoke a pessimistic-dramatic mood, amplified by the occasional presence
of red color. Tsoclis remained committed to abstraction in his later work
as well, until 1965: in Ruins of an Ancient City (a unit he had worked on in
Greece in 1960), in Erasure Symbols (where geometric forms are “being
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0 6nuLoLPYOC), OTIC ATMPOCOLOPLOTEG OPYOVIKEC QOPUEC TWY [EYOVOTWY TOL
otadlakd yivovtal TplodldoTateg Kot KataAapfEvouy Tov MPaypaTtikd XWeo.

TG ouvBéaelg mou @uAotexvel o AnuATteNG Kovtdég katd tnv mapauovr
TOL 0TN PWUN, TO XPWHA, TIC MEPLOTOTEPEC POPEC, ATMAWVETAL MAXOPEVOTO
anevBelag anmd To OWANVAPLO OTnNV emEdveld Tou Hovoaud. AvdyAvgol
OXNHUATIOUO-QOPUEG AELKOD KOl HADPOU XPWHATOC SlanmAékovtal PETAED
TOLG, €KADOLY evépyela, dnulovpyoly €va duvaulkd Cwypaelké nedlo-xwpo
METAMAGOEWY KOl HETOOYXNUOTIOMWY, Kal, TOLTOXPOVA, TNV €vTOMWON TNG
EVOTIKTWOOULG YeLpovoplag, TNG avTOUATNG YUXLKAG KATAYPAAG, TNG aévang
K{vnong Kat Tng PeLoTOTNTAG, HE EKKIVNON -OTWG LTIOONAWVEL KAl O YEVIKOG
T{TAOC TNC €vdTNTAC TWv £pywv aLTAC TNG meplddov (MeTaUOPPWOELC-
20vvepa-Bpoxri)- TIG €VWOLEC TNE HETAUOPPWONG Kal TNG AAAXYAC, QAN Kal T
otolxela TN POONG KAl TNV EMEVEPYELX TWV PUOLKWVY Qavopévwy. H olaitepn
evatoBbnola kat n mownTik didotaon tng dnuwovpyiag tou Kovtol, otevd
oLVBEBUEVN HE TIG LPEG, TLG MOLOTNTEG TOU LALKOU Kal TNV EKOPACTLKY dOvaun
NG Xelpovouiag, avadelkvieTal apeadtepa o oxédla tng (Blag meptddov,
SovAgpéva e HOADBLY, TEUTEPEG, XPWHATLOTA Kpayldvla Kal oLk ueAdvn. H
agaipeon Kuplapyel otn 60VAELE TOL KAl KATA TN dLdPKELX TNG O PAUOVIC TOL
oto MNapiot (1961-63), aAA& Kal YUE TNV EMOTPOQPH TOL 0TNV EAAGSa To 1963:

attacked by violent, arbitrary gestures”), in Dominance of the Chance and
Everyday Images (where he combines the structured form, gestural writing
and color spots on smooth, dreamy surfaces in a dialectic relationship
between reason and feeling, according to the artist’s own definition), in
the abstract, organic forms of Incidents, which gradually become three-
dimensional, occupying real space.

In the compositions created by Dimitris Condos during the artist’'s
stay in Rome, thick color is usually spread directly from the tube on the
surface of the canvas. Textured black and white configurations-forms are
intertwined, exhuming energy and creating a dynamic painting field-space
of transformations, while also giving the impression of instinctive gesture,
of automatic mental recording, of perennial movement and fluidity,
inspired -as suggested by the general heading of the works of this period
(Metamorphoses-Clouds-Rain)- by the concepts of transformation and
change, the elements of nature and the impact of natural phenomena.
The particular sensitivity and poetic dimension of Condos’ work, intimately
connected to the textures, the qualities of materials and the expressive
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K®oTtag TodkAng (1930)
0vOeon, 1959
ToWévTo, KApRoLvVa,

AKPLALKS o€ AwdTtoa, 195x130 K.

Ayopd 2002 pe emyopriynon
Tou Ymovpyel{ov Owkovoulag Kat
OLKOVOULKWV

ZuAAoyr] EBvikob Mouoeiov
zOyxpovng Téxvng

Costas Tsoclis (1930)

Composition, 1959

cement, coal,

acrylic on burlap, 195x130 cm
Purchased in 2002 on subsidy by the
Ministry of Economy and Finance
Collection of the National Museum of
Contemporary Art, Athens
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OTLC OuoyevEoelg, OAAA Kal OTLC BLdpopeg EKBOYEC TNG oLVEXODG OMELPOELDOVG
YPAQACG, TWY EAEDBEPWY XELPOVOULAKWY PLBUWY -KUBot (1965), Roman Pictural
(1968), HuepoAdyto (1971).

O Xplotog Kapdg elvat akéun évag véog Cwypdeog mou Tnv mepiodo
oavth (ta xpdévia 1957-64, o KOpLog TOMOC Slapnovig Kal epyaoiag Tov ATav
10 Mapiol) otpépeTal Kal melpapatieTal Ye TNV agaipeon: o Pl OELPd
KOAAGT, @uhotexvnuéva ota TEAN TNG dekaetiag Tou 1950, xpnoipormolel
oxouévec a@loec peE egugav) Ta onuddla TnG @Bopd¢ KoL TNG XPAONG,
oVadELKVOOVTAG TG LYEG, TG XPWHOATIKEG TMOLOTNTEG TOL TLMIWHEVOL XA PTLOV
Kal TNV opydvwaon Tou MPWTOYEVOUG «ETOLUOU» DALKOUD O€ YEWMETPIKEC 1 TILO
EAEVOEPEC UN AVTIKELMEVIKEG OLVOEDELG, EVW O€ L GAAN evdTNTA £PYWVY TOL
TMELPOUATCETAL UE TO XPWHA (AMOKAELOTIKA AELKO Kol HaOpPo), To omolo oTAlEL,
AMAWVEL HE PaPOLA TIVEAQ KAl OMMATOVAEC 1] OKOUN METG Mdvw OTOV PHoLoaud,
dNUOLPYWYTOC OVAYALPEG, QOPEC EMPAVELEG TIOU QPEPOLY TA EKPNKTLKA
QMOTLMIWHATA TNG EAEVOEPNG XELpovopiaG. ZTAdLOKA, TO XPWHA, SLALYEG Kl
Aaunepd, emavépyetal otn Cwypa@lky Tov Kapd: MAAASUEVEG XPWHATLKEG
QOPUEG O aPUOVIKOUG auvduaouolC TPoBAAAoLY oxeddV TpLobldoTaTteg amnd
TO «OKOTELWS XA0G» TIOL TLG TEPLBAAAEL.

To 1960 kot to 1962, e TIC ATOUIKEG TOL €kBEOELG oTnY alBovoa «ApuAGC»
Kal oTto ABnvaikd TexvoAoyikd Ilvotitodto (ATI) avtiotoxa, o Kooupdg

power of gesture, is more pronounced in his sketches from the same period,
created with pencils, tempera, color crayons and Indian ink. Abstraction is
also dominant in the work he created both during his time in Paris (1961-
63) and upon his return to Greece in 1963: in Homogenesis, and in the
various versions of his spiral writing and free-flowing gestural rhythms
-Cubes (1965), Roman Pictural (1968), Calendar (1971).

Christos Caras is another example of a young painter turning to and
experimenting with abstraction during this period (between 1957-1964 he
lived and worked mostly in Paris): in a series of collages created in the late
1950s, he uses torn posters, with evident signs of wear, showcasing their
textures, the chromatic qualities of printed paper and the structure of the
primary, “ready” material in geometric or freer non-objective compositions;
in another unit of works, he experiments with color (exclusively black and
white), with paint being dripped and then spread with broad brushes
and spatulas, or even thrown on the canvas, creating textured, crude
surfaces, that show the explosive signs of free gesturing. Gradually, color,
translucent and bright, returns in the painting of Caras: multiple colorful
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ZeVAKNG KOBLEPWVETAL WG €évag amd TOLG ONUOAVTIKOTEPOUG EKMPOCWTOLG
TNG AVELKOVIKAG Téxvng otnv EAAGSa. H Gnuiovpyla tou, tn dekagtio Tou
1950, akoAoLOs( pla eEeAKTIKA Topela and TNV avanapdotacn o€ oAoEva Kal
MEYOADTEPEC APALPETIKEC DLATUTIWOELG —0€ €pya Blakplvoueva yia Tn Blatdtnta
TOL XPWHATOC KAL TNG XELPOVOU{aC-, yla va 08nyNnOel TEAIK& TNV OAOKANPWTLKN
agaipean, avtiAauBavéuevog tn CWYPAPLKH WG CLOTNHOTOMOLNKEYN OTITLKH
dladikaola mov evepyomnolel yuyikd epebiopata. Ol apnpPnUEVEG CLUVOETELG TOL
dopovvtal Mdvw oTIG apyEG TNG LoopPOTiag KoL Tou puBPOL, TNG YeEWMETPIlag
KoL TWY HaBNPATIKWY. To XPWHO KATEXEL TOV MPWTAPXLKO PpOAO Kol CuXVE
avadelkvieTal Kuplapyo Kal KaBapd, o HEAETNPEVOLE TOVIKOUG aLVELACOVG
Kol OX€0€ELG, O QPHOVIKEC BLATAEELC MAVW OTNY €MMEDN em@veLa.

Tnv mepiobo 1959-1961, xpovoAoyolvTal TA MPWTA aAPnPENUEVA KOAAGT
Kol av&yAvga pe E0A0 Touv Mdvwn Xaivn. O dnuovpydc -o omoilog Eelxe
npwTtootatioel otnv (dpvon Tng Embswpnong Téxvng, mapauévovtag otTn
OUVTOKTIKA TNG Ooddda péxpl To 1957- €mAEyeL TN YEWMPETPKA agaipeon,
Ml emAoyr ov Tov dlagopomotel alodnTkd and dAovg oxeddv toug EAANVEG
ELKAOTIKOUG TOL N TéYvn Toug, auTd Ta XpPévia, Kwel{tal oto mAaiolo TNG
agaipeonc. H avotnpr, opboAoylkri opydvwaorn, ol LoopPoTieg, oL avVTIOTIEELG

forms in harmonious combinations emerge almost three-dimensional from
the “dark chaos” that surrounds them.

Cosmas Xenakis’ solo exhibitions at “Armos” gallery and Athens
Technological Institute - ATl (in 1960 and 1962 respectively) established him
as one of the most important representatives of non-figurative artin Greece.
In the 1950s, his work evolves from representation towards increasingly
abstract compositions -marked by the ferocity of color and gesture- before
Xenakis finally arrived to absolute abstraction, approaching painting as
a systematized visual process that activates mental stimuli. His abstract
compositions build upon the principles of balance and rhythm, geometry
and mathematics. Color plays the most prominent role, often emerging
dominant and clear in sophisticated tonal combinations, associations and
harmonious arrangements on the flat surface.

The first abstract collages and carving reliefs by Yannis Hainis date to
1959-1961. The artist -he played a leading role in the founding of the
magazine Epitheorisi Texhnis (Arts Review) and served as a member of
the magazine’s editorial team until 1957- turned to geometric abstraction,
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KOl OL QVTLITAPABETELG TWY KABAPWY YEWHETPLKWY OXNUATWY KL TWY KaBapwv
XPWHATWY KupLapPXolV OTLC CLVBECELG TOU, YE TNV TaLTOXPOVN HEAETN Kal
dlepedivnon TWY EKPPACTIKWY KAl ONUACLOKWY OXETEWY IOV TIPOKOTITOUY amd
TOULG METAED TOUG CUOYETLOMOUG KAl oLVSLATOUG.

O Xatvng, pagi pe toug Kwota KAovBdto, AnuooBévn Kokkwidn, Kooud
Zevdkn, Mavo Zapaglavdé K.d., ouvykpdtTnoav Tto 1961 TNV «Oudda Téxvng
ao’» Tov €0te0e WG oTOYOoULC TN dnudola mapéufacn kat 6pdaon, Tn cbdvdeon
TNG KOAALTEXVIKAG dnuiovpylag e TG €LPVUTEPEC TMPOODEVTIKEG TOALTLKEG
KL KOWWVIKEG Tpooeyy(oeLg, TNV MOALTIOTIKA avdmntugn, tn 6iddoon Kat TNV
EKAXLKELON TWY TOYXPOVWY BEWPLWV TNE TEXVNE KAL TWY AQNPNHEVWY TAOEWY,
TNV €€olkelwon Ttov HeydAov Kool ' aUTEC OTOV QUOLKO TOL XWPO -£v6G
AQiko0 KowoU, 6TLG ouvolkieg TNG ABrvag Kat Tou Melpatd, aAAd Kot o€ TIOAELG
NG enapxlag mov dev elxe MPOoRaON OTIC HEYAAEC BETULKEG BLOPYAVWITELG Kl
TG a{Bovoeg TWY YKaAepl.

Anoé TG apxég tng dekaetiag Tov 1950 £wg Ta péoa mepinov tng dekaetiog
ToL 1960, 0 apBPSC TwY Cwypdewy, oL omolol oLlkElomoloOVTAL TNV agaipeon
kat apy{Couv va mapovoldlouvv TN SOUAELE TOUG OE QTOULKEG 1 OUABLKEG
eKBE0ELG, BLAPKWG aLEAVETAL (OV KOl Yl TTOAAOUG Ba amoTeAETEL Lo COVTOWN
nepiodo oto épyo Toug): Epvéotog Kdptep (To 1951 €E€Bcoe apnpnuéveg

a choice that separates him from the aesthetic preferences of nearly all
his contemporaries, who had embraced abstract art. The strict, rational
structure, the balances, counterpoints and juxtapositions of clear geometric
shapes and sharp colors dominate his compositions, which also investigate
the expressive and semantic relationships arising from these associations
and patterns.

In 1961, Hainis, joined by Kostas Klouvatos, Dimosthenis Kokkinidis,
Cosmas Xenakis, Panos Sarafianos and others, founded “Omada texhnis
a'” (Art group a’). The group’s goals included the implementation of public
interventions and actions, the connection of artistic creation to broader
progressive policies and social approaches, the advancement of culture,
the dissemination and popularization of contemporary art theories and
abstract trends, and the familiarization of wider audiences with these trends
in their own habitats -the target audiences were everyday people living in
the neighborhoods of Athens and Piraeus or in cities in the periphery, who
did not have access to large institutional events or art galleries.

From the early 1950s until the mid-1960s, the number of painters
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OUVOEOELC ME YEWHETPLKA OYAMOTA KOl KoBApd YPWHATA, SLEPELVWVTAC
TG ox€0oelg CWypaQLKAG-PMoLOLkrG), Zanew Kuptdkn, Mdvva Mepodkn (ot
TMPWTEC aQnPNUEVEG OLVBEDELC TNG, dovAeuéveg ato Mapial, xpovoAoyolvTal
To 1947), Tdkng Mé&pBag (o omoiog aflOMmOLWIVTOAG TNV QPXLTEKTOVLKY TOUL
nodela netpopatiCeTal pe XpNOTIKE LALKE, SOMWVTAG TG OUVOETELG TOL WE
KaTtaokeLaoTIKA avTtiAnyn, 6{vovtag éueacn oTLG LEEG, TO XPWHA OAA& oTnV
aviyvevon tng Tpitng didotaong), MavwAng KaAAwyidvvng, AlAn ApAwTn,
EAévn ZoyyoAomoOAov, Kaitn Avtina, Bépa Xovtlo0un, Nikog Zayivng, Mdavvng
YBopwvog, Xpriotog Ae@dkng, MNwpyog BakaAd, AAknG Meppdkog, Kwotag
Mavidpag, MavteAlc Zayopdpng, EAévn ZEépBa, ZTOPATNG ZTOAUATOTOLAOG,
Mdvvng Mpappatikdénoviog, BaAréplog Karovtong, ldoovag MoAgéong, XpOoa
Pwpavol, ZeAéot MoAvypoviddn, BaoiAng Kumpaiog, ©avdong Zte@dmnovAog,
HAlag AekouvAdkog, Tuwpyog Tovywog, AnuAteng Mepdkidbng, AaviiA
Fovvapidng, Nopa ApxeAdov, MavwAng MnAaddkng, Oupnpog Mewpylddng,
0 apyLTEKTOVAG AnuATteNng datolpog K.&. ‘OAol avtol mapadibouvv épya mouv
KLWoOVTOL O OLOQOPETIKEC TAOELG TNG agaipeonc kKot oL omolec dev elvat
duvatd va opadomoinBolv ot dlakpLTEG uToKaTnyopieG. Tavtdypova, OTLG
ouvBéoelg MOAAWY GAAWY Cwypdowv, TO oTolelo TNG APALPETIKOTNTOG
EMPBAAAETOL, UETAMAGBOVTOC TNV OMTLKA TMPAYMATIKOTNTA ME ML €vTova

embracing abstraction and presenting their work in solo and group
exhibitions was constantly growing (although for many of them, this abstract
period was short-lived): Ernestos Carter (in 1951 he exhibited abstract
compositions with geometric shapes and clear colors, investigating the
relationship between painting and music), Sappho Kyriaki, Gianna Persaki
(her first abstract compositions, created in Paris, are from 1947), Takis
Marthas (who used his background in architecture to experiment with
practical objects, creating compositions marked by their construction-
inspired approach, emphasizing textures, color and the detection of the
third dimension), Manolis Kalliyannis, Lili Arlioti, Eleni Zongolopoulou,
Kaiti Antipa, Vera Choutzoumi, Nikos Sachinis, Yannis Svoronos, Christos
Lefakis, George Vakalo, Alkis Pierrakos, Kostas Paniaras, Pantelis Xarogaris,
Eleni Zerva, Stamatis Stamatopoulos, Yannis Grammatikopoulos, Valerios
Kaloutsis, Jason Molfessis, Chryssa Romanos, Celest Polychroniadi, Vassilis
Kypraios, Thanasis Stefopoulos, Elias Dekoulakos, Giorgos Touyas, Dimitris
Perdikidis, Daniel Gounaridis, Nora Archelaou, Manolis Piladakis, Omiros
Georgiadis, and architect Dimitris Fatouros, among several others,
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Taxkng MapBag (1905-1965)

KukAdbec I, 1959

MAQOTLKSO Kot TOLATIAVL TAvw o€ PEALLOA, 103x87 K.

