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H avwpadn Kai ékpuBun noAitikn Katdataon nou dnpioupyeital ota Péoa TnNs deKAETIAS Tou
1960 éxel ws tpayikn Katanngn tn diktatopia ts 21ns Anpidiou tou 1967. H pn oupuetoxn
o€ KaBe eidous noAitiotikEs exkdnAwaels, eival o Baoikos Tpdnos nou eniAéyel n NAsiowneia
TWV KaAAITEXVWVY O€ HId «GTunn» JETagu Tous CUP@QWVIa, WOTE VO EKPPATE! TNV evavTiwaon
NS 0Tn xoUvTa, va anokAeioel onoiadnnote vopiyonoinon tns. Tautéxpova, PepiKoi dpaotn-
ploroloUvtal o€ avTIBIKIATOPIKES 0pPYaVWOEIS, KAMolol PeUyouv 0To e§wtepikd, dAdol oun-
AapBavovtal Kal e§opidovtal, AAAol olwnoUv Kal anopovwvovTal gtd pyactnpid tous, Aiyol
Opws eival ol noAItika adidgopor atn {oepn NPayHaTKOTNTA Mou Biwvouy, 0’ évav KOoKo nou
ouvtapdagetal ano tov Nonepo tou Bietvdy, tn dodogovia tou Toe MkeBapa, Tnv eNavactatikn
OpHN TwWV NapIcivwy 08o@paypdtwy tou Mdn tou '68.0tav n gtdon tns anoxns @aivetal ot
obnyei oe adig€odo Kal e€aviAei tnv dnoia duvapikn s, ol KaAdItéxves avacuvtdaoovtal,
avaBewpwvtas tnhv andeach tous. ‘Hon and to 1968 npoetoipdlouv cuAfoyIKn EPQAVICNH
TOUS, Nou TeAIKA patalwvetal — 6Uo xpdvia apydtepa (1971) n ékBean Auo ouyKAivouaeg erbn-
Awoelg (ykanepi Nées Mopgés Kal AiBouaa Téxvns ABnvwv-XiAtov) oUyKeVIpwVEl TpIAvVTa €€
Cwypd@ous, yAUNTES Kal XapAKTES.

O1 atopikes exBEaels (1969) tou lMdvvn laitn kal tou BAdon Kavidpn otn Néa Mkanepi, eival
eKeives nou ondve oupBoAikd tn alwnn. O1 KATAOKEUES Kal ol Nivakes pe ta nAnBn tou laftn
(tnv nponyoUpevn xpovid gixe napouaidoel otn Pwpn ouvBéaels pe duooiwves Hoppés atpa-
TIWTIKWY €V EIB€I «OIKOYEVEIOKWY MOPTPAITWY», CUVTAYUATAPXeS va nupoBoAouv NepioTépia

The irregular, abnormal political condition of the mid-1960s tragically results in the dictator-
ship of April 21, 1967. Non-participation in all kinds of cultural events is the main way which
the majority of artists opt for, as if in a tacit agreement, to express their opposition to the
Junta and preclude any legitimisation of the regime. At the same time, some join resistance
organisations, some leave the country, some get arrested and exiled and others remain silent
and secluded in their studios — but few stay politically indifferent to the gloomy realities of
a world shaken by the war in Vietnam, the assassination of Che Guevara, the revolutionary
impetus behind the Parisian street barricades of May '68. Once abstention seemed to have
exhausted its power and lead to an impasse, artists rallied and reviewed their decision. A col-
lective appearance planned as early as 1968 does not materialise in the end; two years later,
in 1971, the exhibition Two converging events (Nees Morfes and Athens Art Gallery-Hilton)
brings together thirty-six painters, sculptors and printmakers.

The solo exhibitions of Yannis Gaitis and Vlassis Caniaris at the New Gallery in 1969
are those that symbolically break the silence. Gaitis’s constructions and paintings with the
crowd scenes (the previous year he had shown in Rome the “family portraits” of sinister mili-
tary figures, colonels shooting at pigeons and the Funeral of Che Guevara) come to speak
of the faceless, lonely and standardised members of a ruthless mechanism of production-
consumption, while Caniaris’s plaster casts of human limbs and objects, the wire fences and
the red carnations set in plaster make for a clearly political statement, automatically refer-
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anAd Kai tnv Knbela tou Toe MkePdpa), épxovtal va piIAngouy yia ta anpdownd, HOVaXIKA Kal
Tunonoinpéva pénn evos aducwnntou pPnxavigpou napaywyns-Katavanwaons, eV ol ouvBE-
0€1S ToU Kavidpn P 1a yuywpata avBpwnivwy JeAWwY Kal avTKEINEVWY, Ta guppatoniéypata
Kal Ta YUYwpéva KOKKIva yapipada, odnyolv o pia apiyws noAditikn avayvwan, napané-
MMoUV autépata otis ouvBNKes atépnons tns eneuBepias, ta Bacaviotnpia, TNV wpoTNTaA Kal
N OKANPOTNTA TOU OTPATIWTIKOU KaBeotwrtos. Tnv idia xpovid, npayuatonoleital Kal n Kol-
vin €kBeon twv Mdavvn BaAaBavibn, BayyéAn Anpntpéa, Mapias KapaBéna, Bdows Kupidkn,
Mwpyou MnAiou Kal Lwthpn LépoyKa (ykadepi Aatop). 1o e€weuiio tou Katandyou euga-
viCetal éva paupo névBos, evw atnv npwtn gediba tou npotdooetal To cUVBNua tou yaddi-
KoU Mdn «va eiote peaniotés’ va ¢ntdte to aduvatox. To 1970, Uotepa and tnv «Katdpynony»
s nNpoAnMTIkAs AoyoKpioias and tnv xouvta, exkdidovial ta AeKaoXTw Kelpeva onPavTKwyY
ouyypagéwv Kal diavooUpevwy atov nponoyo tns ékdoans unepacniletal n onpacia s
efeUBepns NveupatkNs Kal KaAditexvikns dnpioupyias. Bpiokdpaote nAéov otis apxés tns
deraetias tou 1970. H napougia Kai n §pactnpionoinon Twv IKACTIKWY dNPIoUPYWY eVIeive-
Tal, he s ndn undpxouoes aidd Kai vées (Kaaditexviko Kal Mveupatikd Kévipo Npa, Asopds)
aiBouoes téxvns va ToUs GUOMEIPWYOUV Kal va Tous urnoatnpi¢ouy, uno To KPAtos tns anel-
ANs, TNs aoTuvAPEeUONS Kal tns AoyoKplaias.

01 6pdoeis-eykataotdoels tns Mapias KapaBéna, akoAouBuwivias Tis aTpatnyIKES TOU 00K,
npoKkanoUv Pe tnv évtaon Tou noAitikoU tous pnvupatos. To 1970, otn ykadepi Agtop napou-

encing loss of freedom and the military regime’s tortures and cruelty. The same year the As-
tor Gallery hosts the group show of Yannis Valavanidis, Vangelis Dimitreas, Maria Karavela,
Vasso Kyriaki, Yorgos Milios and Sotiris Sorongas; the catalogue’s front cover carries a black
band of mourning, and the first page starts with the May '68 slogan “Be realistic: Demand
the impossible!”. In 1970, when the Junta abolished a priori censorship, the Eighteen Texts by
prominent writers and intellectuals are published with a foreword that defends the freedom
of intellectual and artistic creation. This is now the early 1970s, and the presence of visual
artists intensifies as the existing galleries and some new ones (Ora Cultural Centre, Desmos)
bring them together and support them against the threat of censorship and the police state.

The actions-installations of Maria Karavela adopt a shock strategy and provoke with
their intense political message. In 1970 the Astor Gallery hosts her plaster figure in a cage,
while in 1971 her claustrophobic, cell-like construction with the word “Help” written in red
(blood) on the wall brings about the intervention of the police, and the show at the Athens Art
Gallery-Hilton comes down. In 1972 Dimitris Alithinos presents his first solo show at Desmos:
the interrogation office, the figures hiding in dustbins, the crucified red mannequin that broad-
casts the sounds of the city in real time are some of the works that define a clearly political
stance of opposition and dispute, addressing and being addressed, requiring the viewer’s
involvement and reaction and posing urgent questions about the role of artists and artworks
in troubled, illiberal times. In the same spirit, his next show, A Happening (Ora, 1973) fea-
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01¢del pia yuyivn @ryoUpa guiakiopévn ae kAouBi, Kal tnv endpevn xpovid (1971) n Siapop-
@wan evos KAeloto@oBikoU nepiBaniovtos-kediou otnv AiBouoa Téxvns ABnvwv-XiAtov pe
YPOUPEVN OTOV TOIX0 e KOKKIVO Xpwa (aipa) tn AEEN «BonBeiax, odnyei atnv enéuBaon tns
aotuvopias Kal o KatéBaopa tns €ékBeans. To 1972, o Anuntpns AAnBeIvos npaypatonolei thv
NPWTN atopikn tou €ékBeon otnv AiBouoa Téxvns Aeapds. To avaKpITIKG YPAPEIO, Of KPUHUEVES
OTOUS OKOUMIBOTEVEKEDES HOPPES, TO ECTAUPWHEVO KOKKIVO avdpeikeno nou avapetadidel oe
NpayMaTiKG Xxpdvo Tous Nxous tns NoAns, eival pepikda and ta €pya tns €kBeans, nou opiouv
Hia apiyws noArukn Béon evavtiwaons Kal apeioBhtnans, aneuBuvouv Kal aneuBuvovtal, npol-
noBEtouv tnv dueon epnnokn Kal avtibpaon tou Beatn, BEtovias eMITAKTIKA EpWTAKATA yia TOV
p06A0 Tou SnpIoupyoU Kal ToU £€pYoU TEXVNS O€ Kpiolpes Kal aveAeUBepes enoxes. YTo idlo nveupa,
KIVE(Tal Kal n enopevn €ékBean tou atnv Opa pe titAo Eva ZupBav (1973), énou napouaialel o
napdtagn téooepa Aeuka EUAIVa KouTid, opyavwvovtas pia nopeia-diadpopn otov xwpo. Anod
ta Vo npwrta npoBdnfouv {wvtavd, avBpwniva péAn, ato tpito atadlel ogU o’ éva pétanio,
0To T€Tapto o Beatns pnopouoe va del To MPOowo Tou 0° évav KaBpéptn. H eyKkatdotaon
OUVEXIZe 0" éva Seltepo dwATIo SIAHOPPWHEVO OTO OIKEID GUVTNPNTIKG Kal avayvwpicIpo
nepiBannov pias pIKpoaotKAs tpanelapias. Evvoles dnws o diapeiopds, n Bia Kal o eykAwBI-
OMOs BpioKovTal gTov NUPAVA TNS £YKATAGTAONS, HE T0 Keipevo tou AAnBeivou atov katddoyo
VO EMNIKEVIPWVETAI OTNV TEXVN Kal TNV avTI-TEXVN, TNV €NAVASTATIKOTNTA Kal TNV NpwTonopia.