Awped Yrovpyeiov Nawdeiag

ZuAAoyr EBvikrig MvakoBrikng-Mouvogiov AAeEGvEpoL ZoOTOOL
Takis Marthas (1905-1965)

Cyclades I, 1959

plastic and gauze on styrofoam, 103x87 cm

Donated by the Ministry of Education

National Gallery-Alexandros Soutsos Museum Collection
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Nixog KeooavAng (1930-2004)

Toixog, 1960

MLKT& LALKG o€ povoapd, 131x98 ek.

ZuAAoyr EBvikod Mouvaoeiov Z0yxpovng Téxvng

Nikos Kessanlis (1930-2004)

Wall, 1960

mixed media on canvas, 131x98 cm

Collection of the National Museum of Contemporary Art, Athens

Tolxog, 1961

MLKTA LALKG o€ povoaud, 146,2x114,2x4,5 €K.

ZuAAoyr EBvikod Mouoeiov Z0yyxpovng Téxvng

Wall, 1961

mixed materials on canvas, 146,2x114,2x4,5 cm

Collection of the National Museum of Contemporary Art, Athens
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XPWHATLKA €EmpeolovioTikh ypagr. dualkd, €va otolxelo mov Ba mpémnel va
enmonudvoupe elvat n otpoer MPog TN a@ai{pean MOAAWY VEWY KAl KAAALTEXVWV,
MPOEPYXOUEVWY Tt TOV XWPO TNG ApLoTePAs, evw Baplvouvoag onpaciag ya tn
etk vrodoyxr TG agaipeong otnv EAAGSa Katd tn dekaetia 1960 elval n
dnulovpyla kat n kKataglwan mov Xaipouvy 0To EEWTEPLKO KAAALTEXVEG OTIWCE O
©dvoc¢ Tolykoc oto Mapiol kat ol Oeddwpoc Ztduocg, William Baziotes, George
Constant kat John Xceron, ot ono{ot Bplokovtal otnv alxur Tng npwtonopiag
TWY TAOEWY TNG METATOAEMKAG a@aipeong oTig HIA.

H avavewTik opur, mou avTipudxetal napadoclakéG oguuBAoelg Kat 6pLa,
xapaktnpifet kat TN dnuuovpyla MOAAWY EAAAvwv yAumtwv, péoa amd
TMOAAQMAEG EMIPPOEG, TUVAVTAOELG KAl YOVLUEC OPOUOLWOELG TWY dLdayudTwy
TOL MOVTEPVIOPOD Kol TWV CUYXPOVWY TOUC YAUTITIKWY avalnTAoEwY, aAAd
Kol péoa amd TNV CLOTNUATIKA XPNON LAKKWY (OTWG To PETAAAO) Kol VEWVY
TEXVIKWY, KaBWC Kal Tn dlepedbvnon BeUeEALWOWY MAACTIKWY TPORANUATWY.

To evbLapépov touv AdZapou Aapépa yLa Ttnv agaipeon evtomnileTal ota xpoévia
TWY onovdwv Tov (1932-38) otnv AZKT, evw N mapapovr Tov oto MNapiol (1938-
39) Tov épepe O€ EMAPH ME TA MPWTOMOPLAKA KWAMATA TNG TEXVNG. Ta Xpdvla
1945-48 @uhoteyvel Ta MPWTA apnenuéva YAunmtd Tov, avdueoa ota omola
KoL TN papudpvn abvlean MevtéAn-Avataon (H MevtéAn o ékotaon) xwpic

presented works that followed various trends of abstraction, which
are impossible to group together in distinct subcategories. Meanwhile,
elements of abstract art appear in the compositions of many other artists,
who transformed visual reality through a highly colorful expressionist
writing. Another noteworthy development was the turn to abstraction by
several young people and artists with a background in the political Left.
A catalyst in the positive reception of abstraction in Greece in the 1960s
was also the work and broad recognition enjoyed abroad by artists such as
Thanos Tsingos in Paris and Theodoros Stamos, William Baziotes, George
Constant and John Xceron, all of them at the forefront of the avant-garde
of postwar abstraction in the United States.

The works created by several Greek sculptors also stood out for their
innovative drive, which clashed with traditional conventions and limits,
revealing a multitude of influences, encounters and the fruitful assimilation
of the lessons of modernism and contemporary sculptural investigations,
the systematic use of new materials (e.g. metal) and techniques, and the
investigation of fundamental concerns of the plastic arts.
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Nadapog Napépac (1913-1998)

H MevtéAn oe ékotaon, 1948

Happapo MevtéAng, 48,5x47x12 eK.

ZuAhoyr EBvikrig MwakoBrikng-Movoeiov AAeEGvdpou ZodTooL
Lazaros Lameras (1913-1998)

Penteli in ecstasy, 1948

pentelic marble, 48,5x47x12 cm

National Gallery-Alexandros Soutsos Museum Collection
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omoladATMoTE EEWTEPIKA avapopd oTnv OMTLIKA MpaypaTikéTnTa -n odvbson
nopovoldotnke otnv MaveAAfjvia EkBeon tou 1948 kol oTnv LoTOopLloypagia
TNG VEOEAANVIKAG TEXVNG AVOPEPETOL WG TO «TPWTO» APNPENHUEVO YALTITS TIOL
eKTEONKE 0t Pla enionun dlopydvwaon. MapdAAnAa pe TNV avanoapdotoon,
o Nouépac ouvvéxloe tn dekaetia Tov 1950 TOULG MELPAMUATIOMOUG TOL OTNV
aeaipeon pe KaBOPEG opyavikéG QOPHEG Kal dldTtpnToug dykoug ot METPA,
AELKO N EYXPWHO PAPUAPO, XAAG KOL O€ KATOKOPLUQEC, LETAAALKEG QUTOUOPPEC
OULVBECELG TIOL guMEPLEXOLY TO GTOoLKE(o TNG Kivnong.

To 1951 npayuaTtonolibnke ékBean yAumTwv Tov Henry Moore oto BpeTaviké
YUMBOOALO TNG ABrivag ylax tnv omoia o AyyeAoc¢ [lMpokomiov avépepe 6TL
«€na€e MOAD onNUOVTIKO POAO OTO « EEB&ppPEa» TNG EAANVIKAG YAUTITIKAG KOl
otnv adloTakTn mMpooxwpenor TNG MPOG TN YAUTTIKA agaipeon, KaBWG ATav
n MPWTN @opd mov To eAANVIKS Kowd €RAeme Tn povTEépva YAuTTikr, éxL and
ewToypagieg, aAAd o€ MPpwWTOHTLTIA, XELpOTLAOTA €pyax» (mep. Nésc Mopgéc,
TX. 1, lavoudplog-deBpouvdplog 1962). Ané tn Sekaetia tou 1950, moAAol
EAANVEC YAOTITEG 0BnyolLvTal 0Aoéva KAl O PEYOADTEPEC OXNUATOTOLAOELG,
péoa amd pia évtovn a@alpeTikr dladilkaoia, mMou avadelkviel Ta SOUIKE
XOPAKTNPELOTIKA TwWY cLVBEoEWY TouG XWPIC, woTtdoo, va eyKaTaAselyouvy TN
Hop®n, VW GAAoL, péoa amnd tnv (dla dladikaoia, mayLvouy Tn peTdBach Toug

Lazaros Lamera’s first interest in abstraction developed during his
studies (1932-1938) at ASFA, while his stay in Paris (1938-1939)
brought him in touch with avant-garde movements. He created his first
abstract sculptures in the period 1945-1948. These included his marble
composition Penteli (Penteliin ecstasy), which made noreference to external
visual reality - this composition was presented at the 1948 Panhellenic
Exhibition. In the historiography of modern Greek art it is considered the
“first” abstract sculpture to be formally exhibited in Greece. In the 1950s,
parallel to his representational work, Lameras kept experimenting with
abstraction, working with clear organic forms and drilled volumes of rock,
white and colored marble, as well as with vertical, metallic phytomorphic
compositions that entail the element of movement.

An exhibition presenting sculptures by Henry Moore took place at the
British Council in Athens in 1951. It was an event that, according to Angelos
Prokopiou, “played a very important role in the ‘emboldening’ of Greek
sculpture and its remorseless transition to abstraction, for this was the
first time that the Greek audience came in touch with modern sculpture,
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oTnv agaipean -yLa Toug MEPLOOOTEPOUG amd avTolg N eunelpia kKuplwg Tov
MapLotold, HETA TNV OAOKAPWON Twv omoudwv Ttouvg otnv AZKT, n péviun
gykatdotaon rj n dtapovr Toug, KaTtd SlaoTAUATA, 0TN YAAALKA TpwTeboLTQ
AToV AanoQaoloTIKAG onuaciag. To 1954, o avtodi{baktog TAKLG (BaolAdkNg)
eykaBiotatal oto Mapiol kat Eekwd va HOLAEVEL TA MPWTA TOL AovAolbla
Kal SwidAa. To 1959 otnv ykaAepl «lris Clert» moapouvoldlel payvnTikd Kot
NAEKTPOMOYVNTIKA YAUTITA, OTa Omol{a AMOKPLOTAAAWVOVTOL HEPLKEG amd
TG BAOIKEC OUVIOTWOEG TOL METEMELTA £PYOU TOU. XTa péoa TnG dekaetiag
Tov 1950, votepa and omouvdég oto Mapiol kat To Zav dpavaioko, n XpLoa
(Bapdéa) eykabiotatal otn Néa Yépkn. OL oLuvBETELC He Ta BEAN, TA YPAUMAT
KoL Ta OOMBOAQ, OAAG KoL TQ, MWIHAALOTIKAG avTiAnyng, yoywa KukAabdiTika
BiBA{a amOTLTIVOLY TOUC MPWTOLE MELPAPATIONODE TNG, EVW N XPHON ToL Vé-
ov (YLa mpwTn @opd To 1962) Kal 0 ouVdLAOUOC TOL HE To HETAAAD Ba BLoeL
MLa EVOTNTA YAUTITWY TIOL KOPLUYWVETAL OTLG, UVNUELOKWY dlaoTtdaswy, MUAeC
™™n¢ Times Square (1964-66).

To 1945, pe vnotpogia tTnG YaAAkAG kuB€pvnong, o Kwotag KovAgvtiavdg,
eykaBiotatal oto Mapiol.. Me tn oelpd Twv €pywv ToL Ot AKPOoBATEC, TN
dekaetia Tou 1950, amopoakpUveTal otadlakd amd kdbe avamapAoTATLKA
avagopd. H dnulovpyla tou avayvwpiletal ypriyopa kot To 1957 vnoypdeet

not just in the form of photographs, but in original, tangible works” (Nees
Morfes magazine, issue 1: January-February 1962). By the 1950s, several
Greek sculptors were increasingly incorporating abstract elements in their
compositions, without, however, abandoning form; others, following the
same process of investigation, consolidated their transition to abstraction.
Most of the latter were greatly influenced by the experience of moving
permanently or spending time in European metropolises (mostly Paris)
following their studies at ASFA. In 1954, self-taught artist Takis (Vassilakis)
moved to Paris and started working on his first Flowers and Signals. In
1959, he presented at the Parisian “Iris Clert” gallery his first magnetic
and electromagnetic sculptures that would presage the core elements
of his later work. In the mid-1950s, following her studies in Paris and San
Francisco, Chryssa (Vardea) moved to New York. Her compositions featuring
arrows, letters and symbols, as wells as her minimalist baked-clay tablets
entitled Cycladic Books, reflect her first experimentations. Her use of neon,
firstin 1962, and its combination with metal lead to a unit of sculptures that
would culminate in the monumental The Gates to Times Square (1964-66).
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oupBOAalo pe TN Oldonun «Galerie de France», émouv Ba TMPAYUOATOTOLHOEL
(1962) TNV MPWTN TOU ATOLKH £€KBEGN 0TN YOAALKH pwTeVovaa. Ol BuVaULKEG
YPOUMEG, oL emimedeq eMPAVELEG, TA KAUMOAQ OXAHOTA, N YEWUETPLKA Soun,
n olepebvnon TwWv oxéoewv OANG-WTOG-XWpPov, TAAPoLG-KevoD, kivnong-
Looppotiag, Kupltapyxovy ota yAurmtd tov tn Sekaetia Tov 1960. And T0 1963,
EeKd vampayatonole{ uvnNUELAKG KA{HaKaAG avayALQEC CLVBEDTELG I EAs0BEpQ
yAuntd and atodAl kat oibepo, avoEe(dwTo | Bapuévo, IOV EVTATOOVTOL GTOV
dnudaoio xwpo.

O pévipa eykateotnuévog (amd to 1957) oto Mapiol, Mepdowpog IkAGBOG
oTPEPeTaL TO 1959 amOKAELOTIKE 0TNY agaipeon, MPAYUATWYOVTAG, HEXPL TOV
Eapuiké B4vatd tov (1967) oe nAwkia capdvta Xpévwvy, Eva £pyo LOVASBIKAG
TEXVIKACG, aloONTIKAG Kal MVELPATIKAC LNMOoTAONG. H MPWTN ATOMLKA TOUL
ékBean otnv ykaAep( «Cahiers d’ Art» twv Christian kat Yvonne Zervos To
1961 kat n BpdBevar] Tov, TNV Bla xpovid, he To A’ BpaBeio YALTITIKAC Kal TO
BpaBeio véwv KaAAlTeEXVWY otn B’ MmevdAe Néwv Ttou Maplolol, otddnkav
n ekkivnon tng 61ebvoic avayvwplong kat KataglwoAg Tou. Mablaopévog ue
TNV TEXVIKA, B KaToXLPWOoEL pe dlMAwpa evpeattexviag TNV «TNAEYAUTITIKE»,
XPNOLLOTOLWVTAG QAdYa OELYOVOL Kol aOETIA(VNG yla v ALWVEL Kol va
enegepydletal Ta OKANPA meTpwuata (mopgupltn, ypavitn, yaAalitn)

In 1945, Costas Coulentianos moved to Paris on a French government
scholarship. In his 1950s series The Acrobats he gradually abandoned
all representational references. His work quickly gained recognition, and
in 1957 Coulentianos signed a contract with the renowned “Galerie de
France.” In 1962, he presented there his first solo exhibition in the French
capital. Dynamic lines, flat surfaces, curved figures, geometric structures,
the investigation of the relationship between mater, light and space,
fullness and vacuum, movement and balance, are the major characteristics
of his sculptures from the 1960s. By 1963, he started creating monumental
reliefs or free-standing sculptures, made of steel and stainless or paint-
coated iron, incorporated into public space.

Gerassimos Sklavos moved permanently to Paris in 1957. By 1959 he had
turned entirely to abstraction. By the time of his abrupt death (in 1967)
at the age of 40, he had created works of unique artistic, aesthetic and
spiritual character. His first solo exhibition at the “Cahiers d’ Art” gallery
of Christian and Yvonne Zervos in 1961 and the distinction of winning the
Young Artists Award at the 2nd Biennial for Young Artists in Paris, again in
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Kwotag KovAevTiavog (1918-1995)
AkpoBatng, 1954

a(6epo, 60x38x38 €k.

Costas Coulentianos (1918-1995)
Acrobat, 1954

iron 60x38x38 cm

AkpoBatng, 1954
a(bepo, 160x50x30 k.
Acrobat, 1954

iron, 160x50x30 cm
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Nwpyog ZoyyoAémouvAog (1903-2004)
MovAi, 1957

oldnpog kat xaAkdg, dyog: 1,50 p.

16puua MFewpylov ZoyyoAdmovAov-Apyeio
George Zongolopoulos (1903-2004)
Bird, 1957

iron and bronze, height: 1,50 m

George Zongolopoulos Foundation-Archive
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Fepaoipog ZkAG@pog (1927-1967)
Création nouvelle vers I'espace, 1961
Apxelo Twvn M. Enntépn

TeANbyAeLo 16pupa Texvwv A.M.O.
Gerassimos Sklavos (1927-1967)
Création nouvelle vers 'espace, 1961
Tony P. Spiteris Archive

Teloglion Fine Arts Foundation
Aristotle University of Thessaloniki

Mov TOAAEG QOpEG eMAEYEL. ZTOUG TMAAAOHEVOUG BLOPOPEIKOLG OYKOUG N
OTA YEWMETPIKE MAEypATa Twv oLuvBEoeWwv Tov, aglomolel ToO QWG Kal TNV
EMEVEPYELA TOL TMEVW oTNV VAN, avolyetal oTLG €VWOLEC TOUL TVELUATLKOD Kol
TOUL LMEPROATLKOD, TOU CUUTAVTIKOD KAl TOU UETAPLOLKOD.

Ol ouvBéaoelg tou MWpyov ZoyyoAdmovAov, Tn dekaetia Tov 1960, PE TIC
0EVYOVOKOAANUEVEG, MMPODVTIIveC TAAKEG OlakpivovTal yla Tn oTépEn,
QPXLTEKTOVLKA doun Toug, TNV aglonoinon TN SUVAPLKNAC POPHAC, TLC PLUOULKEG
EVAAAQYEG KOL OUVOPHOYEG Twv OYKwv, Ta uneptomofetnuéva enineda. To
MVNUELaKAG KA{HaKaC (Oyoug 17 W.) odepévio yAuntd otnv {cobo tng AteBvoilg
EkBeong ©eooaAovikng, To 1966, wg oOPBOAO TNG BLOMNXOVIKAG avdmTtuEng
TNG XWPOUC TO METAMOAEUIKA Ypbévia -Kot OAPEPA, EURANUATIKG onuelo
oVOQOPAC TOU AOTLKOD Tom{ov-, MPOKAAETE BLEAAWDEC avTidpdoelg: «OTav
OTAONKE... UE MOAAEC BLUOKOALEC», BuPATOL 0 YAOTITNG, «ApXloe €vag MOAEUOC
@oBepdC... And Tn Beaoalovikn, onkwONKe OA0G 0 KOGHOG va To ByAdAouvve To
“tépag”... Mepikol dvBpwmol Byrkave, o Avdpdvikog, o Anurtpng o datovpog,
0 Kapavtivdg, puotkd, Kot pePLkol AAAOL APYLTEKTOVEG KOl TO UTIOOTAPLEQV».

H otpopr Touv AxAAéa Amnépyn otnv agaipeon ovvodeldetal amd Tn
oLOTNUATIKY Kol €m{rmovn MEAETN TWY HETAAAWY KOl TWYV TEYXVIKWY
enegepyaoiag Toug. OL Ti{tAoL mMov €dwoe ota €pya Tov, OnMwC [MovAld,

1961, secured him international recognition. Passionate about technique, he
patented the method of “telesculpture”, using oxygen flame and acetylene
to melt and process the hard rocks (porphyrite, granite, quartz) he often
used in his work. In the pulsating biomorphic volumes and geometric
matrices of his compositions he employs light and its effect on matter,
while investigating the concepts of the spiritual and transcendental, the
universal and metaphysical.

George Zongolopoulos’ compositions in the 1960s, featuring welded
bronze plates, are distinguished for their solid architectural structure,
the use of dynamic forms, the rhythmic alteration and arrangement of
volumes, and their superimposed levels. His monumental (17m. in height)
iron sculpture placed at the entrance of the Thessaloniki International Fair
in 1966 was a symbol of the country’s postwar industrial development (it
remains to this day an emblematic landmark in the city’s urban landscape)
sparked great controversy: “once it was installed... overcoming many
difficulties”, the sculptor recollected, “a great war ensued... the entire city
was up in arms demanding that the ‘monster’ is taken down... Some people
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AvaBiwaon, MtAon, avo@épovTtoalL oTn @UON Kol O QULUOKE @ALVOUEVQ,
LTOONAWVOVTAG TO €VBLAPEPOY TOL YL TNV MAACTKA anddoon tng kivnong
Kot tnGg MeTaBoArg. Ewg ta péoa tng dekaetiog tou 1970, oL obepévieg
| MNPoUVTIQeC REPYEC, EVWUEVEG METAED TOUC HME OELyovokOAAnon, o€
K&BeTeC, 0plldvTieC Kal Blaywvleg dlaTtdEelg, emPBAAAOLY TPLOBLAOTATEG
TEPLYPOMUMATIKEG, abpéc POpUEC OTOV XWPO. MPOKELTAL Ylo OUVOEOELC UE
€VTOVO OPAUATIKO-UTIOAPELOKS TEPLEXOUEVO, TIOU QVAKOAOUY OTOKOAAUTITIKEG
€lKOVEG KATAOTPOPNG Kal @Bopdc i mapddogouc kabBedplkolg vaolg. Evag
peEY&AOG aplBudg oxediwv «yuxikold avtooyedlaopol» gvéxouv tn Asttovpyla
MPEOOXEOIWY Kal PMEAETWY Yyl TA YALMTA TOL, KOTAdEKVOOVTAG TOV TMLPAVA
NG MAAOTIKAG TOL €KPPOONG. ZUVOALKA, N YAUTITIKA yla Tov Anépyn €yve €va
péoo BLaTiMWoNG TWY 0PAMETWY TOU KL TNG VONTLKAG TOL ox€0NG ME TOv
LDALKS KOOHO Kot heE TN Cwr. O MVELHATLIKOC XWPOC oL dnULoPYNCE LE auTH,
EMEPWTA TNV €vvola KAl Tov 0pLopd tng Cwrg, TNG dnuwovpyiag, TNG TéXVNG,
nPoad{dovTag TNV KAAALTEXVLKH TIPAEN OLAOCOQLKEG BLAOTAOELG.

H petwnikdétnta, n avotnprh akwnola, ot axpunpég anoAngelg, To matyvidt
TWY YPAPUWY, TNG KEVAG @OPUAG KAl TWY eMMEOWY EMPAVELWY, OAAE KOl pLa
aloBnon oknvoypaelkric dldbeong, xapaktnei{Covy Ta apnenuéva YALTTTA TNG
AAEE MuAwva oe oeupriAato olbepo, Baupévo HadpPo, TOU MHPOLOLACTNKAVY

of course, like Andronikos, Dimitris Fatouros, and Karantinos, as well as
some architects openly defended it”.

The turn of Achilleas Apergis to abstraction was followed by his systematic,
painstaking study of metal and metal processing techniques. The names
he gave to his works (Birds, Revival, Flight) refer to nature and natural
phenomena, suggesting an interest in the plastic rendering of movement
and change. By the mid-1970s, his welded iron or bronze rods in horizontal
and diagonal arrangements imposed three-dimensional, contoured, broad
forms in space. These compositions stand out for their intense, dramatic/
existential meaning, evoking apocalyptic images of destruction and decay
or paradoxical cathedrals. A large number of “mental improvisation”
drawings serve as drafts and studies for his sculptures, revealing the core of his
plastic expression. Seen in its entirety, Apergis’ work was a medium for articulating
his visions and his emotional relationship with the material world, and life itself. The
intellectual space he thus created, investigates the meaning and definition of life,
creation and art, assigning philosophical dimensions to artistic practice.

Frontality, strict immobility, sharp endings, the interplay of lines, empty
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otnv MmevdAe tng Bevetiag to 1960. H évtovn gpevvnTikr dldBeon o€ oxéon
pE TNV ag@aipeon Slakpivel Tn SoVAELd TNG Zwow¢ XovTomnmovAov-KovtapdTtou
armd ta TéAn NG SekaeTiog Tou 1950 Kot oAdkANpPN tn dekaetio Tov 1960.
Baolkd tTNG LALKS €lval To oldepo Kal n TEYVIKA TOL XPNOlHoToLel auThH TNG
0ELYOVOKOAANONG. OL OLVBEDELG e Ta LKPA OLdEPEVIa EAGOUATA IOV oLdZouy
va avamntiogovtatl Yopw amnd £vav vontd muprva, Kat, ev ouvexela, ekelveg pe Ta
OQALPLKA 1 WOELBH OXAMOTA HE TIC As(EG EMPAVELEC KaL TNV EALKOELOH AVEALER
TOoLG avalnTolv TIC CLVOPTACELC AVEPETH OTOUG E0WTEPLKODG BLOAOYLKOUG
pPLBHOUC Kal TNV évvola TNG KOOULKAG kivnong.

Ao TIC apyxéc TNS dekaeTiag Tov 1960, o KAéapyxog AoukdmovAog Ba mepdast
oTnv a@ai{peon HE KATOOKELEC MEYAAWY TQLPEAAATWY TOALEDPLKWY OYKWY
OV CLOCWPEDOVTAL | OPYAVWVOVTAL EAEVOEPA KAl OCUUUETPA OTOV XWPO:
ouvBéoelg ALTEG Kal OoTLBapEG, KaBopég Kat duvaulkég mouv emPaAlovrtal
ME TNV auoTNPA LOOPPOTNUEVN KOl OPXLTEKTOVNUEVN QVATMTUER TOULC, KOl
oxet{Covtal dueoa pe TN ALBOSOUA TWY HUKNVATKWY TELXWY Kal TLG MVALEG TOL
EAANVLKOL KOopovL (Tipuve, ATTiKN, KukAwnelo, Akpokoptveoc). MapdAAnAa, ot
apnpenUévec ouvBéaslg Twy lwadvvag ZnnTtépn, Ppdows EvBuulddn-Meveydkn,
AyAatog Avpnepdkn, Koopd Zevdkn, Mwpyouv NikoAatsn, NikéAaov BAaBLavoD,
®\bAaov (TAolma) kat @8dwpov (Manadnuntpiov) cuviotolv evdlapépovoeg

form and smooth surfaces, as well as a sense of scenography, are the major
characteristics of the abstract sculptures created by Alex Mylona using
black-painted hammered iron, that were exhibited at the Venice Biennale
in 1960. The meticulous study of abstraction is a hallmark of the works
created by Sosso Houtopoulou-Kontaratou in the late 1950s and 1960s.
Her main material is iron, her main technique welding. Her compositions
featuring small iron panels that appear to emerge around an imaginary
core and, later, her spherical or smooth-surfaced meandering oval figures,
investigate the connections between internal biological rhythms and the
concept of cosmic movement.

By the early 1960s, Klearchos Loukopoulos had turned to abstraction,
presenting his large-scale wrought polyhedral volumes, either concentrated
or arranged freely and asymmetrically in space: these are austere and
solid compositions, clear and dynamic, that impose themselves with
their strictly balanced and architectural configuration, and are directly
connected to the stonework of Mycenean walls and the memories of the
Hellenic world (Tiryns, Attica, Cyclopean, Acrokorinth). Further interesting
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KAéapyxog NovkoémouAog (1906-1995)
AKpokGptvOoc, 1965

unpovvtlog, 97,5x51x38,5 €K.
ZuAAoyr} EBvikr¢ MvakoOrikng-
Movaei{ov AAeEGVEpOL Zo0TOOL
Klearchos Loukopoulos (1906-1995)
Acrocorinth, 1965

bronze, 97,5x51x38,5 cm

National Gallery-Alexandros Soutsos
Museum Collection

MaAwovpt, 1962

HéTaANO

Zevodoyxeio «=Zevia», MaAlovpl XaAKLOLKAG
orfjpepa oTo MOMus-Movaoeio Z0yxpovng
Téxvng-ZuAAoyég MakebovikoO Movogiou
20yxpovng Téxvng kat Kpatikob Movoeiov
Z0yxpovng Texvng

Paliouri, 1962

metal

“Xenia” hotel, Paliouri Halkidiki,

today at MOMus-Museum of Contemporary
Art-Macedonian Museum of Contemporary
Art and State Museum of Contemporary Art
Collections
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YAUTITIKEG MPOTAOCELG, TA MPWTA ¥povia TNS SekaeTi{og Tov 1960.

H agnpnuévn téxvn Bploketal oto enikevtpo Twv oulnNTAOEWY, MVPOSOTEL
ovVTUTaPaBETElG Kol OUYKPOUOELG o€ aloBnTikd Kal tdeoAoykd eminedo.
Texvokpiteg énwc o AyyeArog Mpokomiov pe Ta Ke{HeVE TOL OTNY €PnuUEP(Ba
H KaBnueptvri, n EAévn BakaAd, o Twvng Inntépng Kot o AAEEavdpog Z06N¢
vnepaoniCovtal TNV apnenuévn Téxvn w¢ tTNY NMAEov cl0YXPOoVN KOXAALTEXVLKH
€kppaon, evw amévavti Toug BplokovTal oL guvTnNENTLKO(, Ol LTIEPOCTILOTEG
NG EAANVIKOTNTOC, aAAG Kal €va LeEYAAO PHEPOC TNG APLOTEPAC, HAPELOTLKAG
dlavénong, n onola MPoKPIVEL YLa PERALOTLKEA TEXVN LE OLUOVLIOTIKS TEPLEXOUEVO
Kot enikevtpo Tov QvBpwmo. O KPLTIKEG Adyog, amd démola MAELPd KL Qv
EKQEPETAL, EPQaVICeTaL EvTOoVa TIPORBANUATLKAC, OTEPOVIEVOC, TLG MEPLOCOTEPEG
QOPEC, MLAC OLYKPOTNMEVNG BEWPNTIKAG KATAPTIONG, HE aLoBNTIKA KpLThpLa
Slapopewpéva amd L6E0AOYLKEG, TIOALTIKEG 1 MTPOOWTILKEG ETILAOYEC TOU KABE
TEXVOKPITN, €Vvw, MAPEAANAa, avadvetal To Kplowwo TATNUA Twv OYXETEWV
olyxpovnNg TEXVNG Kal «EAANVIKOTNTOC». ZTLC OeA(BeC TOL TEPLOBLKOD Zuyd¢
IOV MPWTOKLKAO@SOPNOoE To 1955, dnuoaiebbnke (tx. 5-8, 1956) pla peYAAn
€peuva, otnv omola onuavtikol EAAnveg dnuiovpyol (Avtwwng Zwyog, Nikog
Xatlnkupldkog-Fkikag, Avdopéac Mewpylddng, A. Tdooog, MixdAng Téumpocg,
Xprotog KanpdAog, AAékog KovtémovAog, EvBOUNG Mamadnuntpiov, Mdvvng

sculptural compositions from the early 1960s include the abstract works
by loanna Spiteri, Frosso Efthymiadi-Menegaki, Aglaia Lyberaki, Cosmas
Xenakis, Giorgos Nikolaidis, Nikolaos Vlavianos, Philolaos (Tloupas) and
Theodoros (Papadimitriou).

Abstract art sparked both aesthetic and ideological debates, disputes
and confrontations. Art critics such as Angelos Prokopiou, who wrote for
the daily | Kathimerini, Eleni Vakalo, Tony Spiteris and Alexander Xydis
defended abstract art as the most contemporary art movement of the time,
while the opposite camp consisted of the conservatives, who defended the
approach of Greekness, but also of a substantial part of leftist, Marxist
intellectuals, who endorsed artistic realism and humanism. Both camps’
criticism appears highly problematic, since it was typically devoid of any
coherent theoretical background and employed aesthetic criteria shaped
by the ideological, political or personal choices of each individual art
critic, while also touching on the crucial issue of the relationship between
contemporary art and “Greekness”. Zygos magazine, founded in 1955,
published (issue 5-8, 1956) an extensive review, in which prominent Greek
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Toapolxng, Znopog Baowielov, Badow Katpdkn, MeplkAric Buldavtiog, Nikog
EyyovémnovAog, AdCapog Aapépag, KAEapyxoG AoUKOMOLAOG) KOAOLVTAV va
AMAVTACOLY OE £VaA EPWTNMO LE ATUPE(C CLUVIOTAPEVEC: «YTIdPYOLY KOWd onuela
EMOQAG TNG HOVTEPVAG TEXVNG HE TO LBEWDBEG TNG EAANVIKAG TEXVNG;». AKOUN
BeBaiwg To dvolypa oTa véa pebATA KAl N agnenuévn téxvn oulnTlodvTay UE
duomoTtia.

H moAeuikry Tou aplotepol MNwpyov Metpry otnv aenpnuévn téxvn elval
QMOKAALTITLKA. ZTLG KPLTIKEG TOL 0TNY Avyr KoL oTnNv Embepnon TExvng (mov
elxe 1dpuvBel 10 1954) otpégeTal evavtiov TnG agaipeong, Oswpwvtag 6TL avTH
EKQPATeL TN QuyA amd TNV MPAYUATIKOTNTA, £(val Lo TEYVN UTIOKELMEVLKE Kal
QOPUOALOTIKH, ML TEXVN QVTIKOWWVLKY TOL amevBiveTal 0TNY «eA{T», M
TéYVN TNG GLYNAC TOL KATEANEE 0 «YuyPr akadnuio» Kal «gupUd», Yla TEXVN
KNOEVLIOTIKN TIOL AMOTUTWVYEL TNV MAPAKI TOL A0 TIKOV MOALTIONOD Kal apve{Tatl
Tov olyXpovo GvBpwmo Kal Ta MPORBAAMATA TOU, Hla TEXVN ATOKOMUEVN Qo
TO MAQTU KOWG, anokdNUA Twv KOOGUOTOA{TIKWY KOKAWY TNG AOONG, Hia TEXVN
OmomTN Kal KATeLOLVOUEVN A TNV MOALTLOTLKH, UMEPLAALOTIKY TOALTLKA
Twv HOA. Ztov avtinoda pwag Tétowag mpooéyylong, Bplokovtal ekeivol
mov TPORAAAOLY TNV aaipeon WG eKOAAWGCN TNG ATOMLKAG KOAALTEXVLKAG

artists (Antonis Sohos, Nikos Hadjikyriakos-Ghikas, Andreas Georgiadis, A.
Tassos, Michael Tombros, Christos Capralos, Alekos Kontopoulos, Eftimis
Papadimitriou, Yannis Tsarouchis, Spyros Vassiliou, Vasso Katraki, Pericles
Byzantios, Nikos Engonopoulos, Lazaros Lameras, Klearchos Loukopoulos)
were invited to answer a specific question: “Is there any common ground
between modern art and the ideal of Greek art?” At the time, new art
movements and abstraction were still treated with skepticism.
Thearguments deployed againstabstractart by the leftist polemic Giorgos
Petris is telling. In his articles for the daily Avgi and Epitheorisi Technis
magazine (the latter was founded in 1954), he attacks abstraction, arguing
that it expresses an escape from reality, is a subjective and formalistic art,
an antisocial kind of art addressed to the “elites”, an escapist art that had
decayedinto “cold academicism” and the “mainstream”, a nihilistic art that
reflected the decadence of bourgeois culture and denied the modern man
and his problems, an art separated from the wider audience, a figment of
western cosmopolitan circles, a suspicious art spearheaded by the cultural
imperialism of the United States. Opposing this approach were critics who
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eAevBeplag Tov GUTLKOD KOGUOL AVTLMTAPABETOVTAC TNV OTOV OAOKANPWTLOUS
NG ZoBleTikii¢ Evwong KoL TOV OTPATEVUEVO OCOCLOALOTIKO PEQALGUO.
Tavtdyxpova, Ol LMEPAOTLOTEC TNG TOVLOV TOV EMOVOOTATIKO Kal Oledvr
XAPOKTAPO TNG QVELKOVLKAG TEXVNG, O OmMo{0C QaVTOVOKAOVOE, TEPLOOOTEPO
and k&Be AAAN poper téxvng, To Mvedpa TnG €noxrig, Tnv MPdoAnyn Kot Thv
anotinwon €vég Tapaypévou KOOUOoL, Twv TMPORANUATWY Kol Tng olyxuong,
TWY dLYAOUWY, TWY SIANUUATWY Kal Twvy @6Bwv Tou clyxpovou avepwrov,
KaBwWC KAl TNV mopouoiaon Jlag vEaC MPAYUATIKOTNTAG, TO AVOLYHO O€ VEOULG
AYVWoToLC KOOUOLC, OTOV HLKPOKOOUO KOl TOV JOKPOKOOO, O cLVAPTNON HE
TO EMTEVYUATA OTO EMOTNUOVIKO MES{0.