H eikaoukn opada twv Néwv EAfnvwy Peadiotwy (Mdvvns BadaBavibns, KAgondtpa

tured four white wooden boxes arranged along an itinerary through the room. The first two
had human limbs sticking out of them, in the third there was acid dripping on metal and in
the fourth box viewers could see their face in a mirror. The installation continued in a second
room with the familiarly conservative, recognisable setting of a middle-class dining room.
Concepts such as dismemberment, violence and entrapment are at the core of this installa-
tion, with the text of Alithinos in the catalogue focusing on art and anti-art, the revolutionary
spirit and the avant-garde.

In its three-year existence (1971-73), the art group of the New Greek Realists (Yannis
Valavanidis, Cleopatra Dinga, Kyriakos Katzourakis, Chronis Botsoglou, Yannis Psychopedis)
had a catalytic effect on the artistic context of the time. The five artists shared similar aes-
thetic quests and ideologies, having been active in student unionism before 1967 through dif-
ferent left-wing groups, except for Valavanidis who had been a member of the EDA Students’
Organisation. In their mimeographed manifestos they presented their views, defended the
concept of collectivity and spoke of “socially engaged art”, the function of artworks and their
dissemination to the general public, expressing themselves with purely painterly means, opt-
ing for realism and tackling subjects based on Press photographs (in line with similar quests
in European and American art). A dominant theme was their critical view of contemporary
social and political reality, the veneer of affluence and an idealised everyday life, the excesses
of advertising, consumerism and the role of the Media. Their 1972 exhibition at the Goethe
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AiyKa, Kupidkos Katoupdkns, Xpdvns Mnédtooydou, Mdvvns Wuxonaidns), ge tnv tpixpovn
dpdon tns (1971-73) napepBaivel KataAUTIKA 0To KaAAIteXVIKO NAaiglo tns enoxns. EKKIVW-
VIas anod opoloyevn aloBnTiké arthpata Kal Koivn 16eoAoyikn Baon (éAol htav ouvOIKaAioTiKé
0TeAEXN TOU POITNTIKOU KIVAKATos npiv to 1967 Kal eviaypévol o€ SIapopeTtiKES EKPPATEIS TOU
aplotepou xwpou, Pe e€aipeon tov BaAaBavidn nou ntav opyavwpévos otn Lnoudaotikn Op-
yavwaon tns EAA), ol névte kaAAitéxves Ba KUKAo@opnaoouv noAuypa@nPEVa HavipeéaTa e TS
Béoels tous, Ba unepacniotoly TNy évvolia tns cuAdoyikdTntas, Ba HIANGOUY yia TNV «KOIVWVI-
KOMoINUEVN TEXVN» Kal TN AEIToUpYia ToU £pyou TéXVNS, TNV ENIKOIVWVIa Kal th §1axuch Tou ato
€UpU KoIVO, Ba ekppaatolV pe kaBapd {wypa@Ikd péoa enmiAéyovias tov peaniopo Kal Bépata
Baolopéva oe pwtoypagies dnuoaieupéves atov Tuno (oe euBeia avtigtoixia pe napaninies
avadntnoels aTnv EUPWNAIKA Kal apEPIKAVIKN Téxvn). Kupiapxn eival n KPITIKA tonoBEtnon
TOUS 0TN oUYXpOoVN KOIVWVIKNA Kal MoAITIKA Npaypatiketntd, TNy eNMAaotn eUPApEId Kal Ty
wpaionoinpévn KaBnpepivotnta, tnv unepBoAn tns Siagnpions, Tov Katavadwtopd Kal Tov
pono twv MME. H ékBean tous (1972) oto Epyactnipi LUyxpovns Téxvns tou lvatitoUtou Mkaite
(pe T ouvdpopn tou Meppavou dinAwpdtn Moxdves Bdioept, o onoios Kpatd apvnukn noAit-
KN 0Tdon anévavt otn xouvid, NpowBwvtas eKkdNAWOEIS Pe ouyKanuppévo avTdIKTatopIkoe
nveUpa) yvwpilel tepdotia enituxia ge nepioadtepous anod 4.000 eniokéntes. To KaBeatws na-
parofouBei apnxavo pe tov @oBo tou SinAwpatikou eneicodiou oe Nepintwon enéuBaons tou.

‘Eva and ta nio yvwotd nepiotatiké AoyoKpigias agpopd otnv €KBean nou npoetoipa-

Institute’s Contemporary Art Workshop—with the aid of the German diplomat Johannes
Weissert, who opposed the regime and promoted events of a subtly anti-dictatorial spirit—
was hugely successful, with over 4,000 visitors. The regime looked on awkwardly, fearing
diplomatic repercussions if it stepped in.

One of the best-known instances of censorship concerns the 1973 exhibition of Elias
Dekoulakos at the Athens Art Gallery-Hilton with works from 1969-73. On the pretext of of-
fending “public decency”, after the “strange” reaction of a group of pupils and their teacher
in the “accidental” presence of police officers, the artist is told to remove his female nude
compositions. He chooses to cancel the show altogether, but it reopens at Nees Morfes a
few days later without any problems, this time together with works from 1963-68. Dekoula-
kos would confess that painting was the only kind of resistance he could “bear” at the time.
Superbly precise and clear, his photorealistic compositions with an added symbolic element
were meant to denounce violence in all its forms as well as the mechanisms of alienation.
In many of these, such as the one with the female posterior provocatively sat on a military
helmet, the emphasis was inevitably placed on their anti-dictatorial message.

To left-wing artists of the generation of wartime Resistance and the Civil War, the re-
gime’s policies awaken harsh memories which regain their topicality and symbolism. The op-
pression and persecution of the Left and the deep feeling of social and political responsibility
point to the need for a “politically engaged” art to facilitate communication through familiar
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Ce (1973) o HAias Aekouddros otnv AiBouoa Téxvns ABnvwv-Xidtov pe €pya tns nepiddou
1969-73. Me artonoyia tnv npoaBonh tns «dnpoaias aibous» Kal twv Xpnotwy nBuwyv, Uotepa
and tnv «nepiepyn» avtibpaon pias opddas paBntwv Kal tns dackanas tous napouaia tuxaia
NOPEUPIOKOPEVWY TGTUVOHIKWY, 0 Snpioupyds niEdetal va anoouUpel cuvBEaels pe yuvalkeia
yupva. EmiAéyer va akupwoel tnv €kBean, napouaciddovtas ta €pya Aiyes nuépes apyotepa
(xwpis kavéva npoBAnua) otis Nées Moppés padi pe €pya twv xpovwy 1963-68. 0 Aekound-
Kos e€oponoyeital 6t n Jwypa@ikn anotefoUoe TN HOVN avtioTtaon Mou «Aviexe» eKeivn Tnv
nepiodo. O, e€aipetikns arpiBelas Kal kaBapdtntas, ewitopeadiotKES auvBEaels Tou, epne-
pIEXOUV TO oUMBOAIKG aToIXeio, aToXeUOUV va Katayyeifdouv tnv aneidn Kai kdBe popens Biag,
anAd Kal Tous pnxaviopous addotpiwons. Ye noAAés and autés, dnws ta yuvaikeia onioBia
nou KaBovtal NpokANTIKA NAvw o’ éva oTpatiwTikd Kpdvos, Ba 60Bei, avandpeukta, Nnpwtap-
XIKN €UAcn gTtov avTiSIKTATOpIKO TOUS XapaKkTipa.

Ma tous apiotepous KaAAItéxves Tns yevids tns Avtiotaons Kail tou Epguniou, nvéa noAiti-
KN EKTPONN YeVVAEl OKANPES UVAKIES, MOU anoKToUv £avd eNiKaIpo XapaKTNpa Kal sUpBoAiopd.
01 ouvBnKes nieons Kal ol annveis d1LWEeIs Tou apiotepou Kdapou, n BaBid ouvaioBnaon Kolvw-
VIKAS Kal NoAItIKkASs euBUvNs Npotacgouy TN avayKaidtnta PIas «0TPATEUPEVNS» TEXVNS Mou
€UVOE( TNV eNIKoIvwvia Péoa ano oikeles poppés. H Baow Katpdkn eival petagu twv npwtwv
nou cuAnauBAvovtal and to KaBeatws Kal hadi pe xiAiddes dnfous noAites, SnPoKpaTIKWY Kal
aplotepwy nenolBhoewy, e€opiletal otn Mudpo. Ta Bétoada nou Ba {wypa@ilel eKel GUYKPO-

forms. Vasso Katraki is among the first to be arrested by the regime and sent to exile in
Giaros like thousands of other citizens of a democratic and left-wing persuasion. The pebbles
she paints there constitute a peculiar journal—human, emotional, experiential. The black ink
on the prints after her return from exile in February 1968 depict, with expressive power and
sensibility, emotions and traumas on a personal and collective level. The mutilated bodies,
the solitary women waiting next to petrified tree trunks and rocks, the wounded or sinister
suns, the hieratic Madonnas and the emblematic Antigone as she prepares to fulfil her duty
are exhibited in the printmaker’s 1972 exhibition at Ora, which attracts hosts of visitors under
the inquisitive gaze of watching informers and policemen: the people’s attendance is a kind
of substitute for the forbidden political action. The woodcuts of A. Tassos from that time—
which remain unseen, to be presented after the restitution of democracy at the National Gal-
lery (1975)—convey the pain and the heroism and become allegories with a religious, almost
holy passion and an epic, monumental idiom. The slaves, the bodies torn by barbed wire and
the Tyrranicides converse with Che Guevara, the latter-day fighters and the armed archan-
gels at the gate to the Technical University.

In a long series of works by artists older or younger, more or less politicised and mili-
tant—whose art moves in “traditional” ways or goes into more radical (and bold, for Greek art
at the time) paths of experimentation and expression (environments, installations, happen-
ings, performances), broadening the spectrum of media and materials and seeking the audi-
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ToUV éva 181dtuno npepondylo — avBpwnivo, CUYKIVNOIaKO, BIwpatiké. Xta padpa peddvia twy
TUNWUATWY NS, JETA TNV NIOTPOPN TNs and tnv e€opia (PeBpoudpios 1968), eikovonolel, pe
eKPPaoTIKA SUvapn Kal euaioBnaia, cuvaieBAPaTa Kal TPAUPATIKES EUNEIPIES G ATOMIKG Kal
oudnoyIké eninedo. 01 ouvBEaels e Ta AKPWTNPIOOUEVA OWHATA, TIS LUOVAXIKES YUVAIKES MoU
nepipévouy dinAa o€ netpwpévous Koppous Kal Bpdxia, Tous Tpaupatiopévous n aneiintkous
nAlous, Tis IEpatiKkEs MAatuTépes Kal tnv euBAnPatIKA AvTiydvn mou eTolpadetal va eKnAnpuoel
T0Xp£0S TNs, napouaiddovtal atny atopikn ékBeon (1972) tns xapdktpias atnv 0pa, nonoia, ev
HEOW Xa@IEBWV Kal A0 TUVOMIKWY va napakodouBouv, cUuyKevTpwvel 1ANBos KGGHoU: N Napou-
oia tou unokaBigtd, Katd Kdnolov TPOMo, TNV anayopeupévn noditikn dpdan. O1 Eudoypagies
Tou A. Tdogou tns idias nepiddou —nou, waotdaoo, Napapévouy apaveis Kainapouaialoval, Jetd
TNV anokatdaotaon tns Anpokpatias, atnv EBvikn MivakoBnkn (1975)- anotunwvouv thv 0dU-
VN Kal Tov Npwicpa, yivovtal adAnyopies pe BpnoKeUTIKN, axedov 1epn, aioBnon otnv éKppaacn
ToU NABous Kal enikd, Pvnuelarko Ugos. 01 okAdBol, ta otpeBAwpéva and ta cuppatonAéypata
owpata Kai ol TupavvoKtévol cuvopidoUy pe tov Toe MkeBdpa, Tous oUyXpovous aywvIoTES
Kal tous onAiopévous apxdayyenous atnv Nuan tou MoAutexveiou.