Ta &éva woTitolTa, Onwe¢ n EAAnvoouepikaviki Evwon, To BpeTtavikd
2UPBOOALO Kal TO MaXAALKS IvoTitolTo, aAAd Kol véeG yKaAep( Kal aiBovoeg
TéXvng mou Wplovtal tnv meplodo avth, ONwWG o «Zuydc» (1956), ol «Néeg
Mop@éc» (1959), to ABnvaikd TexvoAoylkd Ivotitodto (ATI, 1959) ToOUL
Kwvotavtivov AogLddn, kabwg kot n Makedovikry KaAAitexvikry Etaipeia
«Téxvn» tTNG OcaoaAovikng (1951) @lAoEevolv ekBéaelc apnpnuévng Téxvng.
EWdikéTtepa ol «Néeg Mopeéc», Ta MPWTA Ypovia TNG Asttovpylog TOULC,
npocavaTtoAi{fovtal otnv napovcioon vEWY KAAALTEXVWV TIOL KLVOoUVTAL GTOV
XWpPo TNG agaipeong A afLlomoLloly PLO APALPETIKA-EEMPECLOVIOTIKY YpaeH -0

portrayed abstraction as a manifestation of the individual artistic freedom
in the western world, juxtaposing this with Soviet authoritarianism and
militant socialist realism. Its supporters also highlighted the revolutionary
and international character of non-figurative art, which reflected, more
than any other art form, the spirit of the time, the perception and rendering
of a world in upheaval, the problems of confusion and polarization, the
dilemmas and fears of modern man, as well as the presentation of a
new reality, the opening up to novel, unknown worlds, the micro- and
macrocosm, in alignment with scientific achievements.

Foreign institutes, including the Hellenic American Union, the British
Council and the French Institute, new art galleries, such as “Zygos” (1956),
“Nees Morfes” (1959) and the Athens Technological Institute (1959) of
Konstantinos Doxiadis, as well as the Macedonian Art Society “Techni” in
Thessaloniki (1951), hosted exhibitions of abstract art. Specifically, “Nees
Morfes”, in its first years, focused on showcasing the work of young artists
who had espoused abstraction or an abstract-expressionist style. Angelos
Prokopiou was the managing editor of the short-lived Nees Morfes magazine
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NaCapog Aapépag, Mwuaric, 1950

Evapktripta opadikn ékBeon, AiBovoa Téxvng «Néeg Mopeéc» (NoéuBplog 1959)
pwToypagia: Apxelo lvotitodtouv Z0yxpovng EAANVIKAG Téxvng-iset

Lazaros Lameras, Moses, 1950

Inaugural group exhibition, “Nees Morfes” Gallery (November 1959)

photo: Contemporary Greek Art Institute-iset Archive
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Ayyehog Mpokomiov vnrip&e devBuvTrg Tou BpaxOiBLov opdTLTAOL MEPLOGLKOD
mov €££0woe N YKaAep(, aAA& Kol KAAALTEXVIKOG TNG COUPOVAOG PEXPL To 1963.
ALlEBVWIC avayvwplopévol Texvokpiteg divouv SlaAéEelc atnv ABriva yla tn
o0yxpovn TéXvn, EVW N EKMPOoWTNCN TNG EAAASAC 08 ONUAVTIKEC SLOPYAVWOELG
TOL €EWTEPLKOD YIVETAL TILO CLOTNUATIKY. Oa TPEMEL VA EMONUAVOVPE OTL YA
TIC BLOPYAVWOELC AUTEC €MAEYOVTOL KOL KOAALTEXVEG Twv omoiwv To épyo
Kwel{tat otov xwpo tne agaipeons, dlao@aAilovTtag (ME aUTEG TIG ETILAOYEG)
TNV napovciaon €vdg TMo oOYXPOVOL TMPOCWIOL TNG €AANVIKAG TEXVNG OTN
dLedbvr) oknvry. TNV MmevdAe tov Zdo Moo (1953) cuppeTéxouvv o MNdvvng
rattng kat o AAéko¢ KovtdémovAo¢ (o omolo¢ Ba ouppeTdoxel otnv (Bla
dlopydvwon 1o 1955, kepdi{Covtag apyvpd HETAAALO, Kal To 1957 padll ue tov
Médvvn ZmupodmnovAo), o Mdvvng ZnupdnovAog malpvel HEPOC KoL oTNY MMLevAAe
NG AAeEdvbpelag (1955), vy otnv MmevaAe tng Bevet{ag oLMPETEXOLY OL
Mdavvng ZnupodnovAocg, AAékoc KovtdnovAog, AdCapog Aauépag kat AAeE MuAwva
(1960), Kwhotag KovAevtiawdg kat Mwpyog ZoyyoAdmovAog (1964), kot KAEapyog
NoLKOTIOVAOG (1966). ZTNV €kBeon ZUyxpovn EAAnvikr Téxvn (1958), tnv onola
dlopydvwoe n EAANvoapepkavikr Evwon kot meplddevoe o€ dLa@opeg MOAELS TWV
HIMA, avdueoa 0TOUG CUUUETEXOVTEG OUVOVTAE TouG Mdvvn ZnupdmovAo, AAEKO
KovtdémouvAo, MNdvvn MaATtédo kat Tdkn Mapba. To 1961, n Evwon TEXVOKPLTWY TOU

published by the gallery and served as artadvisorthere until 1963. Moreover,
internationally acclaimed art critics gave lectures on contemporary art in
Athens, while Greece was now regularly represented in important events
abroad. We should note at this point, that the artists selected to represent
Greece in those events were all following abstraction, thereby ensuring that
a more modern face of Greek art was presented on the international stage.
Yannis Gaitis and Alekos Kontopoulos took part in the Sao Paulo Biennial in
1953 (the latter would participate in the same event both in 1955, when
he won the silver medal, and in 1957 along with Jannis Spyropoulos),
while Jannis Spyropoulos participated in the Alexandria Biennale in 1955,
and Jannis Spyropoulos, Alekos Kontopoulos, Lazaros Lameras and Alex
Mylona (1960), Costas Coulentianos and George Zongolopoulos (1964)
and Klearchos Loukopoulos (1966) took part in the Venice Biennale, all of
them exhibiting abstract works. Among the participants in the exhibition
Contemporary Greek Art (1958), which was organized by the Hellenic
American Union and went on tour in various US cities, participating artists
included Jannis Spyropoulos, Alekos Kontopoulos, Yannis Maltezos, and
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EAANVIKoL TuApatog tng AICA opydvwoe oslpd oAy 6to Movoe(o Mmevdkn e
Béua TN oOyxpovn TEXVN, TIC apeTnPleg Kat TI¢ dldgopeg Tdoelg TN agaipeong.

H MaveAArivia KaAAttexvikry EkBeon tov 1960, oto Zamnelo Méyapo, €xel
Kataypa@el we n «enionun» mpwTn TN agaipeanc otnv eAANVLKY TéXvn, 01N
onUavTIKOTEPN KPATLKA BEOUIKA KAAALTEXVIKA dlopydvwon. O nmpdedpog TNng
KPLTIKAG €MLTPOMAG Yl TNV amodox Twv £€pywv, Lwypdeog, kaBnynthg otnv
AZKT kot akadnuaikég OuvuBéptoc Apyupdg, tévile otov mpdAoyd TOL OTOV
KatdAoyo tng €kBeong 6Tl n «pdvn 066¢ Hla TNV Emttponrv Ato n anoAAayn
and nAong MPOKATAARWYEWG I TMPOCWIIKWY AMOPEWY £vavTlL TWY Slaedpwv
TAOEWY TNG TEXVNG». Mevikn mapadoxry anoteAodoe, wWoTdoo, OTL TO MVELUQA
OV EMKPAETNOE GTUMO OTLG oLVEDSPLATELG TNG emTpomiG ATav ekelvo TNG
apolBaiag LMOXWPENTIKOTNTAG KAl TNG «oudpax{ag Twy 800 dKkpwv»: Ta PEAN
ekelva TMOU E€KMPOOWTOVOAYV CUVTNPNTIKOTEPEG AVTIAAYELG Ogv TMpPOBaAav
«B€TO» ,TNPWVYVTAC aveKTKY OTAOn otnv emAoy £pywv a@npnuévng
Téyvng, a&Lvovtag To avtiotolyo and ta PEAN ekE(va TOL ATOV CUPMABWG
dlakel{ueva ge «vewTePLKE» pedUATA TNG TEXVNG. ZOPOWVA HE OTATLOTIKE
otolyela mMov BnuUooLEDTNKAV OTO MEPLOGLIKO O Tayvbpduoc (28 OktwRpiov
1960), Ta «mMapaocTaTIKE» €pya TNG MaveAAAviag KAAumtav mocoatd 65%,
To «a@nenuéva» mocooTtd 20% Kal TA «NUL-TAPAOTATIKE» T0000Té 15%.

Takis Marthas. In 1961, the Greek branch of the International Association
of Art Critics organized a series of lectures on contemporary art and the
origins and trends of abstraction at the Benaki Museum.

The Panhellenic Art Exhibition heldin 1960 at Zappeion is considered as the
“official premiere” of abstraction in the Greek arts at the most prestigious
institutional artistic event in the country. In his foreword to the exhibition’s
catalogue, the chairman of the jurors’ panel, academic Umvertos Argyros,
a professor at ASFA, pointed out that the “only option for the Committee
was to rid itself of every bias or personal opinion concerning the various
art trends”. But it was common knowledge at the time, that the spirit in
the jurors’ debates was one of mutual compromise, marked by an “alliance
between the two extremes”: members representing more conservative
views tolerated and did not “veto” the selection of abstract works, while
demanding the same from jurors more sympathetic towards “modernist”
art currents. According to a report in O Tahydromos magazine (28 October
1960), “representational” works accounted for 65% of the works exhibited,
“abstract” works for 20% and “semi-representational” works for 15%. The
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Ta (dla oTaToTikd otolxela dnuoatebovtal Kot otnv epnuepida Ta Néa (25
NoepBplov 1960), pe tn damiotwon dUwG 6TL TA TOCOCTA ALTE AVATPEMOVTAV
OTOUG VEOUG KAAATEXVEG: 60% «apnpnuéva», 20% «nNUL-MAPOCTATIKA» KOl
20% «MAPAOTATIKE» €pya. ZTO TUHAMA TNG CWYPAPLKAG, N obvBeon Tou AAéKOL
KovtdémovAov Asttovpyoloe, kKatd Kdamolov Tpomno, w¢ onuelo avagopdg yla
ToLC CWYPAYPOoLE, Kol olaitepa TOLG VEOLC, TMOL N BOLAELE TOLC KlwolvTav
otoug dpdpovg TG agaipeonc. H ovppetoxy tou TNV Bla ypovid, padi
pME Tov lMdvvn ZmupdmovAo, otnv MmievdAe tng Bevetiag pe a@npnuéveg
OLVBECELG, KOBWG KOl N EUMOPLKA KoL KOAALTEXVLKH Toug emituy{a gg avthy,
dnuiovpyoloav éva €vvoikd KA{Ua Kol GuvETEWVAY KaBopLloTikd otny emBoAr
TWVY MPWTOMOPLAKWY TAoEWY 0TNY AANVIKY TéXvN. OL avalnTtroelc oTa épya
TWvV TAkn Mapba, Xpovoag Pwuavod, Xpriotouv Aepdkn, MavteArn Zayopdpn,
Nikov Zayxivn, Mdvvn ZBopwvov, EAévNG ZoyyoAomoUAov K.d., dAA& Kupilwg
n XElpovoplakry €vtaon, N VAKOTNTA KOl N EKQOPAOTLKA avTinoapdbean Tov
AEVKOD Kal Tou Hadpov OTIC cuvBéoelg tov MNdvvn MaATECOL, Ol YUYWUEVEC
enupdveleg touv BAdon Kavidpn kat ot ouvBéoelg Twv Anuitpn Kovtol, Kwota
TodkAn kot Xplotov Kapd, ekmpoownoloay TLC VEEC EKQPPAOTTIKEC SUVATATNTEC
KOL TIELPOUATIONOOG, avTIKATOMTPLLOV TNV avdyKn avavéwang tng EAANVLKAG
Téyvnc. To (6o «altnua» cvuvoYPLZav Kal 0TO TUARHA TNEG YAUTITIKAG Ol aLYUNPEG

same numbers were also published in the daily Ta Nea (25 November 1960),
accompanied by the observation, however, that the percentages were
reversed among young artists: the count in that group was 60% “abstract”,
20% “semi-representational” and 20% “representational”. In the paintings
section of the exhibition, the composition by Alekos Kontopoulos was a
reference pointforpainters, particularly youngerones, following abstraction.
Kontopoulos’ participation that same year with Jannis Spyropoulos in the
Venice Biennale with abstract compositions, coupled by the commercial
and artistic success their works met there, crucially contributed to the
positive climate and establishment of avant-garde trends in Greek art.
The works of Takis Marthas, Chryssa Romanos, Christos Lefakis, Pantelis
Xarogaris, Nikos Sachinis, Yannis Svoronos, Eleni Zongolopoulou and
others, and, above all, the gestural intensity, materiality and expressive
juxtaposition of black and white in the compositions of Yannis Maltezos,
the plastered surfaces of Vlassis Caniaris, and the compositions of Dimitris
Condos, Costas Tsoclis and Christos Caras, embodied emerging expressive
capacities and experimentations and reflected the demand for renewal in
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eninedec @éppeG TNG AAEE MULAWVA, OL EKTWAEELC TWY OBEPEVIWY PAROWY
Tov AXIAAEQ AmEPYN Kal oL a@nPnPEVEG OUVBEDELG TNG ZWOWG XouTOTMoVAOU,
ATMEVOVTL 0€ YAUTITA BOVAEUEVA OE TUTILKG PEAALOTIKO-aKadnuaiké mAalolo mov
MPOXWPEOVOAV O OYXNUATOMOLOELC KL AMAOTIOLACELS TNG avBpwmmvng HopPrG.

O Mapivog KaAAlydg ektinoloe OTL N OLYKEKPLUEVN MaveAAAvia oTtdOnke
N aAPOPUN va AMOTUNIWOEl TO «@OVVTWHA TOU EVOLAPEPOVTOC TWY VEWVY Kl
MAAALOTEPWY KAAALTEXVWY YLO TNV a@nEenUévn KL avelkovik téxvn» (€¢. To
Briua, 1 lavovapiov 1961) O AyyeAog Mpokomiov pe evBovolaoud tévle: «ZTO
oTPATOMEDO TWY aPnPNUEVWY TVEEL 0 AVEOG TNG BLTIKAG TéXvng Tou 1960.
E6W, n eAAnvikA téxvn ovyxpoviletal pe Ta dHLeBvr peOUATA MOV EMLKPATOOY
otn MmevdAe tng Bevetiag, tou Zdo MaoAo kal TwWv ekBECEWY TNG AUEPLKAG
Kot TnG Evpwnng» (e9. H KaBnueptvr, 11 NoguBpiov 1960). Katd tnv ektiunon
TOoL, N agaipeon €tewve va anoteAéosl il He0TEPN «OPNOKELTIKOTNTA»
otnv eAAnvk téxvn. H EAévn BakaAd, pe tn oepd TNG, LNoypduple 6TL n
amodoxn €pywv aenpnuévng TEXVNG €E€ppale «emofuwsg pia katdotaon,
emBeBANUEVN BN €K Twv MpayudTwv» (9. Ta Néa, 4 NoeuBplov 1960). H
agaipeon amnoteAolOg, MAEOY, ULO «VOULUN» éK@paon otnv omola Ba émpene
va AELTOLPYOLY KpLtripla agloAdynong Kat Tagvéunong, énwe yla KABe AAAn
popor téxvng. O Xpvoavbog Xpriotou (ue agopurh Ta apnpenuéva Cwypaelkd

Greek art. In sculpture, that same “demand” was encapsulated in the sharp
forms in the works of Alex Mylona, the surging iron rods of Achilleas Apergis
and the abstract compositions of Sosso Houtopoulou, which diverged from
sculptures that followed a formal, realistic-academic style, with formations
and simplifications of the human figure.

Marinos Kalligas has argued that this Panhellenic exhibition caused an
“outburst of interest in both younger and older artists for abstract and non-
figurative art” (newspaper To Vima, 1 January 1961). Angelos Prokopiou
enthusiastically pronounced: “The wind of 1960 western art blows in the
camp of the abstract works. Here, Greek art is aligned with the international
currents prevailing in the Biennials of Venice and Sao Paulo, and in the
exhibitions organized in America and Europe” (newspaper | Kathimerini,
11 November 1960). In his view, abstraction tended to become a second
“religiousness” in Greek art. Eleni Vakalo pointed out that the acceptance
of works of abstract art by the jurors only gave “official recognition to facts
on the ground” (newspaper Ta Nea, 4 November 1960). Abstraction was
by now a “legitimate” art-form, where evaluative and taxonomical criteria
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Zwow XovtomovAov-Kovtapatov (1923-1984)
Xwplic TitAo, apxéc dekaetiog 1960
0ELYOVOKOAANUEVO al(bepo

owToypagia: Apxelo lvotitodTtou

T0yxpovng EAAnVIkrg Téxvng-iset

Sosso Houtopoulou-Kontaratou (1923-1984)
Untitled, early 1960s

welded iron

photo: Contemporary

Greek Art Institute- iset Archive

EAKTIKN Kivnotg, 1964
0ELYOVOKOAANUEVO a(Bepo, 47x59x37 €K.
owToypagia: Apxelo lvotitodTtou
0yxpovng EAANVIKAG Téxvng-iset
Elastic Movement, 1964

welded iron, 47x59x37 cm

photo: Contemporary Greek Art Institute-
iset Archive
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€pya mouv mapovcldoTnkav otnv MaveAAAvia tov 1963) eixe emyelpAoeL L
MPWTN Mpoomnddela KaTaypa@iG TWY MPOTACEWY TWY EAAAVWY KAAALTEXVWY,
evtomnifovtag 600 kuplapxeg TAoelg. H mpwtn mpooavatoAllédtav otnv
«APXLTEKTOVIKA» Sopr, TNV woppomnnuévn dpbpwon Twv oxNUETWY Kot TNV
€AeVBePN Slampayudtevon Tov XpWHaAToC. H debdtepn otnv évtaon tng Rlawng
KOl EVOTIKTWE0ULC yelpovoulag Kat tn dnuiovpyia gvéc duvapikod xwpeou. H
VALKOTNTA TOL XPWHATOC, O MELPAUATIONOC O TEXVIKEC Kal N XprAon véwv
LDALKWY ATOV T KOwd-gvomolnTikéd otolxela Twv 800 Tdoewv.