Ye pia geydn ogipd épywy, nadaidtepwy Kal VEWTepwy, Nepioadtepo n Arydtepo noAiti-
KOMOINUEVWY Kal 0TPATEUREVWY, KaAAITEXVWY —Mou n Soudeid Tous Kiveital ae «napadoaia-
KoUs» dpdpous n npooavatodietal o€ Mo PICooNaoTKOUS, NPWTONOPIaKoUsS Kal toApnpous,
yla tnv €AANVIKNA TéXVN eKeivns TNs NepIOdoU, TPONoUS, NEIPAPATIOPOUS Kal EKPPATEIS (Nepl-

ence’s participation and interaction—the references against oppression have a prime place,
bespeaking the liberating power of art. The spirit of protest and denunciation is sometimes
overt, loud and graphic and sometimes subtle and symbolic: in the grotesque faces/masks of
the militarists, the judges and the terrified mothers of Dimosthenis Kokkinidis; in the Vietnam
collages of Vasso Kyriaki and the compositions of Vangelis Dimitreas; in the works of Dimitris
Perdikids, inspired by the visions of the fighting Left; in the impenetrable, solitary figures of
the political prisoners in the works of Assadour Baharian; in the realistic depictions of social
and political conflicts by Demos Skoulakis; in the overt political stance of the compositions
of Lefteris Kanakakis with the army uniforms, the medals, the insignia and the Greek flag; in
the suffocating atmosphere of the works of Dimitris Mytaras; in the man with the carnation
(Nikos Beloyannis) and the red poppy of Sotiris Sorongas... At the same time the propositions
of Constantin Xenakis, Alexis AKkrithakis, Stathis Logothetis, Theodoros and Leda Papacon-
stantinou, alongside those of Caniaris and Gaitis, open up to a new dimension of protest,
political action, social practice and communication, towards an art that’s free and creative,
away from conventions, party affiliations and stereotypes, from dominant and bounding prin-
ciples and values.



Bandovta, eykatagtdoels, happenings, neppdppavs) SieupUvovias péoa Kal UAIKA Kal enidiw-
KOVTOS TN GUMKETOXIKOTNTA Kal TNV ap@idpopn ox€on e To Kolve— 0l avagopés evavtia otnv
KaTanieoTIkA Kal ouvBAINTIKA noAItKA guvBnKn, diekBIKOUV NpwtapxIikh Béan, Asitoupyolv
ws ouvdbnAwaels tns anedeuBepwtikns SUvapns tns téxvns. To NveUua tns KatayyeAias Kai
dlapaptupias avaduetal dAnote dpeaa, Suvatd Kal Nepypa@ikd, ¢AAOTE UNAIVIKTIKA Kal GUM-
BoAIKA: 0Ta YKPOTEOKA MNPOCWNA-UACKES TWV OTPATOKPATWY, TOUS DIKACTES Kal TIS TPopay-
HEves untépes tou AnpoaBévn KokKividn® ota koAAAad pe B€pa to Bietvap tns Bdows Kupidkn
Kal aTis guvBéaels tou BayyéAn Anpntpéa ota egnvedpeva and To 6paya tns HaxOpEVNS apl-
otepds, €pya tou Anpntpn Mepdikidn' otnv ecwTtepIKOTNTA Kal TN povagid mou anonveéouy ol
ouvBéaels pe Tous NoAItikoUs KpatoUpevos Tou AgavtoUp Mnaxapidv: atis peanioTIKES ano-
800EIs KOIVWVIKWY Kal MOAITIKWY SUYKPOUOEwWY Tou Anpou KouAdKn' atnv dueon noAitikn
0Tdon Twv ouvBEéoewv Tou Aeutépn KavaKdKi e TIS OTPATIWTIKES 0ToAEs, ta napdanya, td
eBvdonpa Kal tnv eAANVIKA onpaia’ otnv anonvIKTIKA atpdéo@aipd Twv €pywy ToU Anpntpn
Mutapd' atov Adikoé avipa pe to yapigpano (Nikos Mnedoyidvvns) Kal Tnv KOKKIVN nandpouva
TOU Zwtnpn ZopoyKa... MapdAinaa, ol npotdoeis tou Kwvatavtivou Tevdkn, tou AAEEn Akpl-
BakKn, Tou ZtdBn AoyoBétn, Tou Bddwpou Kai tns Ahdas Manakwvaotavtivou, padi e exeives
Tou Kavidpn Kal tou laitn, avoiyovtal o€ pia véa didataon diapaptupias, NoAItIKAS NPAKTIKAS,
KOIVWVIKNS Npd&ns Kal enikolvavias, pias téxvns eAgUBepns Kal SnHIoUPYIKAS HaKpld and
OUPBAGEIS, KOPUOTIKES eVTAEEIS Kal OTEPEGTUNT, KUPITIPXES Kal ETUEUTIKES apXES Kal agies.




Xwpl(g titAo, 1969,
yUyos oe §uAivo nAéypa
Kal @UTEPEVA NATOTIKA
yapUgpana, diagtdoels
petaBAntés

Untitled, 1969,

plaster on wooden frame
and implanted plastic
carnations, variable
dimensions
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BAdons Kavidpns / Vlassis Caniaris (1928-2011)




1 To xp€og tng Avuiyovng,

1972, xdpaypa o€ nétpa,
103 x 103 k.

1 The duty of Antigone,
1972, rock engraving,
103 x 103 cm

Bdow Katpdkn / Vasso Katraki (1914 - 1988)
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Bdow Katpdkn / Vasso Katraki (1914 — 1988)

€lie Ay

2

2 Kpepaopévog atov
Ao, Moupa, 1967,

Hapkaddpos ae xapti, LAt o ! 4 1 fef ittt i iy s o sma gy
18 14 en, Myt MIET- {50 faa fa Kbt o g B 57 _ T e ]
Apxeio Bdows Katpdkn e ) oy apepap gt T, R S

B i e Loy O = E
3 KatdBAuwn, 1968, ptol o e eSS O W o K
uapkabdopos o€ xapt, Can 3oy 34 Tdimenpt= FA5*F 1 L
18 x 11 K., MnyA: MIET - o i : . LB ".F.* g I'_'- . "'!I—
Apxeio Baows Katpdkn e SVLEY B )il g S i Sy | TS e |

ot s ..” o Wi 2. ’ . lJ. o) g w L K .

2 Hung in the sun, g e B v 2N S : :I_ ‘ cldpi i
Gioura, 1967, marker s s e e R R s i S
on paper, 18 x 14.cm, Haay '.,1.-“- R B i | i L gho | Gconiey feiap!
Source: National Bank R P y AR
of Greece Cultural SERCR . e Al e L - (oA
Foundation-Vasso B 1 T S e

Katraki Archive

3 Depression, 1968,
marker on paper,

18 x 11 cm, Source:
National Bank of Greece
Cultural Foundation—
Vasso Katraki Archive
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4 Xelpoypago tns
noAItiKNS KpatoUPevns
Bdows Katpdkn, Meviko
Kpatiké Noookopeio ths
ABnvas, 29 OKktwBpiou
1967, Mnyn: MIET - Apxeio
Bdows Katpdkn

5-6 Anoyels tns
aTOpIKAS €KBEONS Tns
Bdows Katpdkn ato
KaAditexviko Mveupatiko
KévtpoQpa, 1972,

Mnyn: MIET - Apxeio
Bdows Katpdkn

4 Manuscript of political
prisoner Vasso Katraki,
General State Hospital
of Athens, 29 October
1967, Source: National
Bank of Greece Cultural
Foundation-Vasso
Katraki Archive

5-6 Views of Vasso
Katraki’s solo exhibition
at Ora Cultural Centre,
1972, Source: National
Bank of Greece Cultural
Foundation—-Vasso
Katraki Archive

Bdow Katpdkn / Vasso Katraki (1914 — 1988)




7 Zwypagiopéva
Botoada tns e€opias,
loupa, 1967, Mnyh: MIET-
Apxeio Baows Katpdkn

7 Pebbles painted in
exile, Gioura, 1967,
Source: National Bank
of Greece Cultural
Foundation-Vasso
Katraki Archive
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Bdow Katpdkn / Vasso Katraki (1914 — 1988)




1 To paptdpio Kat

0 Bdvarog tng HAéKtpag
AnoatéAou, 1967,
gudoypapia oe nAdylo
€UAo, 163,5 x 72 x 4 €K.,
Yuddoyn Etaipeias
EIKaoTIKWV Texvwv
A.Tdooos

1 Martyrdom and death
of Electra Apostolou,
1967, woodcut,

163.5x 72 x 4 cm,

A. Tassos Foundation
Collection

A. Tdooos / A. Tassos (1914 — 1985)




2 Xelpdypapo Keipevo
opiias A. Téooou ata
€YKaivia tns éxkBeons
tou otn Neue Galerie
im Alten Museum ato
Avartoniké Bepodivo,
1985, Apxeio Etaipeias
EikaouKkwv Texvwv

A. Tdooos

2 Manuscript from

A. Tassos’ speech at the
opening of his exhibition
at the Neue Galerie im
Alten Museum in East
Berlin, 1985, A. Tassos
Foundation Collection
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A. Tdooos / A. Tassos (1914 - 1985)
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A. Tdoogos / A. Tassos (1914 - 1985)

3 0 ouvtaypatdpxng
2nupog MouatakAng,

1974, uAoypawpia oe

6pBio §UAo, 128 x 52 €K.

3 Colonel Spyros
Moustaklis, 1974,

woodcut, 128 x 52 cm
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1 [étpeg kat nanapodva,
1972, AiBoypapia,
63 x 50 K.

1 Rocks and poppy, 1972,

lithograph, 63 x 50 cm

2 Katdnoyos tns
opabikns éxkBeans

6 Zwypdpot, Mkadepi
‘Aatop, OKktwBplos 1969
2 Catalogue for

the group exhibition

6 Painters, Astor Gallery,
Athens, October 1969
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Lwtnpns LépoyKas / Sotiris Sorongas (1936)

Sakalavidng
SnunTptag
rapadilia
Eupidann 8.
phhiog
capeynag



Bdaow Kupidkn / Vasso Kyriaki (1939)

Bietvdy, 1968,
koAAAGT kal akpuAIka,
100 x 110 ek.

Vietnam, 1968,
collage and acrylics,
100 x 110 cm
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BayyéAns Anpntpéas/Vangelis Dimitreas (1934)

Mzt iy

1 Zuypéc tng
KaBnuepivétnrag, 1970,
peAdvi oe xapti, 48 x 61 K.
2 JuAdaAntripto,

1968, peddvi e xapti,
27,5 x 41,5 €K.

1 Everyday life moments,
1970, ink on paper,
48x61cm

2 Demonstration, 1968,
ink on paper, 27.5 x 41.5cm
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To e€wpuniio

ToU AEUKWHATOS

0 tpeAde Kat ot dAot
HE 73 aVUXOUVTIKES
yedoloypagies tou
Anpou ZKouAdkn.

To AgUKwpa eK6EBNKe
otov Kavabd to 1969

Cover of the album

The madman and

the others with 73
antijunta caricatures by
Demosthenis Skoulakis.
The album was published
in Canada in 1969

AnpooBévns IKouAdKkns / Demosthenis Skoulakis (1939 - 2014)

%5 ANTIOVHTIKES

[EROIOTPACIER
TOY

BTHOY ZROVAAKH

MONTPEAA
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H EAAada otov yuwo, ol kadditéxves atis enangels

EAeuBepia AeAaldvou - Lnupos Mooxovds
lotopiKkoi tns téxvns

Greece in plaster, artists in arms

Eleftheria Delazanou - Spyros Moschonas
Art historians



Mnv Eexvdte, duwg, KUpLoL, 0Tl eUpIoKGHEBa po £vog aaBevoug, Tov oroiov ExoLiev
i TNG XEIPOUPYIKNG KAIVNG Kat Tov orolov, 4V 0 Xelpoupyadg Sev npoobéan Katd
NV SIAPKELaV TNG EYXEIPNOEWS EMi TNG XEPOUPYIKNAG KAIVNG, undpxet Nepintwalg,
avti 61d tng eyxelpnoewg va Tou xapion tnv anoKatdotactv tng uyelag, va tov
o6nyrion &g tov Bdvartov.

lewpyios ManaddénouAos, «Anavtnaoeis eni oelpd epwtnpdtwy», epny. Maxesovia, 28/4/1967

Ye pia nepiobo nou, oe NoAITIoTIKG Kal KaAditexviko eninedo, n pikpn EAAGSa ondel ta otevd tns
oUvopa pe BpaBeUaoels EIKAGTIKWY, BEATPIKWY Kal HOUCIKWY KaAAItexvwy avd tnv ugnaio, pid
opddaKatwtepwy alwpatikwy, tnv 21n Anpidiou tou 1967, kataAapBavel npagiKonnpatKa thy
e€ouaia.’Etal, n «<acBevouoa EAAds» pnaivel atov yUwo yia eptd xpovia. Mveupatikoi dvBpwnol
Kai lavooupevol, EIKaoTIKOl KAAAITEXVES Kal OUYYPAQPEIS aVTIKATETTNOAV TO OPXIKO TOUS oUu-
Slaopa pe pia nBeAnpévn anoataagionoinan, Ty anoxn and ta Koivd oe évdei§n diayaptupias.
Katd ta npwta xpovia tns diktatopias (1967-1969), Aoindv, n EIKACTKA Kivnon napouaid-
el HIKPN MTWaon Xwpis OPwWS va avakontetal nANnpws, yeyovos rnou anodeikvuetal and to ou-
voro Twv eKkBEdewy Nou nNpaypatonoiolvtal to §idoTtnua auto, oe 6oes aibBouaes Téxvns ou-
véxi{av tn Aeitoupyia tous (Napddeiypa tétoiwv anotedolv ol ykadepi Nées Mop@és, Aatop,
Kdeiw, AiBouaa Téxvns ABnvwv-XiAtov, Téxvn, ZM kaBws Kai to lvottouto Mkaite, 1o KoAné-
ylo ABnvwv K.4.). LUVENWS, 0l OMoles NPoondbeles avtiotaons Kal ap@IoBATNoNs Twv €IKa-
OTIKWY KaAAIteXvWy anévavtl oto KaBeotws dev Kivouvtal mpos tnv KateuBuvon avaotodns

Yet do not forget, gentlemen, that we stand before a patient on the surgeon’s
table; if the surgeon does not restrain the patient on the table during the
operation, there is a chance that instead of restoring his health the operation may
lead him to death.

George Papadopoulos, “Answers to a series of questions”,
newspaper Macedonia, 28/4/1967

On April 21, 1967, at a time when little Greece was breaking out of its narrow borders with
worldwide awards to its artists, playwrights and musicians, a group of mid-ranking army
officers organized a coup d’etat which kept an “ailing Greece” in a plaster cast for seven years.
The initial numbness of intellectuals, artists and writers gave way to a deliberate distancing
from public life as a form of protest.

So in the early years of the Junta (1967-1969) artistic activity is diminished but not
altogether absent, as evidenced by the exhibitions presented during that time by those
galleries which continued to operate (among others, Nees Morfes, Astor, Cleo, Athens Art
Gallery-Hilton, Techni, ZM as well as the Goethe Institute, the Athens College, etc.). Thus
any attempts by the artists to protest or resist the regime do not curb their creativity:
the fruits of this production, however, either remain unseen for a long time (by artists in
favour of “passive resistance” or “silence”, such as Dimosthenis Kokkinidis) or are presented
through private or institutional events such as the Venice Biennale of 1968 (Christos Lefakis,
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s dnpioupyikdtntas, odovat ta anoteAéopata autns TS Napaywyns eite NApapévouy ato
OKOTAdI, yia peydio xpoviko didotnpa (and KaAAItéxves nou unepapuvovtal INs «nabntkns
avtiotaons» N «olwnns», 0nws n Nepintwaon tou AngoaBévn Kokkivion), eite napouaiddovtal
AUEDO OTO KOIVO, WEaa and BIAmopes —I0IWTIKES N BeapIkEs— Blopyavwaels, 6nws n Mnievaie
ns Bevetias, to 1968, (ue Tn ouppeToxn twv Xpnatou Ae@dkn, AxiAdéa Anépyn Kal Kwata
Ipappatonounou, Kai €Bviko enitpono tov Mapivo Kaddiyd), n Mmievdde tou Sao Paolo, ty
iS1a xpovid, (Je TN CUPPETOXN Twv Znupou Baoideiou, Kwota Mpappatonounou Kal Mixdan
Téunpou) Kai n 10n MaveAdnvios KaAditexvikn EkBeon oto Zannelo, 1o 1969 (Ue GUUHETOXES
onws twv Nwpyou BeAigaapion, Xapds Biévva, Anpntpn Mépou, Mauiou Moaxidn, MoAUKAeI-
Tou PéyKou, Bwpd @avoupdrn, Bavdaon Andptn, MnéAdas Pagptonounou K.4.).

01 dyels tns KanAditexvikns dnpioupyias ta dUo Npwta xpdvia tns diKtatopias petaBan-
Aovtal oxebdv andtopa Kal anoKToUv TNV OpICTIKA TOUS Hop@h HETE TNV dpon tns «nadnti-
KNS avtiotaons/clwnns» twv Npwtwy €twv. H dnAwon tou Mwpyou Legépn oto BBC atis
28 Maptiou tou 1969 €0nace EKKWEAVTIKA TN GILWMA TWV NVEUPATIKWY avBpuwnwy, evw otd
€IKAOTIKG N aNOToPN aTtpoPn and tnv anoxn Ba npaypatonoinBei to 1969, pe dUo exBEaels aTn
Néa Mkanepi, e HIKpO xpoviKo Sidotnua PeTagu tous: Tis ekBEaels twv MNavvn Maftn kal BAdon
Kavidpn nou Ba 16wBolv ws «dnudaia Katnyopws» evaviia otov anoAutapxiopd Tou otpati-
WTIKoU KaBeotwtos. Madiota, atny €KBean Tou, Tov Mdio, o Kavidpns €81ve atous enIOKENTES
€va KOKKIVo yapipado péaa ae yuwivo KUBAKI, atn Aoyikn &Tl, napd 1o yUWwd, QUTPWVEL

Achilleas Apergis and Costas Grammatopoulos; national commissioner Marinos Kalligas), the
Sao Paolo Biennale of the same year (Spyros Vassiliou, Kostas Grammatopoulos and Michalis
Tombros) and the 10th Panhellenic Art Exhibition of 1969 (Zappion Hall; Giorgos Velissaridis,
Hara Vienna, Dimitris Geros, Pavlos Moschidis, Polykleitos Rengos, Thomas Fanourakis,
Thanassis Apartis, Bella Raftopoulou et al).

After the passive resistance/silence of the first two years, there is an almost abrupt
change in the form of artistic protest. The statement of Giorgos Seferis to the BBC on March
28, 1969 brought the intellectuals’ silence to a resounding end. In visual art, the turning
point comes in 1969 with two shows at the New Gallery: the exhibitions of Yannis Gaitis and
Vlassis Caniaris are seen as public denunciations of the totalitarian military regime. Indeed,
in his show of May 69 Caniaris presented visitors with a carnation set in a cube of plaster,
suggesting that flowers can bloom even in adverse conditions.

The pioneering, “revolutionary” form of the Caniaris and Gaitis shows and their strong,
unequivocal political content helped overcome the all-potent Greek conservatism and make
the public reflect on a kind of artistic creation aimed at giving a sense of participation in
a silently “vociferous” political protest. These were added to many other forms of artistic
political activism such as the “environments” of Maria Karavela (Astor, 1970; Athens Art
Gallery-Hilton, 1971) or the two solo shows of Dimitris Alithinos (Studio 47 in collaboration with
Desmos, 1972; Ora, 1973). In 1971, Dimosthenis Kokkinidis presents paintings and sculptures
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H npwtonopIakn «eNavactatikny Hopen Twv ekBEaewy tou Kavidpn Kal tou [aftn, og guv-
duaopo e to Apeco Kal okANPG NoAITIKG ToUs NeplexdUEVo, €dwaav To évauopa TOa0 yia Hia
unépBaon tou KpataloU veoeAANVIKoU ouvtnpnTopoU, 600 Kal yia évav npoBAnpatiopd tou
KoIVOU OXETIKA He TNV KaAAITEXVIKA Bnuioupyia TNs €Moxns, Mou GTOXEUE aTnv aioBnon tns
OUUPETOXIKOTNTAS, JéCa and uia olwnnpd «nxnph» noAitikn diapaptupia. Autd npBav pe tn
0€1pd Tous va npooteBouv atis nAciotes NapdAinAes KaAAITEXVIKES Hop@Es NoAITIKAS 6pd-
ons, 6nws ta «nepiBdiovta» tns Mapias KapaBéna (to 1970 otnv ykadepi Aotop Kai to 1971
otnv AiBouga Téxvns ABnvwv-Xidtov) A ol dUo atopikés exBEaels tou Anpntpn AAnBeivou
(0T0 ZT0UVTIO 47 —0€ ouvepyaaia pe Tov Asapd— to 1972 Kai otnv Qpa to 1973). To 1971, 0 An-
HoaBévns KoKKividns exBEtel nivakes Kal yAuntd pe ouyKanuppévo avudiKTatopikd pnvupa
otnv yKadepl ZoupnouAdKkn Kal tn petagépel, Tov i6io xpovo, Kal otnv ykadepi ZM otn Beo-
oadovikn, evay n'Onu Zouvn Ba exBéael otnv EARNvoapepikavikh Evwon €pyo pe npodnno to
noAItikG neplexdpevo. Auo xpovia apydtepa, o Hiias Aekoundrkos Ba napouaiale tnv evotnta
épywv Zwypapikn 1969-1973 atnv AiBouoa Téxvns ABnvwv-XiAtov. H ékBean bev avoiyel
noté, kaBws o KaAAitéxvns KatayyéAnetal ats apxes yia npoaBoAn tns dnpoaias aidous. Ta
épya extiBevtal évav pnva apydtepa ous Nées Moppés, auviaTwyvtas, nepiogdtepo and dia-
Haptupia, TNV €K@Pacn JIas «EIPWVIKNAS XEIPOVOHIas» anévavt 0To KaBeatws.