MopdAAnAa, HE TN CUPUETOXH TOLG oTnv MaveAAfvia tov 1960, ol Kwaotag
TodkAng, AnuATteng Kovtdg kat Xplotog Kapdc mapovoldlouv ta €pya TOUG
oe kowr] ékBean oto ATI (n omnola peTaPEPONKE OTN CLVEXELD OTNY «TExVN»
NG ©cooaAovikng) 6{vovTag To €vavaua, aKOUN UL POPA, YL L EKTETAUEYN
oulATNON YA TO MEPLEXOUEVO KOL TIC alaONTIKEC aElec TNC apaipeanc, Tov Tpdmo
npdoAnyng Kat Tnv umodoxh TN amd €va kowd, OxL Wolaitepa EolkeLWUEVO.
MoapdAo, mov cOPEWYVA PE TOv Z08n elxe (dn dlapopewdel «ua gvpvTEPN
ouveldnon yla tnv agnenuévn Téxvn» and peydio PEPOG TNG KPLTLKAG Kot O)L
MOV, N €KBEON ALTH TWY TPLWY VEWY CWYPAPWY amd To eEWTEPLKS «@dvnKe oa
MEMOVWHEVN EKOAAWON TIOL AVTIMETWMLOE £XBpdTNTa Kal adlagopia, mapd TNV
moldTNTa Tw £pywv TG, (0WC YT AVTLTIPOCWTEVE TLG TILO MPOCPATEG TAOELC

should also apply, as was the case with every other art. Chrysanthos
Christou (on account of the abstract paintings presented in the 1963
Panhellenic exhibition), had attempted a first evaluation of the proposals of
Greek artists, identifying two major trends. The first was oriented towards
“architectural” structure, focusing on the balanced articulation of figures
and the free negotiation of color. The second veered towards the intensity
of the fierce and instinctive gesture and the creation of dynamic space.
The materiality of color, technique experimentations and the use of novel
materials were the shared unifying elements of the two trends.

Parallel to their participation in the 1960 Panhellenic, Costas Tsoclis,
Dimitris Condos and Christos Caras presented their works in a common
exhibition at ATI (later moved to “Techni” in Thessaloniki), sparking once
again an intense debate on the content and aesthetic values of abstraction,
its manner of perception and its reception by an audience that was not
particularly familiar with it. Even though, according to Xydis, there had
already emerged a “broader appreciation of abstract art” in the ranks of
critics and laypeople alike, this exhibition by the three young painters

60

NG nmoplownic agaipeonc» (nep. Oduata Xwpov kat Texvwy, TX. 3, 1972). H
EAévn BakoAd emeoruave OTL N onuavTikéTeEPn Kol yevikdtepn onpacia tng
ékBeong, mMépa TIC OMOLEC MPOOWTILKEG KATELOBVVOELC Kol avalnNTHOEL Twv
TPLWY dnUIovPYWY, cLV(oTATO OTO OTL £QePVE TO ABNVATKO Kowd MOAD KovTd
OTIG OUYXPOVEG TACELC TNG TEXVNG, OTA «TMPOBAAUATA» TOL AMACXOAODCOV
TOUG VEBTEPOULG KAAALTEXVEG OTa PeEYAAa evpwnaikd kévipa (. Ta Néa,
26 NoegpBplov 1960). Katd tn didpkela tnG €kBeong, o KovtdmovAog €6woe
SLEAEEN pe B€pa TNV Agaipeon -o KovtdmnovAog npwtootatoloe otn dlddoon
NG apnpenuévng téyxvng otnv EAAGSa Kol yevikdétepa SladpapdTtioe evepyod
POAO OTNV LIEPAOTILON KAl TNV TPOROAN TWVY VEWY KAAALTEXVWVY oL omo{ol Tov
Bewpoloav ouvepydTn Kat oOUBOLAS TOUG.

Ztnv MaveAAvia €kBeon tov 1965, o AAéEavdog Z06nG vmoAdyle 6TL Ta
pLod mepinov €pya avhAkav «oTnY a@nenuévn téxvn Ue TNV gvpldTaTn évvola
™NG». ZOPEWvVaA Ue Ta 6oa LNOOTAPLLE, «UETA TOV KOPEOUS TWV EKQPPOTTIKWY
duvatotATWY NG KaBapd MaPACTATIKAG TEXVNG», N aenenuévn TéXvN
TMPOCEPEPE «€va KAvoUPLo @AoHa duvaToTATWY Kal “e€v Suvdpel” AODCEWV
TIOL 0 KABE KAAALTEXVNG UMOPE( va TIC €PEVVACEL, va TG AVATTOEEL, VA TIC
QVOTPEYEL, VA TG AVTLKOTOOTAOEL, Womov va eneEepyaotel ekelvn mov Tov
ndel KaAOTEpa». H agaipeon, dAAwaoTe, €6lve Kal éva SLa@opeTké oTiyua,

who had moved abroad “appeared as an isolated event, met with hostility
and indifference, despite the quality of the works, possibly because it
represented the most recent trends of Parisian abstraction” (magazine
Themata Chorou ke Technon, issue. 3, 1972). Eleni Vakalo noted that the
most important overall significance of the exhibition -beyond the personal
directions and investigations of the three artists- consisted in the fact that
it brought the Athenian audience very close to contemporary trends and
the “concerns” of younger artists in major European cities (newspaper Ta
Nea, 26 November 1960). During the exhibition, Kontopoulos gave a lecture
on abstraction -he was a leading figure in the propagation of abstract art
in Greece and, more generally, played an active role in defending and
promoting young artists, who saw him as a partner and mentor.
Alexander Xydis estimated that roughly half of the works exhibited in
the 1965 Panhellenic belonged “to abstract art, in the wider sense of the
term”. He argued that “following the saturation of the expressive capacities
of strictly representational art”, abstract art offered “a new range of
possibilities and ‘potential’ solutions, that each artist could investigate,
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KATEYPAPE TO MEPATUA TNG EAANVLKAG TEXVNG «amd TNV €MoX TNG €BVIKAC TNG
ouveldntornoinong oe plav emoxry émov naipvel Tn BEon TNG oTNV TLO COYYPOVN
Téxvn, dnAadr 6oL Ta EKEPACTIKE MPORAARHATA IOV ATMATYOAOVUY TOLG QOPE(C
NG 6¢ev elval ma KaBapd Tomkd, EAANVIKE, dAAG N EAANVIKH EKSOYH ELPVTEPWY
Kol YEVIKOTEPWY TPORANUATWY €KPPAONG Kol dlatdnmwaong Tou onueEPLYOD
B1eBVoLC avBpwov» (rep. Zuydg, lodAlog 1965).

Kat elvat aAfiBsia 6TL, OLUVOALKE, N HEAETN TNG WoToplag TNG TEXVNG OTOV
€VPUTEPO EVPWMAIKO XWPO METAMOAEMLKA AMOKQAVUTITEL WG N didotoon Tov
HOVTEPVIOPOD KL TNG ELKAOTIKAG KOL KOAALTEXVLKAG MPAYHATIKOTNTAG £lvatl
WBLalévtwe obvBeTn Kat n eAAnVkh nepintwon dev amoteAsl plo povadik
WBlattepdTnTa WG MPOC To MAal{olo péoa oto omnolo SlapoppwveTal. MNépa and
TN OTEPEOTULTKY OKOTLA TNG avTidaxiag avdueoa otn ZxoArn Ttouv Moaplolod
kat TG Néag Ydépkng, mou xapaktnpifel tnv 16eoAoylk MOAWGON avdpeETa
otnv Evpwnn kat tTnv Aueptk Katd tn dudpkela tov Wuxpol MoAéuou, Kot
Vv dla otiypr népa and TIG OTOLEG OTPATNYIKEG TPOOTIABELEG TTOALTIOTIKAG
dlelobuong twv HMA otnv EAAGSQ, ol kaAALTéxveg Pabulaia avavewvouv
ONUOVTLKE To pdAO TOUG, HETATAGBOVTAC TG VEEG EUMELPIEG TNG YEWYPAPLKAG
KOL TIOALTIOMLKAG KWwNTIKOTNTAG TOUG 08 0TOLXE(O TTOALTLOTLKOU KL KOLWWWYLKOD
ovamnPoodLlopLlopnol, aAAd Kot TPOCWTILKAC XELPAPETNONG.

develop, overthrow and replace, before settling on the one that best suited
him”. Besides, abstraction also provided a different imprint, reflecting the
transition of Greek art “from the era of national consciousness to an era in
which Greek art claimed its place in contemporary art, an era, that is, in
which the concerns of its agents are no longer exclusively parochial, but
emerge as the Greek version of the broader, more general concerns about
expression and articulation characterizing the modern international man”
(magazine Zygos, July 1965).

It is true that, broadly speaking, a close look into the history of art in
postwar Europe reveals that the aspect of modernism and artistic reality is
particularly complex and the Greek example is not exceptional in terms of
its defining context. Moving beyond the stereotypical approach identifying
a clash between the Schools of Paris and New York -a view that reflects
the ideological polarization between Europe and the US during the Cold
War- and beyond whatever strategic cultural penetration efforts the US
made in Greece, artists gradually and substantially revitalized their own
role, transforming their novel experiences of geographic and cultural
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2TO UEYAAO KOKAO MPOOTOOELWY HE TIG OMO{EC OAOKANPWVETAL N HETABOON
and To YWWOoTO 0TO AYyVWOTO Kal amnd Tn PEAALOTIKA MEPLYPAP OTNV EAE0OEPN
UTIOKELMEVIKY OlaTimwon, To €pyo -MPWULO OLVABWCG, QMOCTACMATIKS 1
dlapkéatepo, BpaxOPBo i pakpdBlo- Ttwv EAAAvwY TnG agaipsong maifet
€EALPETIKA onuavTikd péAo kat ot @opelc Tou avaAapBdvouv pe HEYAAN
apooiwon kat TOAUN Tov 61kd Toug KaBopLoTikd pdAo.

H 6wk} Toug agaipeon otn dekaetia 1950 kot w¢ to péoa tov 1960 elvat
«NPWLKA», oxt Hévo yloTl aAAdZeL Toug dpouG MG aoONTIKAG, 00TE PéVo EMELDN
QEPVEL TNV LTIOKELUEVIKOTNTA OTO TPOOKAVI0. AAAG Kuplwg vt n avdduon avTrig
TNG UMOKEWEVIKOTNTOG onuaivel Tautdxpova Kal €va peydAo GApa amd Toug
nOoypaekolg Kat pubonotnTikolg alodnTikolg delkteg oTn dlekdiknon oG pLgLkAg
OAAaYrG TNG KOAATEXVIKAG TIPAENG KAl TNG MOALTIOMIKAG atlévTtog. H blekdiknaon
outH €xel To ploko TNG KOWwwWVIKAG avurotaglag, Tov kVBLVO TNG MVEUUOTIKAG
oKoTavonoiag, £xeL amopévwan Kat avtiayio. Ot KOAATEXVEC TIOL 06NYHBNKaY oTNV
oaipean KoL To AUOPPO OTOLXE(D TNG TEXVNG €YV VO OVTIHETWIOOLY TTOAEULKH,
QIMOKOUUEVOL GUXVE amd OTOLOVOATIOTE TMOALTIOTIKO, TTOALTIKO Kol LOEOAOYLIKO, OAAG
KOl OLKOVOLKO XWPOo -Ta £pya TNG agaipeons, Mapd TO AUEAEYOUEVO OLKOVOULKO
Bavpa tng dekaetiag tov 1950, dev Bprikav mopd €AdXLOTn AVTAMOKPELON OTNY
EANVIKEA ayopd TNG TEXVNG-, OXL AVOYKOOTIKA omd TIPOCWTILKY TOLG €TAOYT, AAA&

mobility into an element of cultural and social redefinition and personal
emancipation.

In the great array of attempts that completed the transition from the
known to the unknown and from realistic description to free, subjective
expression, the work of Greek abstraction artists -mostly premature, but
regardless of their ephemeral or systematic, long- or short-lived character-
plays an extremely important role, and its agents showed great dedication
and boldness in assuming their crucial role.

Their abstraction in the 1950s until the mid-1960s was a “heroic act”, not
just because it changed the aesthetic paradigm or brought subjectivity to
the fore; but mostly because this emergence of subjectivity also meant a
great leap forward, from ethnographic and idealized aesthetic norms, to the
demand for radical change in the practice of art and the cultural agenda.
Inherent in this demand was the risk of social recalcitrance, the danger of
intellectual illegibility -it was a path of isolation and controversy. Artists
who turned to abstraction and to the amorphous aspect of art faced fierce
opposition and were often excluded from the cultural, political, ideological
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KoL amd Tov S0YUATIONS GiAwY, cLVOSOLMOPWY 1 CUVADEAPWVY.

2Tnv mpaypatikéTnTa, N agnpnuévn JwypaeLkr Kat YALTITIKH TOug y{veTal o
0LOLACTLIKOG UPAVAG oL KaBop(Tel pla véa kaTtedBVVON 0TOV EAANVLKS XWPO, N
omno{a 6ev apopd nuévo €vav emavakaBopLoUS LOPPOAOYLKWY KAl QOPHAALOTIKWY
Kpttnpiwv, 6gv Slevplvel anAwg tn Slepebvnon TwWv oplwvy TNG ELKAOTIKAG
YAWOOQAG, aAAG épxeTal o€ Kplown avTumopdbeon pe TNV Kuplapxn aodNTIKA
Kat 1deoAoyia. MNa to Adyo avtd, Eemepvd T 0TEVE OPLA TNG AVELKOVIKOTNTOC
KOl TNG €LKOVOC KoL QVOOLYKPOTE( TN dLdoTaAOn TOL KOWWVIKOLD XWEOU,
€EELBLKEDOVTAG TNV KOAALTEXVLKY TIPAEN KOl TO KAAALTEXVIKS €pYO, TQ PETPA
aAVaYVWELONG Kal KATapétpnong tTng onuaciag.

To HOVIPEDTO TWY «AKpaiwv», N €ékBeaon Touv Maitn To 1954 kat Tov Kavidpn Tto
1958, n avaywpnaon Kot Lwr MOAAWY KOAALTEXVWY (YOpw 010 1955) ota evpwnaikd
KUPIWG KOAALTEXVIKA KEVTPQ, Ol UVAUEC TNG KaTtoxAg Kot Ttou EpguAiov Tmou
avadvovtal GLXVE WG Youxkh atuéoeapa, Kot BeBalwe To (Blo To dlepevvnTikd
€pyo NG enipaxng dekaeTiog OAWY TWY KAAALTEXVWVY TIOL M POLCLATEL N €kOean,
QMOKAAUTITOLY TIG MPODTOBECELG HaG KawolpLlag KAAALTEXVIKAG oTtdong. Avtd
ylvovTtat n yépupa mov 08nyel 0TNY €yKATAAEWN TWY ULUNTIKWY KAl CUUBATIKWV
KWwO{KWY KaL 0To Avolyua g€ vEeC avalnTAOELG: QUTEC oL Bev elyav va Kdvouv
HOVO HE TNV ALTOVOUNON TNG KAAALTEXVIKAG MPAENG, OAAG Kot Tn o0vdeor TNG HE

and financial sphere (despite the controversial economic miracle of the
1950s, abstract works of art were met with very little enthusiasm in the
Greek art market). This was not always the result of personal choice, but
was also due to the dogmatism of friends, partners or fellow artists.

Essentially, their abstract painting and sculpture became the vital core
that defined a new direction in the domestic art scene, which did not
just involve a redefining of morphological and formalist criteria, not only
expanded the limits of artistic language, but also crucially contravened
the dominant aesthetic paradigm and ideology. It therefore went beyond
the narrow limits of non-figurative art and the image, reconstituting the
dimension of social space, giving a new focus to artistic agency and
creation, to the measures of identifying and measuring meaning.

The “Extremists” manifesto, the Gaitis (1954) and Caniaris (1958)
exhibitions, the departure of many artists in the mid-50s to mostly
European art metropolises, the memories of the German Occupation and
Civil War that often defined the atmosphere of the creations, and of course
the exploratory work that artists pursued during that period and which is
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TNV Kowwvia, TNV MOALTIKE, TNV KPLTLKA KAL TOV avOpwLaud.

H avavewuévn dldotaaon Tov €pyou Tov mapoLoldlouvy -Kal Ba guvexioovy va
TPOLOLATOLY- Ol KAAALTEXVEG TNG €KOeonG Balel o OPLOTIKA TIG BAOELC Y
HLa TPoodeuTIKA Blavdénan, yla avtédvoun oKEwn, yla Jla KPLTLKA Bewpnaon tng
Lotopilag, aAAd kKat TNV KATOXDPWON TWY SNUOKPATIKWY KAl VEWTEPLOTIKWY
KaTaBoAWY TNG AploTepdc Kal TNV evplTEPN KaTavénaon tng emoxnig. Ta épya
Toug €{vat mpoidv plag otdong, Hlag KPLTKAG B€ong, Tov QE€peL aupLoBriTnon
KOl EPWTNMATIKG. To MWG OgPEALWVEL 0 KAAALTEYXVNG TN S0vaun NG pavtaaoiag,
MW¢ Beopomolel TNV LMOKELUEVIKOTNTA, TO TWC enegepydleTal oguyvd dtuna
dedouéva, MOAAEG Qopéc ae avTinapdBeon mpog TNV €évvola TnG K&Be eEovalag,
elval ma, petd tnv dokpaoia tng agaipeong, avolxTd pétwna Kat padi Kot
Ml Topr. M topr mov eKKLWVE( amd TNV TOAUN TWVY (BLWY TWY KAAALTEXVWY va
oVTUTAPATEOOOY OTNY KATECTNUEVN QLOBNTIKEA, KOWWVIKA Kat TOALTIKY TAEN
Kal va dlampaypatevBolv tnv andotaon mov xwpeilel tnv kowwvia and To
KpdTtog, tTnv €€ovoia and tnv apyr, TN 66KWN and tTnv enionun anoyn, Ta
0oUOLAOTIKA amd T TLMKA TMTPOCTOVTA, TO MVELUATIKS £pY0 aATO TNV KOWWVLKA
Kataglwan.