AinAa oe autés Tis yKanepi epgavidetal twpa pia oelpd vées aiBouaes nou atadlakd ano-
KTouv €101k Baputnta otnv kaAditexvikn {wn tns nepiodou. To 1969, 15pustal and tov Agavtolp

with a covert anti-dictatorial message at Zoumboulaki Gallery and later that year at the ZM
in Thessaloniki, and Opy Zouni exhibits her openly political works at the Hellenic-American
Union. Two years later, Elias Dekoulakos prepares the Painting 1969-1973 exhibition at the
Athens Art Gallery-Hilton. The show never opens as the artist is reported to the authorities
for indecency. The works are exhibited at Nees Morfes one month later, in a move that, more
than protest, was an ironic gesture to the regime.

A series of newly-opened galleries gradually acquire a strong presence in the art life of
the time. In 1969 Assadour Baharian establishes the Ora Cultural Centre, “the liveliest
cultural hub amidst the gloomy numbness of the time yet without loud gestures of
resistance”, according to Nikos Zias who had collaborated with it those years. Ora would
host some of the most important independent art events of that time, starting with
the Representative Exhibition of Contemporary Greek Painting; opening on July 17, two
days after the 10th Panhellenic Exhibition and in competition with it, the show presented
among others some major artists who had stayed away from Zappion (Asteriadis, Gaitis,
Kanellis, Kontopoulos, G. Manoussakis, Kopsidis, Tetsis, et al). In 1971, Manos Pavlidis
and Epi Protonotariou start Desmos, an Athenian gallery which soon established itself
as a hub for the promotion of avant-garde trends, and in 1972 Costas Lachas opens Kochlias
in Thessaloniki. Next to these new galleries, the foreign cultural institutions (the Hellenic-
American Union and above all the Goethe Institute) emerge as leading art spaces during
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Mnaxapidv to NMveupaturd Kal Kanditexviké Kévipo Qpa, nou «unnpée to nio uvtavo nveu-
HOTIKO KEVIPO OTN OKOTEIVIA Kal TNV aQacia Twv Xpdvwy eKeivawy, xwpis Kpauyaées, dpws,
avtiotaoiakés e§apaoeisy, aup@wva pe tov Niko Zia nou eixe guvepyaatei padi tou exeiva ta
xpovia. H'Qpa Ba piAofevnael HepIKES and TIS ONPAVTIKOTEPES aveEAPTNTES KAAAITEXVIKES €K-
dnAwaels tns nepiddou, Ba eykaiviaotel, padiota, pe tnv Avtrpoowneutikn ExkBean XUyxpovng
EAAnvikng Zwypaikrig, nou avoige ous 17 louiou, duo pépes petd tnv I MaveAdnvia ‘ExBeon
Kal AEItoupyoUoe aviaywVvIoTIKG anévavti tns napouaiddovtas, Hetagu andwy, onpaviikous
kanAitéxves nou aneixav ano to Zdanneio (Aatepiddns, Maitns, KavéAdns, Kovténoudos, I Ma-
vouadkns, Koyidns, Tétans K.d.). To 1971, avoiyel atnv ABrva o Aeopds, and tous Mdvo MNaudién
kal'Enn Mpwtovotapiou, nou guvtopa Ba kaBiepwBei ws popéas NpowBnans NPwIoNoPIaKWY
Tdoewy, Kal to 1972 atn Begoanovikn o KoxAias and tov Kwota Aaxd. Kovtd og autés s veo-
ouotates aiBouaes, ta §€va noAitiotika 16pUpata (n EAAnvoapepikavikn Evwon Kal npwtiotws
10 lvotitouto MKaite) avadeikvUovtal ota xpovia tns XoUvtas o€ NpwIaywVIoTIKoUS eKBeala-
KoUs xwpous nou, anoAapBdvovtas pia idigitepn «acudiar, unootnpidouv aviiKaBeOTWTIKES
eK@paoels. Xto [Kaite Ba opyavwaouy, tov Mdptio tou 1972, o1 Néol EAAnves Peadiotés (Mdvvns
BanaBavidns, KAeondatpa Aiyka, Kupidkos Kat{oupdkns, Xpdvns Mndtooyou, MNavvns Wuxo-
naiéns) tnv Npwtn tous ékBean, nou Ba napouciactei enions atov KoxAia tov Anpidio tou 1973.

H Entaetia dnpiolpynoe, wotdoo, Kal Us KatdAAnAes guvBNKeS NPOKEILEVOU va eP@aVi-
0ToUv véol tunol KanAitexvikwy ouAfoyIKoTATwWY, Nou augiaBntoloav eUBEwS To PEXPI TOTE

the Junta, enjoying a special “immunity” in supporting anti-regime events. In March 1972
the Goethe Institute hosts the first show of the New Greek Realists (Yannis Valavanidis,
Cleopatra Dinga, Kyriakos Katzourakis, Chronis Botsoglou, Yannis Psychopedis), which then
travels to Kochlias in April 1973.

Moreover, the dictatorship provided the right conditions for the emergence of new types
of collective art initiatives that challenged the established environment of the art market
(both private and state-institutional). In 1974, shortly before the fall of the regime, a large
group of young artists (Panagiotis Gravvalos, Cleopatra Dinga, Lefteris Kanakakis, Chronis
Botsoglou, Thymios Panourgias, Thodoros Papayannis, Rena Papaspyrou, Nikos Paralis,
Grigoris Semitekolo, Yannis Psychopedis, ...) established the Center for Visual Arts whose
main objective was “our direct, unmediated contact with the general public”.

The regime itself also kept the artistic “polyphony” alive through a host of state-
organised actions. There was Greece’s official representation in the Venice Biennale in 1972
and 1974, the Panhellenic Exhibitions at Zappion in 1971 and 1973, the State Awards and
grants to artists and writers in 1973, but also the various kinds of mass-culture events and
national phantasmagoria: celebrations of the “Merit of the Greek Warrior” at the Panathinaic
Stadium, anniversaries of April 21, Song Olympiads, the Wembley epopeia of 1971, and so
on. Commenting on the dictatorship’s relationship with football, Nikos Dandis wrote: “In the
cities of the future the jails will be housed in stadium basements/ for the shouts of ‘Goal!’ to
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dlapoppwpévo nepiBaniov tns ayopds téxvns (ENiCNUNS-KPATIKAS Kal I81WTIKAS). Agv eival
Tuxaio 0t to 1974, npiv and tnv Ntwon tou KaBeotwtos, I5pUeTal Je TN SUPKETOXN noAAwyY
véwv dnpioupywv (Mavayiwtns MpaBBanos, KAsondtpa Aiyka, Asutépns Kavakdris, Xpdvns
Mnotooydou, BUpios Mavoupyids, B6dwpos Manayidvvns, Péva Manacnupou, Nikos Mapadns,
lpnyopns Lepitérono, Mdvvns Wuxonaibns K.d.) 1o Kévipo Eikaotikwy Texvwy, Pe Baoiko okono
«tnv aneuBeias Kal xwpis napéuBacn pecaldviwy eNaEn Pas e To EUPUTEPO KOIVO».

Mépa and Tis gUXVES IopyavwaEels MPWTONOPIaKWY EKBETEWY Kal Spdoewy, petd to 1969,
o€ aiBouages téxvns Kal Eéva 16pUpata, N EIKA0TKN «noAugwvia» diatnpeital wvtavn Kal and
N pepid tou iBiou Tou KaBeatwros, péoa and «nAoupafioud» Kpatikwy dpdoswy, EEKIVWVTAS
and tnv enionun eknpocwnnan ths EAAddas otis Mnievane tns Bevetias, to 1972 Kai to 1974,
us MaveAdnvies EKBEaeis ato Zannelo, to 1971 kai 1973, ta Kpatikd BpaBeia Kai Tis xopnyies o€
€IKOOTIKOUS KanAitéxves Kal Aoyotéxves, To 1973, Kal Katadnyovtas otis navtds turnou ekdn-
Awaels padikns KoudtoUpas Kal éBvIKoU unepBedpatos: E0pTacoi tns «MoAEIKNS OPETAS TWV
EAAnvwyv» oto MavaBnvaiké tadio, eoptacpoi tns 21ns Anpidiou, OAupniades Tpayoudioy,
10 €nos tou Touéundei, to 1971 K.4.. Zxoniddovtas tn oxéon tns Xouvtas pe 1o nodoopaipo,
o Nikos Aavdns éypage ato BiBAio tou To MouéunAei kat dida napatpdyoubda (ABrva, 1973):
«Xtnv MNoniteia tou MéAdovtos ol puAakés Ba Ktidovtal ata undyeia twv ynnédwv./ MNa va Ka-
Auntel n1axn tou “TkoA” TIs PuVES TwV PUATKIOUEVWV». To Noinpa avadnpogoieUTNKE GTO €KTO
Kal tedeutaio TeUXos Tou Kdviotpou, tou neplodikoU nou £ypage, enipedouviay Kal e€€0616¢ o

drown the inmates’ cries”.! The poem was reprinted in the sixth and final issue of Canistro,
the magazine edited and published by Rallis Kopsidis in 1972-1974 — another independent
form of covert protest.

This artistic pluralism and polymorphy during the seven-year dictatorship leads us to
discern two main trends in the art world: (a) the artists who opt for a more “passive stance”
(participating in judging panels or international events like Biennales, or simply staying away
from state events like the Panhellenic shows), and (b) those who turned to avant-garde
movements and their visual discourse (neo-Dada trends, critical realism, conceptual art, etc.)
to express their political and ideological opposition and resistance. These were artists who
appeared more united towards a common goal, turning their works into voices of resistance of
the viewers themselves (using materials that allude to political statements, encouraging the
viewer’s physical contact with the work or processing everyday images as part of an ongoing
experiential process, etc.). These predominantly young painters had previously followed
different stylistic paths, but at that moment they found themselves practising political art
with their gaze focused on the gloomy present. Greece may have been set in plaster, but the
patient had no intention of laying quietly on the surgeon’s table.

' Nikos Dandis, To louéundei kat 6AAa napatpdyouba, Athens 1973.
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PdAAns Kowidns, tn dietia 1972-1974, kal anotédeoe enions pia 161étunn, ave€dptntn popen
ouyKaduppévns dlapaptupias.

AuTA n €IKOOTIKA NoAu@wvia Kal noAupopia, nou anavtdtal KaB’ éAn tn didpKela tns
Entaetias, pas odnyei otn dianiotwon didkpions 6Uo BaoiKkwy tdoewy P€oa 0ToUS EIKACTI-
KoUs KUKAous: a) Twv KaAAItEXVWY Nou NPOoKPIvouv pid NepIgodTePo «nNaBnTiKN otdon» ané-
vavt oTo KaBeoTtws (CUMHETEXOVTAS OE EMITPONES Kpions N oe dieBveis kaAAitexvikoUs Be-
opoUs 6rnws ol Mnievdne n emAéyovtas anAws Ty anoxn and KPatikés Slopyavwaels Onws
ol MaveAnnvies) Kal B) Twv KaAAITEXVWY NMou oTpEéPovTal aTa NPWTONopIaKd pelpatd XpNnol-
Honolwvtas €vav avtioToIxo €IKaoTikG Adyo (TTPOMN NPos VEOVTAVIAIOTIKES TATEIS, KPITIKO
peaniopo, evvoloAoYIKNA TEXvVN K.4.), MPOKEILEVOU VA EK@EPATOUV TNV NoAITIKA Kal 18eoAoyIKN
Tous avtidpaon Kai avtiotaon. MpdKeItal yia IKaoTIKoUs Mou HEiXVoUV NEPIOOBTEPO EVWHEVOI
MpOos £vav KoIVO GKOMG, HETAHOPPWYOVTAS Ta £€pyd TOUS O€ PwVES avtidpaons twv idiwv twyv
Beatwv (xpnon uAIKWY Nou Napanéunouv og NoAItikés dnAwaels, avadhntnon CwHATIKAS eNa-
@Ns tou Beatn pe To £pyo anAd Kai eneepyaaia eikOVwY TNs KaBnpepivotntas, ws PEPOS HIas
ouvexdpevns Biwpatkns diepyaaias K.4.). 01, Katd Kupio Adyo, véol autoi {wypdgpol Kivouvtav
ugponoyikd oe dlapopetikés KateuBuvaoels, andd tn dedopévn xpovikh otiypn BpéBnkav va
KAvouv NoAItIkA téxvn pe to BAéupa atpappévo ato opepo napdv. Mnopei n EAAGda va ntav
otov yUyo, pa o agBevns Sev oKOMeUE va PeivEl NGUXO0S GTN XEIPOUPYIKA KAivn.
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1 HnpdokAnon

s Npwns ékBeons
s opddas twv Néwv
EAAAvwy Peadiotwy,
IlvotitoUto lNkaite,
ABnva 1972

2 O Katddoyos tns
npwins ékBeans

s opadas twv Néwv
EAAAvwy Peadiotwy,
Ivotitouto MKaite,
ABnva 1972

1 Invitation for the
first exhibition of the
New Greek Realists

group, Goethe Institute,

Athens 1972

2 Catalogue for the
first exhibition of the
New Greek Realists

group, Goethe Institute,

Athens 1972

Néor’EAAnves Peadiotés / New Greek Realists

FiAMNNHY
A LABANILHT

EAEQIMATRA
ATEA

ETPLAKTE

KKTHE
EATIDVFAKHY

ML
MNOTIOrAOT

TIANNHE
WO LHE

EFTAITHAL 3VESFD

GOETHE AT
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3-4 0 Kkatdnoyos tns
npwins éxBeans

s opddas twv Néwv
EAAnvwy Peadiotay,
IlvottoUto lNkaite,
ABriva 1972

3-4 Catalogue for the
first exhibition of the
New Greek Realists
group, Goethe Institute,
Athens 1972
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Néol’EAfAnves Peadiotés / New Greek Realists




0 toixog, 1971, AdbI,
HIKTd uAikd, 90 x 100 eK.

The wall, 1971, oil,
mixed media, 90 x 100 cm

rNavvns Wuxonaidns / Yannis Psychopedis (1945)
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Kupidros Katdoupdkns / Kyriakos Katzourakis (1944)

1 H eéaipeon, 1968,
Aad1 oe kapBda,

45 x B5 eK.

2 Toe, 1968, AddI oe
KapBa, 45 x 80 k.

1 The exception, 1968,
oil on canvas, 45 x 65 cm

2 Che, 1968, oil on
canvas, 45 x 80 cm
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MNavvns BadaBavibns / Yannis Valavanidis (1939 - 2017)

ViAol | F=tidBnyt fajp HTAE

Xwpl TitAo, 1973,
Tépnepa o€ xapti,
37 x 40 eK.

Untitled, 1973,
tempera on paper,
37 x40cm
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lupve, 1968, AddI oe
pouoapd, 139 x 139 ek.
(tpintuxo), Awped Tou
kadAitéxvn, LuAdoyn
Makedovikou Mouaeiou
YUyxpovns Téxvns

Nude, 1968, oil on
canvas, 139x139cm
(triptych), Donation by
the artist, Macedonian
Museum of Contemporary
Art Collection
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Xpdévns Mnétooydou / Chronis Botsoglou (1941)




1 MoAwtikol, 1972,
aKpuAIKY, 55 x 75 eK.

2 OAa KaAd, 1972,
akpuAikg, 71 x 92 ekK.,
Awped tou KaAAtéxvn,
Yuddoyn Makedovikou
Mouaeiou LUyxpovns
Téxvns

1 Politicians, 1972,
acrylic, 55 x 75 cm

2 0K, 1972, acrylic,

71 %92 cm, Donation by
the artist, Macedonian
Museum of Contemporary
Art Collection

KAeondtpa Aiyka / Cleopatra Dinga (1946)
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TTANNHE WYXOMATARE
EYPIAKOE KATZOYPARKHE
TIANHRE BAAABANTAHE

Mévvns Wuxonaidns,
Kupidrkos Katdoupdrns,
Mévvns BaAaBavidns,
Mavipéato Il (Néol
‘EAAnves Peaniotés),
Mdptios 1972

Yannis Psychopedis,
Kyriakos Katzourakis,
Yannis Valavanidis,
Manifesto Il (New Greek
Realists), March 1972
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Agioa tns ékBeons

AUo SuykAivouoeg
Ex6nAwoaelg,

Mkadepi Nées Moppés,
AiBouoa Téxvns ABnvv—
XiAtov, 1971

Poster for the exhibition
Two Converging Events,
Nees Morfes Gallery,
Athens Art Gallery—
Hilton, 1971
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Ao Zuykdivouoes Ek6niAwaels / Two Converging Events

AYO ZYIKAINOYZEZ EKAHAQZEIZ

ITH FKAAEPI NEEX MOPSEEX
ATIO 12 EQOX 26 ATIPIAIOY 1971

ITHN AIOOYIA TEXNHI AOHNON, XIATON
ATIO 22 ATIPIAIOY EQE @ MAIOY 1871

EKOETOYN

ANEPFHE AXIAAEYE & ANEPTHE ANTONHE o BANABANIAHE MANNHE » BATZIAE MAPIOE » BADIA ANNA
» BEPNAPAAKH ENENH o BOYPAOYMHI ANAPEAE o FOYNAPIAHE AANIHA o AAIKONOYAOY EIAEIA o
ZOMTOAONOY AOE MNOPTOE « ZOMTOAONOYAOY ENENH ¢ KAAIAKMANH MIOTA » KANATKINH NIKH » KA-
NEAAHE OPEETHE » KAPABEAA MAPIA ¢ KAPAZ XPHETOE e KATAMNOAHE ENYPOI o KATZOYPAKHE
KYPIAKOEZ » KATPAKH BAXO o KEMETZHE ANTONHE o KONTOMOYAOI ANEKOE & KONTOE AHMHTPHE
* KOYAENTIANOE KOITAZ « MANOYIAKHE MOPTOE « MITAAHE MANNHE & MIXAAEA DPOEC « OIKONO-
MIAH EAENH « MANOYPTIAE OYMIOE » EAPMAKH-ZOYNH ONH » ZAPPH AYAIA » ZAPPHE ®OTHE » EO-
POTKAE EQTHPHE » ETEQONOYAOE OANAIHE » TAZEOE o TETIHE MANATIQTHE » WYXOMAIAHE FANNHE

EFKAINIA XTH FTKAAEPI NEEXI MOPO®EI
AEYTEPA 12 ATIPIAIOY
KAl QPA 7-8 M.M. BAAAGPITOY @

EFKAINIA ZTHN AISOYIA TEXNHEI AOHNON, XIATON
TEMIITH 22 ATIPIAIOY
KAl OPA 7.30 M.M.



1 Nikog MneAoyidvvng
«0 dvBpwriog e to
KOKKIVO yapUparios,

1967, A461 o€ pouoaud,

45 x 35 eK.

2 Mépeg tou 1967,
Novbivo 1970, AddI o
pouagapd, 100 x 80 K.

1 Nikos Belogiannis
“The man with the red
carnation”, 1967, oil
on canvas, 45 x 35cm
2 Days of 1967,
London 1970, oil on
canvas, 100 x 80 cm

AnpooBévns IKouddkns / Demosthenis Skoulakis (1939 - 2014)
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QuAakég Képrupag, 1972,
Add1 oe kapBd, 81 x 90 K.,
Awped Xpiotivas
Mnaxapidv, ZuAdoyn
MakebovikoU Mouaeiou
YUyxpovns Téxvns

Corfu Prison, 1972,

oil on canvas, 81 x 90 cm,
Christina Baharian
Donation, Macedonian
Museum of Contemporary
Art Collection
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AcgavtoUp Mnaxapidv / Assadour Baharian (1924 - 1990)




1 Mntépa Kat naibi,
1968-1969, AkpuAiKd o€
Upaopa, 159,5x 1405 K.,
Awped Afégavdpou

Kal AwpoBéas Eubn,
Yuifoyn Makebovikou
Mouaoeiou YUyxpovns
Téxvns

2 Aneidn, 1971,
AiBoypapia, 25 x 34 €K.,
Awped ARé€avbpou

kal AwpoBéas Tubdn,
Yuddoyn Makedovikou
Mouaeiou LUyxpovns
Téxvns

1 Mother and child,
1968-1969, acrylics on
fabric, 159.5 x 140.5 cm,
Alexander and Dorothy
Xydis Donation,
Macedonian Museum
of Contemporary Art
Collection

2 Threat, 1971,
lithograph, 25 x 34 cm,
Alexander and Dorothy
Xydis Donation,
Macedonian Museum
of Contemporary Art
Collection

AnpoaBévns KokKivibns / Dimosthenis Kokkinidis (1929)
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Aeutépns Kavakdkis / Lefteris Kanakakis (1934 - 1985)

évBipo HpwiK,

1972, AddI, 142 x 96 €.,
Méviun ZuAdoyn
Mouaoeiou LUyxpovns
Téxvns Kpntns

Mourning Heroic,
1972, oil, 142 x 96 cm,
Contemporary Art
Museum of Crete
Permanent Collection
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1 Nature morte, 1971,
enamel, 195 x 130 kK.

1 Nature morte, 1971,
enamel, 195 x 130 cm

HAias Askoundkos / Elias Dekoulakos (1929 - 1998)
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Hiias AskoundKos / Elias Dekoulakos (1929 - 1998)

2 To Méya 0ug, 1972,
enamel, 130 x 195 eK.
3 Xetpovopia, 1971,
enamel, 130 x 162 eK.
4 Avdnauatg, 1969,
enamel, 111 x 136 eK.