Ané ta péoa Tng dekaetiag tov 1960, n agnpnuévn Téxvn elxe yivel mMoAD
MEPLOOOTEPO aAMOBEKTH, Kal PHAALOTO WG e€EeAKTIKH @don Touv HovTépvov,

presented in this exhibition, reveal the preconditions for a novel artistic
stance. These works become the bridges that lead to the abandonment
of imitational and conventional codes, and in the opening up to new
investigations, that do not pertain only to the autonomy of art, but also to
its connection to society, politics, criticism and humanism.

The fresh dimension of the works presented by the artists in this exhibition
definitively paves the ground for progressive thinking, for a critical view
of history, but also for the safeguarding of the democratic and modernist
origins of the Left and the broader understanding of the era. Their works are
the outcome of a standpoint, of a critical take that brings questioning and
doubt. Coming out of the crucible of abstraction, the manner in which artists
established the power of the imagination, institutionalized the subjectivity
and processed typically informal data, often openly challenging every
manifestation of power, now constitute open fronts and a breakthrough.
This breakthrough originates from the audacity of the artists to oppose the
established aesthetic, social and political order and negotiate the distance
separating society from the state, power from principle, the legitimate
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npayuo €§aLPETIKE ONUAVTIKG, Kal ToAAol amd Toug TMPWTEPYATEG TNG
nepvoloav 1dn oto oounav dAAwv avalntHoewy Kal neplacdTePO 01O dpOuo
NG avanapdoTaonG Tou MPAyHaTikol. MNa va etdoovus otnv ékBeon Tpelg
Mpotdoelg ya pta Néa EAAnvikr FAvntikr 1o 1964 pe tov AaviiA, Tov Kavidpn
Kal Tov KeooavArl oto Teatro La Fenice tng Bevetiag, pia ékBeoan mouv dlvel
TMOPASELYMATIKA TO HETPO TOu 08€VOoUC TNG KAAALTEXVIKNAG B€0nG Kot otdonc,
EMPETE VA MEPACOVKE amd TA MPONYOUHEVA «NPWLKA» Xpovia TNG AANVIKAG
a@aipeong. Autd eEakoAovBolv, pEXPL Kol oAuepa, va anoteAolvy To onueio
ekk{vnong TnG HETATOMONG aAMd TOV AOTEPLOUS TNG «EAANVIKOTNTAG» OTOV
QOTEPLOMO TNG MPWTOTMOPIAC KOl OLKAAALTEXVEG TIOL Ta EKPPAETOLY EEakoAoLBODV
va anoTeAODY COUPBOAX TNG KAAALTEXVIKAG KOl LBEOAOYLKAG avavéwaong Kot Tov
EKOLYXPOVLONOD.

©00UANn MioLpAdyAov

I0TopLlKAG TNG TéXVNG

Mpoiotapevn TuApaTog ZUAAOYWY, MOMus-Mouaeio Z0yxpovng Téxvng-ZUAAOYEC
Makedovikob Mouaeiov Z0yyxpovng Téxvng kat Kpatikod Mouaoeiou Z0yypovng Téxvng

Mnavvng MmnoéAng
lotoplkdG TNG TéXVNG
Mpoiotduevog TuApatog Z0yxpovng Muntikig, MOMus-Mouceio AAeE MuAWVA
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view from the official one, essential from typical assets, intellectual work
from social distinction.

Importantly, since the mid-1960s, abstract art has gained much greater
acceptance, seen as an evolutionary stage of the modern, while many of
its pioneers were already transitioning to other paths, that typically led
them back to the representation of reality. Before reaching the point of
the 1964 exhibition Three Proposals for a New Greek Sculpture by Danil,
Caniaris and Kessanlis at the Teatro La Fenice in Venice -an exhibition
that exemplifies the fortitude of the artists’ stance and position- it had
been essential to go through the preceding “heroic” years of Greek
abstraction. To this day, these are the starting point of a transition from
the constellation of “Greekness” to the constellation of the avant-garde
and the artists representing that shift remain the symbols of artistic and

ideological renewal and modernization.
Yannis Bolis
Art Historian
Head of Contemporary Sculpture department, MOMus Museum Alex Mylona

Thouli Misirloglou

Art Historian

Head of Collections department, MOMus-Museum of Contemporary Art-Macedonian
Museum of Contemporary Art and State Museum of Contemporary Art Collections

O lNdvvng MaATéCog oto epyaoTripld Tov, 1955
owToypagia: Apxeio IvatitodToU

Z0yxpovng EAAnVIkAg Téxvng-iset

Yannis Maltezos at his studio, 1955

photo: Contemporary

Greek Art Institute- iset Archive
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MaveAAriviog KaAAttexvikr
EkBeotg, ABriva 1960, eEWeULAAO
ToL KaTaAdyou TNnG £€kBeang
Panhellenic Artistic Exhibition,
Athens 1960, cover of the
exhibition catalogue

H «MaveAAviog KaAAltexvik EkBeolg» BeopoBetriOnke to 1938, katd TN SldpKela
NG peTaglkAg diktatoplag, pe MPOTUTO QVTIOTOLXEG EVLPWTAIKEG OPYAVWOELG
Kal oTAONKE N ONUAVTLKOTEPN Kal pakpoBLéTtepn mMPpwToBovAla mouv elxe avaAdBel
n EAAnviki MoAttela katd Tov 206 awwva Wote va oTtnplfel TIC €KAOTIKEG
Téxveg. Z0vTopa, N MNaveAAvia €yve to nedio kataglwong Twy nMaAaldtepwy Kat
oVABELENG TWY VESTEPWY KAAALTEXVWY, OTIOL MAYLWVOVTAV Ol KUP{aPXEC TATELC TNG
VEOEAANVLKAG TEXVNG.

MpomoAegutkd, mpaypatonol®nkav Tpelg MaveAARvieg EkBéoelc (1938, 1939,
1940). H mpwTn METAMOAEULK MaveAArvia OSlopyavwbnke To 1948 kot éylve
avTAnnty oav onuelo «emavekkivnong» tng €AANVIkAg Téxvng. Téte o Adlapog
Napépag eg€Beae To YAUTITO AvdTaon-NevtéAn, éva and Ta MPWTA apnpnuéva €pya
OV TMOPOLOLACTNKAY O KPATLKN €KBean otnv EAAGSa. Zta xpdvia mov akoAovOnoov
(L€xpL Kot To Mpa&lkéTnNua TNG 21ng AnptAiov 1967), n MaveAAvia €ylve To B€aTpo
LG pakpdG oOykpouvong MeTaED Kpdtoug kKot KoaAAlttexvikol EmoayyeApaTLKOO
EmipueAntnpiov, HETAED OLVTNPENTIKWY KOl MPWTOMOPLAKWY KAAALTEXVWVY, HETAED
€VPOTEPA TWY MPOOBEVTIKWVY KAL GUVTNPNTIKWY TUNUATWY TNG EAANVLIKIG Kowwviag.
AuTtr n oOykpouon elxe BeouLkd Kat, EVOTE, MOALTIKE XAPAKTNPLOTIKA -OTWG @AvNKE
otnv NaveAAvia Tov 1965, dtav emxelpdnke n yevvaia avapudpewaon tov Beouoo,
kivnon mouv 6€éxTnke ALVOCAAEEC avTIOPdoelG. MECH OTO MOAWMEVO UETATOAEULKO
KA, N agnpnuévn té€xvn avadelxOnke oe éva and ta KopBikd medla odykpovong
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METAEL ekelvwy mMov LTOOTAPLZAY TOV CLUYXPOVIOMO TNG €AANVIKAG ME TN BUTLKA
TéXVn Kal eKE(vWY TOL €Kavav AGY0 yLO Ula avaMapaoTATIKA KAl AvOpWTOKEVTPLKY,
«EOVLKN» TEXVN.

MoAovOTL a@enenuéva Kol aQalpeTikd épya elyav mapovolaoTtel og OAEC TLG
HETAMOAEULKEG MaveAAAVLEG, fTav og eke{vn Tov 1960 nov emPBeBaLtIONKE TO €vTOVO
evdLapépov vEéwv Kol maAaloTEPWY KAAALTEXVWY yia Ttnv Agaipeon. H tdon auvth
gvioxvoOnke otnv MNaveAArjvia tov 1963 KoL KopLEWONKE ge ekelvnv Tov 1965, dmov
N aLENUEvnN CLUMETOXN VEWY, KABWG Kal N mMPpdaKANon KAAALTEXVWY Tov {oboav 0To
eEwTepLK, elyav WG anotéAeoua tnv napovo{aon PLAG APKETE KAlvoTOUAC -YLd T
EAANVLIKE SeSopéva- €kBEaNG, OTIOL TA AVELKOVLKA €pya avTLOTOLXOVOAV OE MOCOoaTo
30% eni( Tov guvdAov.

Indpog Mooyovdg
loTtoplkd¢ TNG TEXVNG

The “Panhellenic Artistic Exhibition” was established in 1938, during the Metaxas
dictatorship, modelled on similar European institutions. It became the mostimportant
and longest-lived initiative of the Greek state to support visual arts in the 20th
century. The Panhellenic quickly became the proving ground and springboard for
older and younger artists respectively, and the venue that consolidated prevailing
trends in contemporary Greek art.

Three Panhellenic Exhibitions took place in the prewar period (1938, 1939, 1940).
The first postwar Exhibition took place in 1948, and was perceived as a “restart point”
for Greek art. It was there that Lazaros Lameras presented his sculpture Penteli,
one of the first abstract works to be presented at a state-sponsored exhibition in
Greece. In the following years (up until the military coup of April 21st, 1967), the
Panhellenic became the theater of a prolonged clash between the State and the
Chamber of Fine Arts of Greece, between conservative and innovative artists and,
more broadly, between the progressive and conservative parts of Greek society.
That conflict acquired institutional and, occasionally, political characteristics -a fact
that became apparent in the 1965 Panhellenic, when an attempt to radically reform
the institution met fierce resistance. In the polarized climate of the postwar period,
abstract art became as a major field of conflict between those who supported the
alignment of Greek art with its western counterpart, and those who promoted a
figurative, human-centric, “national” art.

Although abstract and non-figurative works had been presented in every postwar
Panhellenic, it was the 1960 edition that confirmed the intense interest of young and
older artists for Abstraction. This trend became even more pronounced in the 1963
Panhellenic, culminating in the 1965 edition, when the more prominent participation
of young artists, coupled by the presence of artists living abroad, resulted in the
presentation of a rather innovative -by Greek standards- exhibition, with non-
figurative works accounting for 30% of the total exhibits.

Spyros Moschonas
Art Historian
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«Opada téxvng a'», culiTnon

ME TO KOowo (aTo Brina o Mdvvng
Xatvng) - pwToypagia mbavéy and
€kBean tng Opddag otnv aibovoa
Tov ®LAoAoYLKOU ZVAAGYoL Nikalag,
pwToypagio: Apxeio Mdvvn Xaivn
“Omada technis a’” (Art group

a’) discussion with the audience
(lecturer: Yannis Hainis) -
photograph from an exhibition

of the Group, probably at the
Philological Association of Nikaia,
photo: Yannis Hainis Archive

OewpnTikd, n obotaon Tou «KaAAlTexvikoO EmayyeApatikold EmpeAntnpiov» To
1944, Tou OUAAOYLKOD OULVBLKAALOTLKOD OPYEvVOoL TWVY ELKAOTLKWY SnuLovpywv, Ba
€61ve TEAOG OTN HECOTMOAENLKY CWHATELAKH TOLG MoALSLdonaon. Opwg, Ta Mpdypata
eEeA(XONKOV TOAD BLaQOopPETIKA KoL UL oeLpd amd véeg opddeg eppavioTnkay oxedoév
Tautéxpova, To POLVONTWPO Tov 1949. MpwTta WEPLONKE 0 «ApUOG», aKoAoVONOE n
«ZTAOUN» kot teAevtala n «Oudg Zwypdeot Kat FAOTTAl». AuTéG oL OuAdEG, mMov
elyav evdLla@épovaa KaAALTEXVLIKN dpaoTnplétnTa Ta xpdvia 1949-1955, oLOLAOTIKE
€KKLVOUOOV amd HECOMOAEULKOUG OULOXETLOHOUG, EMXELPWVTAG va EKQPATOLY TLG
KuplapxeG MPO0BELTIKEG TAoELG TNG TOTE EAANVLIKAG TEXVNG.

AvtiBeTa, n o0yxpovr Tovg oudda TwWy «Akpalwv» (LE LEAN TOUG veapoUg Mdvvn
rattn, révvn MaAtéfo, Anuiten XuthApn, Kaitn Avtoma, mov eixav ouomelpwOEel
YOopw amd toug AAéko KovtomouvAo kat Adlapo Aapépa) dlapopomolobvTav, a@ou,
OnMWG @AavnKe PeE Tn dnuooievon ToOu «HaAVIPETTOL» TOUG, 0TO MEPLOGIKS O AtWvac
gac To 1949, enedlwEav va ekppdoouvy €va aloOnTikd MPOypauua, ME avagopd
otnv apnpnuévn téxvn. Oxt tuxala, KAAALTEXVEG amd TOVv KOKAO Twv «Akpalwv»
OLYKOTAAEYOVTOV HETOED TWY MPWTWY EKMPOCWNWY TNG EAANVIKAG METATOAEULKAG
agaipeong: otnv MNaveAAfvia tov 1948 o Aapépag €E€0eoe apnpnuéva YALTITA, EvW
o ekelvec Tov 1952 kal Tov 1957 mapovciaocav apnpnuévovc mivakeg o raitng
Kat 0 MaATtélog, avtioTolya. Tov OKTWRPLO Tov 1952 5pvOnkKe pla akdun oudda,
«To Epyaotript», émov ovppeteiyav kuplwg pabntég tov Kwvotavtivov MNapbévn.
ApKeTA pEAN ToL «Epyaotnplou» otpdenkav and ta péoa tng dekaetiog Tov 1950
otnv agnpnuévn téxvn.

Me eEaipeon Toug «Akpaloug» kat TNV £pripepn «Gruppo Sigma» mou WBpvenke
otnv ItaAla to 1959 amnd veapolC EAANVEG KaAAlTéxveg, pévo pila ovomeipwon
TWY UETAMOAEULKWY Xpbvwy eoTtiage oTn olyxpovn TEXVN, EMYELPWVTAG VO TNV
QEPEL KOVTA OTO PeEYAAO KOG, péoa amnd ekBEoelg, optAieg Kat mPoPBoAég. HTtav n
«Opdda Téxvng a’», Tov L8pUBNKe Tov Askéupplo Tov 1961 (and Touvg Mdvvn Xatvn,
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AnpooBévn Kokkwvidn, Kooud Zevdkn k.4&.). MaAlota, pe mpwtoBouvAia tng Opddag
npayuatomnoltienke oto ABnvaikd TexvoAoylkd lvoTiTodTo TOV MApTLo TOL 1966 TO
A’ Zuvébplo KaAAttexvikrig Nawdelag. H Anpiatavr Atktatopia éBaie andTtouo TEAOG
OTIC MpoomdBeleg TNG «Ouddag Téxvng a’».

Invpog Mooyovdg

The establishment of the Chamber of Fine Arts of Greece in 1944 as the collective
union of artists was supposed to bring the fragmented unionization of artists in the
interwar period to an end. But events would take a very different turn, with a series
of new groups appearing almost simultaneously in the autumn of 1949. “Armos”
(Concretion) was the first one, followed by “Stathmi” (Level) and “Omas Zografoi
kai Glyptai” (Group of Painters and Sculptors). All these groups would engage
in interesting artistic activities in 1949-1955 and all were premised on interwar
associations, attempting to express the major progressive trends in Greek art.

On the contrary, another contemporary group, “Oi Akraioi” (The Extremists)
(consisting of young artists Yannis Gaitis, Yannis Maltezos, Dimitris Hitiris and Kaiti
Antipa, who rallied around Alekos Kontopoulos and Lazaros Lameras), adopted a
different approach, one that was reflected in the publication of their “manifest”
in 1949 in the magazine O Aionas Mas (Our Century). In this text they attempted
to articulate an aesthetic program premised on abstract art. It is no coincidence,
that the members of “The Extremists” were among the first representatives of
Greek postwar abstraction: Lameras had presented abstract sculptures at the 1948
Panhellenic, while Gaitis and Maltezos would exhibit abstract paintings in the 1952
and 1957 editions of the exhibition respectively. In October 1952, another group was
founded, called “Ergastiri” (Workshop), numbering mostly students of Konstantinos
Parthenis. By the mid-1950s, several members of “Ergastiri” had turned to abstract
art.

With the exception of “The Extremists” and the short-lived “Gruppo Sigma” (Group
S) founded in Italy in 1959 by young Greek artists, only one postwar group of artists
focused on contemporary art, attempting to bring it closer to a general audience
through exhibitions, lectures and screenings. The group was “Omada technis a'”
(Art group a’), founded in December 1961 (by Yannis Hainis, Dimosthenis Kokkinidis
and Cosmas Xenakis among others). It was at this group’s initiative, that the 1st
Conference of Art Education was organized at the Athens Technological Institute
in March 1966. The 1967 junta naturally brought the group’s activities to a sudden
end.

Spyros Moschonas
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O Mwpyog ZoyyoAdnovAog otnv MMmLEVAAE TG
Bevetiag, 1964, pwtoypagia: 15puua

Fewpyiov ZoyyoAdmovAov-Apxeio

George Zongolopoulos at Venice Biennale, 1964,
photo: George Zongolopoulos Foundation-Archive

‘Epya Tou AdZapouv Aapépa otnv MmevdAe Tng
Bevetiag, 1960, pwtoypagia: Apxeio lvaTtiTodTOL
Z0yxpovng EAANVIKAG Téxvng-iset

Lazaros Lameras’ works at Venice Biennale, 1960,
photo: Contemporary Greek Art Institute-

iset Archive

H EAANGSa ekmpoowmiBnke mpwtn @opd otnv MmievdAe tnG Bevetlog to 1934 Kot
€EaKoAOVONOE va oUPUETEXEL HEXPL TO E€omaopa Tou B’ Maykoouiov MoAéuov. To 1950,
n EANGSa enéotpewe otn BeveTia pe Yla mMOAUTIANG Kot LoOPPOTNUEVN GUUPETOXN METAED
MPOOBEVTLKWIV KL OUVTNPNTLKWY KAAALTEXVWY, EVKW TO 1954 MOPOVOLAOTNKE UL ATOMLKH
€kBean touv Nikov EyyovémouvAov, kabwg o Beopdg ATav aglepwuévog oTo Kivnpa Tov
vneppeaAlopgold. To 1956 tnv EAAGSQ eKmMpoownnoe Mo oelpd yAumtwyv (AXAAEQG
Anépyng, Mwpyog ZoyyoAdmnovAog, KAéapxog AovkdnovAog, Nikog Mepavtivég, MixdAng
TOUMPOG K.4&.) pue MapaoTaTIKA €pya Kat To 1958 ot MNdvvng MépaAng, MNdévvng Toapolxng
Kot AvTWvng Zwxog.

OuwG, MeTE ToV NOAePo 0 Beoudc TG MmevdAe elxe avadelxBel otn onuavTikdTEPN
€kBean olyyxpovng Téxvng. To MeydAo BpaBeio yia to 1948 anoveuribnke otov Georges
Brague kat to 1952 0To apeplkavikd mep{ntepo nmopovoldotnkay mvakeg Tov Jackson
Pollock, ev) o Alexander Calder éAaBe to €61k BpaBeio yAuntikrig. Méoa ge auTtd TO
TMVEVUQ, Ol EAANVIKEG OUUUETOXEG €poladav MAPWYNUEVESG, oLVTNPENTIKEG. HTav YOALG To
1960 nouv mapovoldoTNKav otn Bevetia eknpdowmnot TNG EAANVIKIG agaipeong (AAEKOG
KovténovAog, MNédvvng znvpdmovAog, Adapoc Aapuépag, AAeE MUAWVAE). Ekelvn Tn xpovid,
n eAANVIKA ouppeToxr eMéotpewe oTnY ABHVA PE Pl ONUOVTLKE SLaKPLoN: 0 ZMUPOTOLAOG
elxe AaBeL to BpaBeio Tng UNESCO.

Aev ATav, OUWG, N MPWTN Qopd ov EAANvEG ekmpdowtol TNG agaipeong dlakpivovtav
oe 6Lebvelc ekBEaelg. To 1955 n EAAGSa ekMpoowmnABNKE yla MPWTN popd aTtny MmevaAe
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Tov Zdo MdoAo (e&€Beoav ot Nikog EyyovémovAog, AAékog KovtdmouAog, Mupyog
Mavpotdng, Mévwne MnTapdkne, Kootac KovAevtiavdc, Adfapoc Aapépac, NikdAaog
Bevtolpag K.&.) Kot 0 KovtomovAog €AaBe apyvpd HETAAALO. ZTNV MEUMTN MmevdAe
ToL Zdo MNdoAo, To 1959, énov cvupeTelyav ol Ayivwp Acoteplddng, Indpog Baotieiov,
Tdakng EAevBepLlddng, KAéapyog AovkdmovAog, Mdvvng MaAtéZog, EAévn ZTabomobAou
K.4&., N ®pdow EvBLULAEN-Meveydkn TLUABNKE e TO MPWTO BpaBeio, evwd To 1961 éAaBe
TNTKY dudkplon o Nikog KeagoavAng (e€€Betav emlong ol Xprotog Agedkng, TAkng
Mdap6ag, MNepdolog TKAGBOG K.4.) Kat To 1963 n lwdvva InnTtépn to B dLeBvég BpaBeio
yYAunTikrig. To 1955 n EAAGSa éAaBe yla mPWTn @opd HEPOG Kat otnv MmevAAEe TG
AANEEAVDOPELOG. Z€ auTOY TOv Beoud, To 1959 o AAékoC KovTtdémouvAog TLUAONKE PE TO
npwTo BpaBeio TwypaPLKAG.

Invpog Mooyovdg

Greece officially took part in the Venice Biennale for the first time in 1934 and the country
continued to participate in the event until the outbreak of World War II. In 1950, Greece
returned to Venice with a large team that had a balanced composition of progressive
and conservative artists. In 1954, Greece was represented by a solo exhibition by Nikos
Engonopoulos, since that Biennale was dedicated to the movement of surrealism. In
1956, Greece was represented with a series of figurative sculptures (by Achilleas Apergis,
George Zongolopoulos, Klearchos Loukopoulos, Nikos Perantinos and Michael Tombros
among others), while the country was represented in the 1958 exhibition by Yannis
Moralis, Yannis Tsarouchis and Antonis Sohos.

However, after the end of the war, the Venice Biennale emerged as the premier
exhibition of contemporary art in the world. In 1948, the Grand Prize was awarded
to Georges Braque, in 1952 the US pavilion presented paintings by Jackson Pollock
and in that same year, Alexander Calder received the grand prize for sculpture. Given
the prevailing spirit in Venice, Greek participations seemed dated and conservative.
It was not until 1960 that the first representatives of Greek abstraction would finally
present their works in Venice (Alekos Kontopoulos, Jannis Spyropoulos, Lazaros Lameras,
Alex Mylona). That year, the Greek participation returned to Athens with an important
distinction: Spyropoulos had received the UNESCO prize.

But this was not the first time that Greek abstract artists had distinguished themselves
at the international stage. In 1955, Greece participated for the first time in the Sao
Paulo Biennial (participating artists included Nikos Engonopoulos, Alekos Kontopoulos,
Yorgos Mavroidis, Yannis Mitarakis, Costas Coulentianos, Lazaros Lameras and Nikolaos
Ventouras), with Kontopoulos receiving the silver medal. In the fifth Sao Paulo Biennial
in 1959 (participating artists included Agenor Asteriadis, Spyros Vassiliou, Takis
Eleftheriadis, Klearchos Loukopoulos, Yannis Maltezos and Eleni Stathopoulou), Frosso-
Efthymiadi Menegaki won the first prize. In 1961, Nikos Kessanlis received an honorary
distinction (participating artists that year also included Christos Lefakis, Takis Marthas
and Gerassimos Sklavos). In 1963, loanna Spiteri won Sao Paulo’s second prize for
sculpture. In 1955, Greece also took part for the first time in the Alexandria Biennale and
four years later, Alekos Kontopoulos would be awarded the first prize for painting.

Spyros Moschonas
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EEW@QUAAO TOUL EPLOBLKOL ZuYyb¢
(tx. 76, MdpTiog 1962) ue épyo
Tov Koopd Zevdkn

Cover of the Zygos magazine
(issue: 76, March 1962)

with a work of Cosmas Xenakis

Katd T dekaetieg Tov 1950-'60, ot aiBovoeg Téxvng avadelydnkav oe KOUPBLKS KOUUETL
TNG KOAALTEXVIKAG CWNAG O0TNY MPWTEVOLOX, MPOWOWVTAG TIG TMPWTOMOPLAKEG TAOELG.
To 1955 dvolge otnv 086 KpleTwtov n ykaAep( «Ménv», mov €otiale otnv napovaioon
vEWVY, KLPI{WG, KAAALTEXVWVY. Ekel, e€€Be0av 0 Kwaotag KovAevtiavdg, o Koopdg Zevdkng,
n Mdvva Nepodkn k.&. To 1957 16p0Onke atnv mAatela KoAwvakiov n aiBovoa «Kobpog»,
énov to 1958 BlLopyavwbnke pla eEaLPETIKE onuavTLK €KOeon, MOV QAMOTEAECE LA
and TG MPWTEG MPOoOTABeleg ouYKpoTNUEVNG Tapovai{aong TNG EAANVIKAG agnEnHévng
Téxvng (OUMPETEXOW oL AxtAAéag Amépyng, Mdvvng Faitng, BAdong Kowvidpng, AAékoG
KovtémovAog, ®pdow EvBuuLadn-Meveydkn, AAeE MuAwvd K.d.). Tnv (Bla xpovid, otn
YKOAEP( «ApUOG» TOPOLOLEOTNKAY APALPETIKE €pya Twv AANG ApAwwTn, MwWpyou
ZoyyoAdmouvdov, KAéapyxouv Aouvkdémoviov, Mdapiov Mpdowouv k.&. Duokd, ot duvo
oNUoVTIKOTEPEG YKaAEP( TNG eMoXAG ATav 0 «ZuydG» (Tov dvolEe Tov OKTWRPLO Tov 1956
KoL AeLToVpynoe €wg To 1965 mopouotdlovtag Kuplwg KaTaglwuévoug dnuovpyols) Kat
oL «Néec Mop@éc» (rov WBpvBnkav Tov NoéuBplo Tov 1959 Kal aELEPwWoav TNV MPWTN
dekaeTio TNG Acttoupyl{ag TOUG OTOUG KAAALTEXVEG TOL GuvEBaAav otn dladoon TNng
Agaipeong otnv EAAGSa). To 1959 1B6plONnKe Kal To ABnvaikd TexvoAoyikd IvotitolTo,
O0TOUG XWPOLG TOou omolov MpaypaTonololVTAY Kot ekBEoelg CwypaLkrg, Onwg ekelvn
TWv Xplotou Kapd, Anurtpn Kovtol kat Kwota TodkAn to 1960.

tn dekaetia Tov 1960, WBPLONKAY UEPLKEC KON ONUAVTLKEG aiBovoeg TéXvng. Tov
AnpiAto Tov 1963 dvolge oto Xi{ATov n «AiBovoa Téxvng ABNVWV» UE Lo €KBeon €pywv
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ToL Mdvvn MépaAn kat £EL yAuttwiv, MoAAol and Toug omnoloug napovsiaoav agnpnuéva
£épya. 1o X{ATov TO 1966 Mapovoiaoe KAl 0 TKAGRBOC T «TNAEBLAOTNUIKA» YAUTITA TOUL.
To 1963 Eekivnog, eniong, tTn dpactnedTNTAd TNG KAt N aibovoa «MEpALv» oL MPOwWONnaoe
TNV Agaipean, €vw 0TouC VEOLG, MPWTOMOPLAKOLG, dnulovpyol¢ (Bdow Kupldkn, AaviiA
[MavayémnouvAog], ©66wpog [Manadnuntplov], MadAog [AtovuadmnovAog] k.4.) £dwae Bripa
n ykaAepl «Actop».

OAeg auTég oL aibovoeg TEXVNG Kal APKETEC aKOUN OLVEBAAQV OTN HETOATMOAEMLKA
TMOALTIOTIKA d&vBnon tng mpwTtedovoas, Tov XapakTneloTtnKe amd Tn duvaulkr €loBoAn
VEWTEPLKWY TACEWY HE ALY TNV AVELKOVLKH Téxvn. To mpagikénnua tng 21ng AnptAiov
AELTODPYNOE Kot 0TNY MEPIMTWOT TOLG AVATYETIKE, POV APKETEC EKAELTAV 1 AVECTEIAQY
TN Aettovpyla Toug (T.X. N «MEPALv»).

Invpog Mooxovag

In 1950s and 1960s Athens, art galleries emerged as a prominent feature of the capital’s
cultural life, promoting avant-garde trends. Art gallery “Pein” opened in Kriezotou St. in
1955, focusing on the presentation of mostly young artists. Costas Coulentianos, Cosmas
Xenakis, and Gianna Persaki were some of the artists who exhibited their works there.
“Kouros”, in Kolonaki Square, was established in 1957. The following year, “Kouros”
hosted a seminal exhibition, in one of the first attempts to comprehensively present
Greek abstraction to the audience (participating artists included Achilleas Apergis,
Yannis Gaitis, Vlassis Caniaris, Alekos Kontopoulos, Frosso Efthymiadi-Menegaki and
Alex Mylona). In 1958, another gallery, “Armos”, presented abstract works by Lili Arlioti,
George Zongolopoulos, Klearchos Loukopoulos, Marios Prassinos and other artists. Of
course, the two preeminent galleries at the time were “Zygos” (open from October
1956 until 1965, it mostly exhibited works of established artists) and “Nees Morfes”
(founded in November 1959, it dedicated its first decade to artists who contributed
to the dissemination of Abstraction in Greece). 1959 saw the founding of the Athens
Technological Institute, which also hosted painting exhibitions by various artists, including
Christos Caras, Dimitris Kondos and Costas Tsoclis in 1960.

Several important art galleries were founded also in the 1960s. In April 1963, the
“Athens Art Gallery” opened at Hilton Hotel with an exhibition of works created by Yannis
Moralis and six sculptors, many of whom presented abstract works. In 1966, again
at Hilton, Sklavos presented his “tele-sculptures”. “Merlin”, another art gallery that
promoted Abstraction, opened in 1963, while young, innovative artists (among them
Vasso Kyriaki, Danil [Panagopoulos], Theodoros [Papadimitriou], Pavlos [Dionysopoulos])
found an outlet for their work in “Astor”.

These, and several other art galleries, supported the cultural flourishing of the capital,
which was characterized by the dynamic foray of modernist trends, spearheaded by non-
figurative art. The coup of 21 April 1967 landed a blow to these galleries, and several had
to shut down entirely or suspend their operations (e.g. “Merlin”).

Spyros Moschonas
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A" Alebvrg EkBeOLG
rAvntikAg-NMavabrivata
NG ZuyxpPJSvou
rAvntikrig, ABriva 1965,
€EWQELANO TOL
KataAdyouv TNng
€kBeong

1st International
Exhibition of Sculpture-
Panathenaic of
Contemporary
Sculpture, Athens 1965,
cover of the exhibition
catalogue

2ITig 8 ZenteuBpiov Tou 1965, Alyoug pAiveg HETA TNV BLEAAWDN MaveAAdvia tng (Blag
XPovldc, dlopyavwbnke oto mAaiolo Tov PeoTIBAA ABNVWY N «1n AeBvric EkBeoLg
FALTTTLKAG», PE vndTITAO Mavabrivata tng Zvyxpedvov MAuvntikhg. Ta Mavabrivaia, mov
dupkeoav yia 600 PAveg (LéxpL TNV 8n NoeguBpiov) mapovoldotnkav os vnai{bplo xwWpEo,
0To A6@po Touv dLhondmnmov, Kat MpokdAeoav a{oBnon 0To Kowd TNG eNMoxAG, EVW orjlEpa
avayvwpilovtal and tTnv €peuva WG N MPWTN MEYAANG KA(UOKOG €KOEOn HOVTEPVOC
yAuntikrig otnv EAAGSa. H ékBeon dlopyavwbnke amnd tov EBviké Opyavioud Touplopod
o€ ouvepyaola pe to Ynovpyelo Matdeiag. I80VwWY voug iow and tnv dAn npoonddeLa HTAV
0 TEXVOKPLTIKOC TWvNg ZMNTEPNG, EVW OTNY €MAOYH TWY EEVWY KAAALTEXVWV KOl TWY
€pYWV TOLC TOV LVEBpapav o TAAAo¢ Denys Chevalier kat o ItaAég Giuseppe Marchiori.
TEAoC, TN dLapdpewaon Tov XWpPou elxe avaAdpel o apxttéktovag MNWpyog KavsiAng.

Ita Mavabrvata cuppeTelyav 71 KOAALTEXVEC amd To €EWTEPLKO, oL omolol elyav
emdpdoel kaipla otn poper TNG olyxpovng yAvmtikrg. Me agetnpia tov Auguste Rodin,
0 EMOKEMTNG TNG €KOBEONG UMOpolOE va MoPaKoAoLOATeL TNV €EEALEN TNG MOVTEPVAG
yAunTikrg péoa and to €pyo Twv Charles Despiau, Aristide Maillol, Antoine Bourdelle,
Ernst Barlach, Jacob Epstein, Constantin Brancusi, Alexander Archipenko, Ossip Zadkine,
Umberto Boccioni, Hans Arp, Marcel Duchamp, Julio Gonzalez, L&szl6 Moholy-Nagy,
Alexander Calder, Marino Marini, Barbara Hepworth, Henry Moore, Alberto Giacometti
K.&. Mapouvoidovtav, eniong, £€pya oNUAVTIKWY Jwypdewv mov elyav avamtO el Kot
egéxov yAuntikd €pyo (Edgar Degas, Auguste Renoir, Honoré Daumier, Andre Derain,
Henri Matisse, Georges Braque, Pablo Picasso, Amedeo Modigliani, Fernand Leger, Joan
Miro, Jean Fautrier kat Jean Dubuffet).

Mépav Twv E€vwy, EMYXELPABNKE PO AVTUTPOCWTEVTIKH Tapovaiaon TNG olyxpovng
VEOEAANVIKAG  YAUMTIKAG  Eekwwvtag and tnv Avamavouévn Tou XaAemd Kot
nePLAapBEvoVTAG KUPIWG VESTEPOUG KAAALTEXVEG TIOU KLVOUVTOY OUCLACTIKA OTO MVEDUA
¢ agaipeong (lwdvvng ABpauidng, Kwotag Avbpéov, Kwotag BaAodung, Mwpyog
Fewpylov, Ppdow EvBLULEEN-Meveydkn, ©66wpog [Manadnuntpiov], NikéAaog Tkapng,
Kwotag KAouBdtog, Kwotag KouvAesvtiavédg, AAeE MuAwvd, MméAAa PagtomolAov,
Fepdolpog ZKA&GBOG, MuxdAng Téumnpog kat dLAdAaog [TAolmac]).