2 The Big Ear, 1972,
enamel, 130 x 195 cm

3 Gesture, 1971, enamel,
130 x 162 cm
4 Repose, 1969, enamel,
1M1 x136cm
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H Kknbeia tou Toe [kefdpa
n Metapdppwan, 1968,
Aad1 oe pouoapa,

129,5 x 161,5 K.

Che Guevara's funeral
or Metamorphosis,
1968, oil on canvas,
129.5 x 161.5cm

MNavvns lFaitns / Yannis Gaitis (1923 - 1984)
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AAéEns AKp1BdaKns / Alexis AKrithakis (1939 — 1994)

KapouQéd yia ta

natbdkta tou Bietvdy,
1969, Katagkeun,

22 x375x375¢kK.,
Awped wpns AkpIBAEKN,
Yunfoyn Makebovikou
Mouoeiou LUyxpovns
Téxvns

Carousel for the young
children of Vietnam,
1969, construction,

22 x375x375cm,

Fofi Akrithaki Donation,
Macedonian Museum
of Contemporary Art
Collection

50



1-2 Anoyels twv
dpdoewv tns Mapias
KapaBéna otnv AiBouoa
Téxvns ABnvwv-XiAtov
(1971) ka1 otnv yKanepi
‘Aatop (1970)

1-2 Views from the
performances of Maria
Karavela at the Athens
Art Gallery—Hilton (1971)
and Astor Gallery (1970)

Mapia KapaBéAa / Maria Karavela (1938 - 2012)
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Anphtpns AAnBeivés / Dimitris Alithinos (1945)

1 Wuyelo, 1972,
170 x 80 kK.

1 Refrigerator, 1972,
170x 80 cm
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2 Eva ouppBav, 1973,
€yKatdotaon

2 A happening, 1973,

installation

Anphtpns AAnBeivés / Dimitris Alithinos (1945)

53



Anphtpns AAnBeivés / Dimitris Alithinos (1945)

EETEXVN N GEVIL=TEYLVT;TO0 GVTL OTO OVTL,

0 ADOVOG,0 XwPOG,T biapapTupla,n RpeTomopia,
EYW, ETV , RUTOG . TUTOG s ETU,

EYw,TO TUOLYRX,To HAELOLMD,0t biLagtadeLrg,

T TREMZ,M Yvwdn Tng Tpelag,

T TREAZ ML Yvwong,n npoogopa,n Buowa,

TO MELUEVO,OL ASESLE,T GPXN.N TVEAPALE,

n Snpiovpyix,n ablapopLla,o ELpRos,n ouvvbeon,
ol MIVOVEG ,MAoTadeus, oL OYETELS,

n plopa,n apbapoLa,To Cwpa,To TAOUWLVLD,

10 oEu it Eova EYw,EOU,QUTOC,
AUTEG, BTV, EYW, 0 aywvag Tng ahayng,

n akayn ToU GYwwE,n TLdTm,n whex,..
Ovopaostinn n Zun

Tevinn Ing AnNpsouvpyLag

AvtimTixn Tov Abuagopia

EAnTinn w Bavate

B wpuon MOY-n wpeom EO0Y-n wpouwom TOY

10 eyw MOY-1o eyw E0Y¥-to eyw TOT

T0 cYw MAL mov :MaTHpYNENNMC,TO HELWCVO

MOV MEPLREVELG,0 Mxvovas mov Sev Belw...

Kt o pn petovopalovpe Tny ainBeix O ayXog.
Ag moupe ot M EAniLba Tne ahoymc

fev EvvalL OYXETIXN RE Tnv ohayn ne eamibag.

AknBewvos  uang 1973

3 To Keipevo tou
Anpntpn AAnBeivou
atov Katanoyo

ns €xBeans

‘Eva oupBdv, 1973

3 Essay by
Dimitris Alithinos
in the catalogue
of the exhibition
A happening, 1973
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Kwvotavtivos Egvakns / Constantin Xenakis (1931)

*Erag nolive, Sg.d
Ersres Jakr, Wr.l

Fremilire dnls, 2.1

Tedidhog ¢ Fagen

Ealesn 30 i AT

ACTION
APAZH

RA - Réflexion+Action - REACTION

RA - Zkéym + Apaon - ANTIAPAZH
ApyiouvTakTng © Rédacteur en chef: CONSTANTIN XENAKIS

L' IMAGINATION EN
CONSERVE !

Dans La ssclévd 4'scousslatien
tactaologlque on est pes senslble

il cHERESERTT dis ETFUSTUFed
asthltigues § couss d8 La ssrabondance
dui fausiies RouvkestEs dase La
domalne arvistiges.

Cos dernllred 500t plus goa Tout
autse ot plus profusdesent ssalnlbdes
dann 18 wystiss serasl du EaresE.

La rlsultants &8 owt it de falt

ert gaten & Le possibdlivd ds falrs
o chels dini oot Ftalige da foroes
proprades mais sussl lengresgs qus
i'artlite ne o"eri pas Liberd du son
conditisnnenent boucgeola, 1 oe gaut
Sirs queaiion ds chols Lllswe et

soriclant
H®ANTAZIA LIE
KOMNIEPEBA !

Evdw aouwenis vRg nexvalayued] bt
rfwaate didguren mwhr“ atdy BiAavd
tl alebarisly Sosly il altfag 1hg
fanpaabeviag thy geutoveuTracaule ardy
ll;luh i wleng.

ak televeales eivdy, woposodieps sal
ol Beblresa dod wdic dibo, Pys djse

bietel Sod olornes PAL esuepLviE Aol

"B mevdevaan altd fyee s dvsrdloma
1 bveardrnra dnleyly plon sod supads
iy NpETEvenivey popeay, ild Boe 4
mallurdme B fpte dodun dmedovbipubet
ded vdw dovied vew dudsinsn, Ay wepet
ol ylves Méves wd diodbopn and deovurd-
Brre dulayd.

1 Reflection, Action, RA,
JKéwn, Apdan, no 1,
neplodiké-Katanoyos
(tpiyAwaoon éxdoaon:
eAAnVIKA, ayyAika,
yanAikd), Epyactipio
IvotitoUtou MKaite,
ABnva, NoépBpios-
AeréuBpios, 1971

1 Reflection, Action, RA,
Thought, Action, no 1,
magazine-catalogue
(trilingual edition:
Greek, English, French),
Goethe Institute Studio,
Athens, November-
December, 1971

H oodygun ovd Bedus) Lacs dens la rusl
Strasseshunaey

bindpfissy f DEa.

I e

FRTANTHM TYTRrORST THXRMY ToW
AETTOYTOY GOUTHE ADRN
EQHITANTINDOLI SENAKME
B
o

Al 1 =31 daenptaled W1 = QMMPD Y. 1B
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2 Inueio/KwbiKeg,
1969, nepiBannov,
HIKTA TEXVIKA

2 Signs/Codes,

1969, environment,

mixed media
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Kwvatavtivos Egvdkns / Constantin Xenakis (1931)




Anpntpns Mutapds / Dimitris Mytaras (1934 - 2017)

JUvBean lwvikou
puBuody, 1970,
aKpuAiKkd, 165 x 110 eK.

lonic order
composition, 1970,
acrylic, 165 x 110 cm
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1 Xwplg titAo,
Mabpitn 1973,

HIKTA TeXVIKN o€ §UAo,
70 x 120 eK.

2 Xwpls titAo,
Mabpitn 1976,

HIKTA TeXVIKN o€ §UAo

1 Untitled, Madrid 1973,
mixed media on wood,
70 x 120 cm

2 Untitled, Madrid 1976,
mixed media on wood
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Anpntpns Mepbikidns / Dimitris Perdikidis (1922 - 1989)




BouBoUAa Ikoupa / Vouvoula Skoura

Yenibes tou
npoypAappatos nou
oxebiaoe (1971)

n BouBouUda IKoUpa

ato Aovbdivo yia tnv
naykoopia neplodeia

ToU Mikn Beobwpdkn

(0 Beobwpdrng bleuBuvel
Beobwpdkn, 1971-73)

Pages from a program
designed in London
(1971) by Vouvoula
Skoura for the world tour
of Mikis Theodorakis
(Theodorakis conducts
Theodorakis, 1971-73)
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O116putés tou Kévipou
Eikaoukwv Texvwv
(KET), npwtn opadikn
€xBeon, 1974

The founders of

the Center for Visual
Arts (KET), first group
show, 1974
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Kévtpo Eikaotikwv Texvwv (KET) / Center for Visual Arts (KET)

KBV'I"pO EIKOOTIKI.I.)V TSXVCI)V

Mpwtn Opadikn Exkdeon

vopa apxeAdov, naveyLoTng YPGBRaAOS, KAEOMATPQ
dlyxa, yvLopyos ztcr.xug naAaloA0yog 8E0AOYOUL,
Aeurapnq HAVAXAKNS , ch‘rag xnlunbovnc ‘erDYog
xovvdaAng, Baciing xunpmog. Bdow xvupLAXN - oioxov,
BouBOVAR XWOTOMOVAOL, XPOVNS KNGTOOYAOU, YLWPYOS
p.n.hog YLOPYOS leo?.uuonou).og BopLOS rw.voup‘rtug
Gobwpog rm.ncr.vlavvns vixog napuhng evyevia
rroiuxn. péva rranaonupou xpucouka pc.:gcwn Avdia
sappn, mw‘rng cappng, ‘rpn‘ropn'g CEULTEXOAO, dona
gTadgLvonobAov, BaciAng xdpos, yLavvng yuyonaidng



1 Eva nepiBéaov,

1974, eyratdotaon,
KaAAitexvikd MNveupatiko
Kévtpo Opa
Owrtoypagia: Holger
Trulsch

1 Anenvironment, 1974,
installation, Ora Cultural
Centre, Athens
Photograph: Holger
Trulsch

Anba Manakwvotavtivou / Leda Papaconstantinou (1945)
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Anba Manakwvotavtivou / Leda Papaconstantinou (1945)

2 ‘Eva nepiBdiov,

1974, eyratdotaon,
KaAAitexvikd Mveupatikoe
KévipoQpa
Owrtoypaepia: Holger
Trulsch

2 Anenvironment, 1974,
installation, Ora Cultural
Centre, Athens
Photograph: Holger
Trulsch
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BAdons Kavidpns / Vlassis Caniaris (1928-2011)

Zwatripag, 1969, yuypivn
nAdKka oe yuyivn Bdon
Kal ouppatonAéypata,
96 x 88 x 12 €K.