Znopoc¢ Moaoyovdc
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owToypapieg: Apxeio
lvoTtitodTou Z0yXpPOovNng
EAANVIKAG Téxvng-iset
photos: Contemporary Greek
Art Institute-iset Archive

O anTdi - o AddesonCrl R AMORCT  FOPWPRIREDY

The “1st International Exhibition of Sculpture”, aka the Panathenaic of Contemporary
Sculpture, took place in the framework of the Athens Festival on September 8, 1965,
just a few months after the stormy Panhellenic Exhibition organized earlier that year.
The Panathenaic run for two months (until November 8). Staged in an open-air venue
at Philopappou Hill in Athens, the exhibition caused a sensation with the audience.
Researchers consider it the first major modern sculpture exhibition in Greece. The
exhibition was organized by the National Tourism Organization, in collaboration with the
Ministry of Education. Originator of the endeavor was art critic Tony Spiteris, assisted in
the selection of participating international artists and works by Denys Chevalier from
France and Italian Giuseppe Marchiori. Architect Giorgos Kandylis designed the exhibition.
A total of 71 international artists, who had greatly influenced the shape of modern
sculpture, participated in the Panathenaic. Starting from Auguste Rodin, visitors could
follow the evolution of modern sculpture through the works of Charles Despiau, Aristide
Maillol, Antoine Bourdelle, Ernst Barlach, Jacob Epstein, Constantin Brancusi, Alexander
Archipenko, Ossip Zadkine, Umberto Boccioni, Hans Arp, Marcel Duchamp, Julio Gonzalez,
Laszl6 Moholy-Nagy, Alexander Calder, Marino Marini, Barbara Hepworth, Henry Moore,
Alberto Giacometti and other artists. The exhibition also presented works by seminal
painters, who had also created exemplary works of sculpture (including Edgar Degas,
Auguste Renoir, Honoré Daumier, Andre Derain, Henri Matisse, Georges Braque, Pablo
Picasso, Amedeo Modigliani, Fernand Leger, Joan Miro, Jean Fautrier and Jean Dubuffet).
In addition to international artists, the exhibition attempted a representative
presentation of contemporary Greek sculpture. Starting with the Sleeping Female Figure
of Yannoulis Chalepas, it presented creations by mostly younger artists who had adopted
the spirit of abstraction (Joannis Avramidis, Kostas Andreou, Costas Valsamis, Giorgos
Georgiou, Frosso Efthymiadi-Menegaki, Theodoros [Papadimitriou], Nikolaos lkaris, Kostas
Klouvatos, Costas Coulentianos, Alex Mylona, Bella Raftopoulou, Gerassimos Sklavos,
Michael Tompros and Philolaos [Tloupas]).

Spyros Moschonas
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Oe66wpog ZTApoG (1922-1997)
Las Mesas, 1949

MGGl o€ KOVTPa MAaKE, 44,5X61 €K.

ZuAAoyr Alpha Bank

Theodoros Stamos (1922-1997)
Las Mesas, 1949

oil on plywood, 44,5x61 cm
Alpha Bank Collection
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révvng Faitng (1923-1984)
AAoyo, 1950

AG6L o€ povoaud, 107x68,5 €k.
16w TIKA ZUAAOYA

Yannis Gaitis (1923-1984)
Horse, 1950

oil on canvas, 107x68,5 cm
Private Collection

80

ravvng raitng (1923-1984)
Xwp(¢ T(tAo, 1951

AGGL o€ povoaud, 109x74,5 ek.

I6LWTIKA ZuAAoOYN

Yannis Gaitis (1923-1984)
Untitled, 1951

oil on canvas, 109x74,5 cm
Private Collection
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AAékoG KovtémouvAog (1904-1975)

SovBean-Image, 1962

AGdL o€ xdpvtunopvT, 125x160 €kK.

Awped Ynovpyeiov Maidelag

ZuAAoyr EBvikrig MvakoBrikng-Mouvogiov AAeEGvdpou Zo0To0oL
Alekos Kontopoulos (1904-1975)

Composition-Image, 1962

oil on hardboard, 125x160 cm

Donated by the Ministry of Education

National Gallery-Alexandros Soutsos Museum Collection
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Nnavvng Zmupoémoviog
(1912-1990)

Qpa L, (1968)

MULKTH TEXVLKH O€ HOLOAUE
112x144 ex.

YuAAoyr EBvikAg MvakoBrikng-
Mouaoei{ov ANeEGvEpoL ZoUTaoL
Jannis Spyropoulos
(1912-1990)

L Hour, (1968)

mixed media on canvas
112x144 cm

National Gallery-Alexandros
Soutsos Museum Collection
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BAdong Kaviapng (1928-2011)
Krimo¢ tn¢ mawbikri¢ puov nAtkiag, 1958
aKPULALKOS o€ mavi, 118x160 €k.
ZuAAoyr Alpha Bank

Vlassis Caniaris (1928-2011)

My childhood garden, 1958

acrylic on canvas, 118x160 cm

Alpha Bank Collection

Toixoc¢ tng Abrvag, 1959
MLKTH TEXVIKA, 110x150 &kK.
18lwTIKA ZUAAOYH

Wall of Athens, 1959

mixed media, 110x150 cm
Private Collection ¥
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Nikog KeooavAig (1930-2004)
Je m’ appele Nikos, 1964

AGBL KOL HLKTH TEXVIKA 0€ ouvoaud emkoAAnuévo as E0A0, 90x218 ek.

ZuAAoyr Alpha Bank

Nikos Kessanlis (1930-2004)

Je m’appele Nikos, 1964

oil and mixed media on canvas laid down on panel, 90x218 cm
Alpha Bank Collection
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AnpRTteng Kovtog (1931-1996)
Transformations, Pwun 1959

MIKTH TEXVIKN O€ povoaud, 140x140 &k.
Evyevik napayxwpnon: YKaAepi CAN Christina
Androulidaki

Dimitris Condos (1931-1966)
Transformations, Rome 1959

mixed media on canvas, 140x140 cm
Courtesy: CAN Christina Androulidaki gallery
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KwoTtag TookAng (1930)
ZTavpwon, mpw to 1965

MAQOTIKO O€ HoLOoaud, 92x73 €K.
Awped Ynovpyelov Madeiag
ZuAAoyr] EBvikrg MvakoBrikng-
Mouaoeiov AAeEGVEpOL ZoUTOOL
Costas Tsoclis (1930)

Crucifixion, before 1965

plastic pigment on canvas, 92x73 cm
Donated by the Ministry of Education
National Gallery-Alexandros Soutsos
Museum Collection
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Xpiotog Kapdg (1930)

Q61 unpootd ota telxn, 1963
AG6L o€ povoaud, 146x230 k.
16w TIKA ZUAAOYA

Christos Caras (1930)

Ode in front of the Walls, 1963
oil on canvas, 146x230 cm
Private Collection
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Xpnotog Ae@dxkng (1906-1968)
Zwypagtkr, 1963

MLKTH TEXVIKN 0€ povoapd, 131x195 ek.
Awped Ynovpyeiov Nawdeiag

YuAAoyr EBvikAg MvakoBrikng-
Mouaoei{ov ANeEGvEpov ZoUTaoL
Christos Lefakis (1906-1968)
Painting, 1963

mixed media on canvas, 131x195 cm,
Donated by the Ministry of Education
National Gallery-Alexandros Soutsos
Museum Collection
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ravvng Xaivng (1930)
Xwplg T(tAo (TpinTLYO)
KOAAGT o€ xaptl

51x71 eK. (To KABOE TUAMA)
I6LWTIKA ZUAAOYA

Yannis Hainis (1930)
Untitled (triptych)

collage on paper

51x71 cm (each part)
Private Collection

Koouag Zevakng (1925-1984)

20vBeon, mpv 1o 1966

AGdL o€ povoapd, 119x119 ek.

Awped Yrmovpyeiov Madelog

ZuAAoyr EBvikrig MwvakoBrikng-Mouvogiov AAeEGvEpoL
Yo0Ttoou

Cosmas Xenakis (1925-1984)

Composition, before 1966

oil on canvas, 119x119 cm,

Donated by the Ministry of Education

National Gallery-Alexandros Soutsos Museum Collection
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Xpvoa Pwpavod (1931-2006)
KaAokatptvd, 1960

AGSL o€ povoapd, 120x50 k.
Awped Ynovpyelov Nawdeiag
ZuAAoyr EBvikrig MwakoBrikng-
Mouagei{ov ANeEGVEpOL ZoUTTOL
Chryssa Romanos (1931-2006)
Summer Scene, 1960

oil on canvas, 120x50 cm

Donated by the Ministry of Education
National Gallery-Alexandros Soutsos
Museum Collection

Nikog Zayivng (1924-1989)
Zwypagiki, 1964

MLKTH TEXVIKH O HOVOAUE, 75%X122 eK.
Awped Ynovpyelov Matdelag

ZuAAoyr EBvikrig MvakoBrikng-Mouvogiov
ANeEGVEPOL ZoUTOOL

Nikos Sachinis (1924-1989)
Painting, 1964

mixed media on canvas, 75x122 cm
Donated by the Ministry of Education
National Gallery-Alexandros Soutsos
Museum Collection
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Nwpyog BakaAo (1902-1991)
Kopudc Asvkag, 1960

AGdL og povoapd, 100x81 ek.
Awped EA. BakaAd

ZuAAoyr] EBvikrg MvakoBrikng-
Mouaoeiov AAeEGvEpoL ZoUTOOL
George Vakalo (1902-1991)
Poplar Trunk, 1960

oil on canvas, 100x81 cm
Donated by El. Vakalo

National Gallery-Alexandros Soutsos
Museum Collection
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Nnwpyog Todylag (1922-1994)
J0v6eon, (1965)

QUYOTEUMEPA OE HOLOOUA, 92X73 EK.
Awped Ynovpyeiov Madela

ZuAAoyr EBvikr¢ Mvakobrikng-
Movaoeiov AAeEGvdpov ZoOTooL
George Touyas (1922-1994)
Composition, (1965)

tempera on canvas, 92x73 cm
Donated by the Ministry of Education
National Gallery-Alexandros Soutsos
Museum Collection
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Xpboa (Bapdéa) (1933-2013)
Ao TN oelpd KukAabikd BiBAla
1954-55/1996

udpuapo, 47,5x39,6x5 eK.
ZuAAoyr Alpha Bank

Chryssa (1933-2013)

From the Series Cycladic Books
1954-55/1996,

marble, 47,5x39,6x5 cm

Alpha Bank Collection

104

Xpboa (Bapdéa) (1933-2013)
A6 TN oelpd KukAadikd BiBAla
1954-55/1996

uéppapo, 52,5x36,4x 5 ek.
ZuAAoyr Alpha Bank

Chryssa (1933-2013)

From the Series Cycladic Books
1954-55/1996

marble, 52,5x36,4x5 cm

Alpha Bank Collection
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ravvng MaAté¢og (1915-1987)

Xwp(¢ T(tAo, 1964

MLKTHA TEXVLKH O€ povoaud, 130x97 ek.

Awped EA. MaATéToL

ZuAAoyr EBvikrig MwakoBrikng-Movaoeg{ov AAeEGvdpou o0 To0L
Yannis Maltezos (1915-1987)

Untitled, 1964

mixed media on canvas, 130x97 cm

Donated by EIl. Maltezou

National Gallery-Alexandros Soutsos Museum Collection

106

Nadapog Napépag (1913-1998)
Atdtpntn poperj, 1957
HAapuapo, 65x30x30 €K.

I6LWTIKA ZUAAOYA

Lazaros Lameras (1913-1998)
Figure, 1957

marble, 65x30x30 cm

Private Collection
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Kwotag KovAgvTiavog (1918-1995)
Fvvaika okAab6v, 1952

unpobvtlog, 44x30x20 €K.

Awped ANEEQVEPOL Kal AwpoBéag =06n-1999
MOMus-Movaoeio Z0yyxpovng Téxvng-ZuAAOYEG
Makedovikod Movaoegiov Z0yyxpovng TExvng Kat
KpaTtikod Movoegiov Z0yxpovng Téxvng

108

Costas Coulentianos (1918-1995)
Woman cross-legged, 1952

bronze, 44x30x20 cm

Donated by Alexander and

Dorothy Xydis-1999

MOMus-Museum of Contemporary Art-
Collections of the Macedonian Museum of
Contemporary Art and the State Museum of
Contemporary Art

Kwotag KovAgvTiavog (1918-1995)

Ko6npa, 1962

0ELYOVOKOAANUEVOG UMPoUVTL0G, KAaa(TePOG Kal XaAKOG ag EOA0, 110x142x10 €k.
YuAhoyr Alpha Bank

Costas Coulentianos (1918-1995)

Cythére, 1962

bronze, pewter and copper on panel, 110x142x10 cm

Alpha Bank Collection
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Fepaoipog ZkAapog (1927-1967)
Voyage dans I'espace

nétpa, 40x27x14 ex.

ZuAAoyr Alpha Bank

Gerassimos Sklavos (1927-1967)
Voyage dans I'espace

stone, 40x27x14 cm

Alpha Bank Collection

110

Fepaoipog ZkAapog (1927-1967)

H teAevtaia evépaon, 1967

Hapuapo, 106x21x16 €kK.

Awped Ynovpyeiov MoALTIONO0 Kot Emotnuwv
SuAhoyr EBvikrig MwakoBnkng-

Mouogiov AAeE&vdpov ZovTaoL

Gerassimos Sklavos (1927-1967)

The Last Vision, 1967

marble, 106x21x16 cm

Donated by the Ministry of Culture and Science
National Gallery-Alexandros Soutsos

Museum Collection
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MNwpyog ZoyyoAémouvAog
(1903-2004)

Moosibwvag, 1957

opeiyaAkog, 28x18x18 ek.
16pvua MFewpylov ZoyyoAdmovAov
George Zongolopoulos (1903-2004)
Poseidon, 1957

bronze, 28x18x18 cm

George Zongolopoulos Foundation
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MNwpPyog ZoyyoAdmovAog
(1903-2004)

JuvBeon, 1960-65
0pel(aAKOG, 39X9xX5¢€K.
16pupa Mewpylov
ZoyyoAdmouAov

George Zongolopoulos
(1903-2004)
Composition, 1960-65
bronze, 39x9x5 cm
George Zongolopoulos
Foundation

MNwpyog ZoyyoAémoviog
(1903-2004)

rAvntd Atebvoug EkBeong
OcaoaAovikng, 1966
opelyaAkog, 52x14x14 €K.
16pupa Mewpylov
ZoyyoAdmouvAou

George Zongolopoulos
(1903-2004)

Sculpture for Thessaloniki
International

Trade Fair, 1966

bronze, 52x14x14 cm
George Zongolopoulos
Foundation
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Ax1AAéag ATtépyng (1909-1986)

AvaBiwaon, 1960

unpolvtZog, 102x30x16 €K.

Awped Mwpyov Anépyn-2002
MOMus-Movoeio Z0yxpovng TEXvnG-ZLAAOYEG
Makebovikob Movaoeiov Z0yxpovng Téxvng Kat
Kpatikod Mouvoeiov Z0yxpovng Téxvng

114

Achilleas Apergis (1909-1986)

Revival, 1960

bronze, 102x30x16 cm

Donated by Yorgos Apergis-2002
MOMus-Museum of Contemporary Art-
Macedonian Museum of Contemporary Art
and State Museum of Contemporary Art
Collections

Ax1AAéag ATtépyng (1909-1986)

H Kivnotg, 1975

unpobvtlog, 100x37x22 &K.

Awped Mnwpyouv Anépyn-2002
MOMus-Mougoeio Z0yxpovng Téxvng-ZuAAoYEC
Makedovikod Mouvoegiov Z0yxpovng Téxvng Kat
Kpatikod Movaeiov Z0yyxpovng Téxvng

Achilleas Apergis (1909-1986)

The Movement, 1975

bronze, 100x37x22 cm

Donated by Yorgos Apergis-2002
MOMus-Museum of Contemporary Art-
Macedonian Museum of Contemporary Art
and State Museum of Contemporary Art
Collections
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AAEE MuAwva (1920-2016)

H yévvnon tng Agpoditng, 1960
gpupnrAato oidepo,350x90x15 eK.
ZuAAoyr) MOMus-Mouoei{o AAeE MLAWVE
Alex Mylona (1920-2016)

Birth of Aphrodite, 1960

hammered iron, 350x90x15 cm
MOMus-Museum Alex Mylona Collection

AAEE MuAwva (1920-2016)
MwwTtavpog, 1960

opupriAato o{bepo, 62x162x33 €K.
ZuAhoyr§ MOMus-Mouaoegio AAEE MuAWVA
Alex Mylona (1920-2016)

Minotaure, 1960

hammered iron, 62x162x33 cm
MOMus-Museum Alex Mylona Collection
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KAéapyxog NovkoémouAog (1906-1995)
S0vBeon, nep. 1970

o{bepo, 45x70x40 €k.

Awped AnuriTpn AouKOTOLAOL-1998
MOMus-Movoeio Z0yxpovng TéxvnG-ZUAAOYEG
MakebovikoO Movaoelov Z0yxpovng Téxvng Kat
KpaTtikod Movaeiov Z0yyxpovng Téxvng
Klearchos Loukopoulos (1918-1995)
Composition, c. 1970

iron, 45x70x40 cm

Donated by Dimitris Loukopoulos-1998
MOMus-Museum of Contemporary Art-Macedonian
Museum of Contemporary Art and State Museum
of Contemporary Art Collections
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Zwow XovTtomobAov-KovTtapatov (1923-1984)
Joatptkd otolyela og klvnon, 1967
0ELYOVOKOAANWEVOD 0(bePO, 71x65X63 €K.

16w TIKA ZUAAOYA

Sosso Houtopoulou-Kontaratou (1923-1984)
Spherical elements in motion, 1967

welded iron, 71x65x63 cm

Private Collection

120

®poocw EvBupadn-Meveyakn
(1911/16-1995)

rpagr oto dtaotnua, (1960)
geLPAAATOG 0PE(XAAKOG
90x70x28 ekK.

KAnpo&détnua ®pdéowg
EvBupiddn-Meveydkn

ZuAAoyr EBvikrig MwvakoBrikng-
Movaei{ov AAeEGVOpoOL Z00TOOL
Frosso Efthymiadi-Menegaki
(1911/16-1995)

Movement into Space, (1960)
hammered brass

90x70x28 cm

Frosso Efthymiadi-Menegaki
Bequest

National Gallery-

Alexandros Soutsos

Museum Collection
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dwToypapieg épywv (0. 36,39,48a,81,82-83,93,95,97,98,99,100,101,104,109,119)
EBvikric MwakoBrikng-Mouvoeiov AAeEGVEpOL o0 TOOUL):

Itadpog Wupolkng, OdAela Koundpn

Photographs of the works (p. 36,39,48a,81,82-83,93,95,97,98,99,100,101,104,109,119)
of the National Gallery-Alexandros Soutsos Museum:

Stavros Psiroukis, Thaleia Kymbari

dwTtoypagia £épyov 0.86-87.: XpLotdpopog AouvAyépng

Photographs of the work on p.86-87: Christophoros Doulgeris

dwTtoypagia £épyov 0.119.: Tndpog Mndvog

Photographs of the work on p.119: Spyros Banos