Belt, 1969, plaster
slab on plaster base
with barbed wire,
96 x 88 x 12cm
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EK twv uotépwy Aéels

Kwaotas Xpioténounos
Eikaotikds kadAitéxvns

Words after the fact

Kostas Christopoulos
Visual artist



‘Exel emonpavBei, noAdés @opés, nws n entdxpovn diktatopia otnv EANGda anoténeoe to
tedeutaio dpapatikd eneicddio pias oAGKANPNS 1GTOPIKAS NePIGdOU, oI anapxés tns ornoias
avadntolvtal ous PAxes Tou epeuAiou N, Kat dAdous, aképa Mio nplv, ata Ideodoynpata tns
4ns Auyouatou. Zuvdpa, to TéAos tns cuvobeUTnKe and tnv avaykn diatlnwans véou Adyou
yia to eAdnvIKG napenBav, pias avaclvBeans h pias SiagopetKns agnynaons tou. Avdueoa
oe aina, Kevipikd SiakuBeupa unnpée n enikaiponoinan tns SiAKpIoNs Tou 1BayevoUs Kal Tou
anAdotpiou, n Nepaitépw diadyaon tns eAANVIKAS 16IaItepdTnTas, N NoAIIGUIKA ENAvanpocéy-
yion Avatonns Kal AUons, n akpiBns tonoB£tnan ato dinono «kévtpo- nepipépeiax — pe dAAa
Aodyia, n KavoUpia Bewpnan tou €Bvikou. Autd to tedeutaio, HAAigTa, anotéAeoe ouXva Kal To
avTIKeiYeVo Tns veoeAANVIKAS TEXVNS 0TNV OXI Kal TG00 PaKPd nopeia tns.

Mdvo mou n tdon auth tns avaBewpnaons tns eAANVIKNAS 1gtopias 6geiie nAgov va ival
NEPIOOOTEPO MEPIEKTIKN Kal OUVBETIKA, va oupnepiAdBel anokneiopéves andote 16eoAoyIKEs
Kal KOIVWVIKES opades —opIopéves PopEs, HAMIoTa, Kal va TS SIKAIWAE! I0TOPIKG— anoKabi-
oTwvas, £10l, TNV anapaitntn guvaivean nou npoUnotiBetal yia tn VopIponoinan tou vEou
noAitikoU guothpatos. O xapakthpas tns petanoniteutikns EAAadas ntav, dpws, dueaga ou-
VUQUOPEVOS PE 0,1 eixe poAis KatappeUoel.

Kat’ autdv tov napddo&o tpdno, n 21n Anpidiou tou 1967 poiddel Kal Ye pia véa apxn, Ki-
VNTOMOIWVTAS VEES IGTOPIKES, NOAITIKES Kal KOIVWVIKES dlepyaaies. EGTwW Ki av, €K Twv UOTE-
pwv, NPOKUMTEl NWS TNV €veEPYN avtiotaon atnv entdxpovn Siktatopia eixe avandBer éva

It has often been pointed out that the seven-year dictatorship in Greece was the last act in
the drama of a whole era whose origins go back to the Civil War or even earlier, according
to some, in the ideological constructs of the Metaxas dictatorial regime of August 4. This
ending of the drama came together with the need for a new discourse on the Greek past, a
reconstruction or a different narrative. A key aspect in all this was the renewed distinction
between native and foreign, the further elucidation of the special case of Greece, the cultural
rapprochement of East and West, our exact positioning in the “centre-periphery” dipole; in
short, the new approach to the national. Indeed, this last point was a frequent preoccupation
in the not-so-long course of modern-Greek art.

This time, however, the revised Greek history ought to be more inclusive in terms of once-
excluded social and ideological groups—indeed, sometimes to vindicate them historically—
and thus ensure the consensus necessary to legitimise the new political system. Neverthe-
less, the nature of post-dictatorial Greece was inextricably linked to what had just collapsed.

In this paradoxical way, April 21, 1967 seems also like a new beginning which triggered
new historical, political and social processes. Although with hindsight it transpires that the
active resistance to the seven-year regime was only undertaken by a small part of the popu-
lation—the political avant-garde—the vast majority, including the most conservative ech-
elons, may have remained silent but it never supported the dictators. Thus the regime never
became hegemonic, l.e. such that it could be reproduced, define political consciences and
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HIKpO pévo pépos tou nAnBuopoy, autd tns NoAITIKAS NpwTonopias, T0 CUVIPINTKA Peya-
AUTEPO PEPOS TOU, KOKA Kal To NAEOV CUVTINPNTIKG, VOEXOUEVWS alwnnag, andd oudénote
UnooTNpPIEE 10 KaBeatws. Kat’ autdv tov tpomno, Touto Sev KATETTN NOTE NYEHOVIKO, TETOI0
dnAadn nou va pnopei va avanapaxBei, kaBopilovtas noAItIKES cuvelbnaels Kal eAgyxovias
KOIVWVIKES, aioBntikés Kal dAnes Cupwagls, 0rou Kal énote autés ouvéBaivav. Kal ouvéBal-
vav paAdov nukva.

H oxetikn BiBAioypapia SiacTaupwvetal aTo onpeio eKeivo nou BEAel tn xoUvTa va anote-
Aei avaxwpa oe diadikaaies nou eixav dpopoAoynBei and tn derkaetia tou 1960, nepiodo Katd
TNV onoia yivotav 6Ao Kal NEPICaOTEPO PAVEPOS NWS TO TOTE IoXUoV NOAITIKG apnynpad napou-
oiale onpdadia e€avtAnons Kal opelde va yetaoxnuatioBel. Epgaviotnkav VEES KOIVWVIKES
duvdpels nou £€Betav o ap@IoBATNON Tis «KaBapés» BIaXwPIOTIKES Ypappés tns 16eonoyias
s €BvIko@pooUvNs, ToU OVIIKOPPOUVIOHOU, tou avtionaBiopoy, tns GKaunTns Kal KAnote
aKpaias atdons tns eKKANGTIAS, TOU YEVIKEUPEVOU GUVTINPNTIOHOU, 08 KABe éKpavan tou Biou,
Kal tns anooUvdeons €Bvous Kal Aaou. Ano autnv thv ontikn, n nepiodos 1967-1974 anotensi
HIg oTIyHN NapogUopoU Twy Sidipédewy, Twv «OKANPWY» 16£0A0YIKOMOAITIKWY TAUTOTATWY
Kal tns enidiwgns nayiwons napdAAnAwy KOGHWV.

H extetapévn diapBopd, o Sieupupévos venotiopds, N avagiokpatia, N Napacitikn —«agpi-
T¢iBIKN»— oIKovopia Kal, cuvenayopeva, o eUKoAos NAouTIoPds, n enaveEUYwaon Tou oTpatol
o€ péio tonotnpnth diaxpovikwy eBviKkwy NéBwv addd Kal ws napadeiypatos opydvwons

control the social, aesthetic and other fermentations as and when they occurred. And occur
they did; quite intensively.

The relevant bibliography meets at the point where the Junta appears as the barrier
to processes that had began in the 1960s, a time when it was becoming obvious that the
existing political narrative was waning and ought to evolve. New social forces emerged that
disputed the ‘clear’ dividing lines of the ideology of ethnikofrosyni,' anticommunism, anti-
Slavism, of the rigid and sometimes extreme stance of the Church, the prevailing conserva-
tism in all aspects of life, of the disconnection between nation and people. In this sense, the
1967-1974 period constitutes amoment of paroxysm in these divisions, the ‘hard’ ideological/
political identities and the effort to entrench parallel worlds.

Widespread corruption, intense nepotism, lack of meritocracy, a parasitic economy and
the easy money it provided, the restoration of the army in charge of the long-standing na-
tional yearnings but also as a paradigm of organisation to be adopted by the state, came
together with political persecutions and oppression, the dismissal of public servants, the
shrinking wages and the always imperfect ‘massification’ to deepen inequality and preclude
any chance of attracting broad strata of the population from all sides of the political spec-

' Translator’s note: literally, ‘national-mindedness’ — a term with elements of nationalism and patrio-
tism, but used specifically in contrast to communism as internationalist and ‘traitorous’.
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nou npénel va petanapnadeutei oto KpAtos Kal, tnv idia aTiyun, ol NoAItIKES BIWEEIS Kal N Ka-
tanieon, ol anoAuaels ato dnudalo, N cupnieon Twv PicBwy, n ndvtote ateAns «padonoinany
BaBuvav us avigdtntes, anepnodwvtas KaBe mBavdtnta gupnAeuons NAATIWY OTPWHATWY
Tou Acou tdo0 ota apiatepd 600 Kal He€idtepa tou NoAItiKkoU gpdcuatos. H nepiobos petatpd-
MnKe, €101, 0TO NPOOIYIo Yias Katonivhs oupBiwans Kal oUvBeans, pias 161étunns ouppaxias
HEPOUS TOU a0TUKOU KOopoU We Tis Adikés tégels. Ta petpionaBn Kal pe tdoels avavéwaons
Koppdtia tns 6e€ids npBav va ocuvavinBoulv e pia dNPOKPATIKA Kal MPoodeUTIKN apioTepn
A Kevipoapliotepn KouAdtoUpad, va oUVOUIANCOUV aKOpa Kal pe tnv napadocoiakn apiotepd
T0U «pI{oonagTiKoU NatpiwTgHoUx, TNV NBN ano ta NpIv Npocaptnpévn ato €BvIKG dpua Tns
«PwplogUvnsy, va SIaKOGPNCOUY Ta ONiTIa TOUS JE aviiypag@a TNS XapaKTIKAS Tou Taooou, va
OouppeUOOoUV 0T 0TAdIa yia va akoUgouv and Kolvou Hid HoUGIKA ouxvd «eBVIKA atn popen
Ha oooladioTIKA 0To Neplexdpevoy, va SiaBaocouv BiBAia Kavoupiwy eKSOTIKWY oiKwV pe aUy-
xpovn yAwaooa, va napakodouBnoouv tis taivies tou Néou EAANviKoU Kivnpatoypdgou, pe
Kolvé aitnua «va ndpe édol pnpootd, va yivoupe 6ol kaAutepol». Kar éAa autd ato nAaiclo
HIas EKPNKTIKNAS MOAITIKAS KIvnTonoinans Kal, enitéAous, Taltions Tou eBVIKoU pe to AdiKA.
To «aguKkonaikd» touto apdyadua dev Ba pnopouoe napd va cupnepiAapBavel avtiga-
TIKES OYEIS: apIOTEPIOUOS Kal €BviKiopds, coBieto@idia, avudutikiopds (h avuapepikavi-
OMOS) Kal eupwnaikos nNpooavatoigpos, CUVWOGCIoAOYIa Kal TEXVOKPATIOHAS, Koapononi-
TIOHOS Kal PIKpoaoTiopds, petagu dAfwy, cuvénneav e ta Npotayuatd Pias véas yevids nou

trum, left or right. This period thus became the preamble to a subseguent symbiosis and
synthesis, a peculiar alliance of parts of the middle and lower classes. The paths of right-
wing parties with moderate views and reformation tendencies crossed those of a demo-
cratic, progressive culture of the left or centre-left, and even conversed with the traditional
left of “radical patriotism” which had long hopped on the national chariot of “Romiosynni”;
everyone decorated their homes with the prints of Tassos, gathered in stadiums to listen
together to a music that was often “of national aspect but socialist content”, read books of
new publishing houses written in a contemporary language, watched the films of the New
Greek Cinema and shared a demand “for all of us to get ahead, to become better”. And all
this in the context of an explosive political mobilisation and, at last, an equation between
the national and the popular.

This disparate amalgam of classes could not but involve contradictory facets: among
others, leftism and nationalism, pro-Soviet, anti-Western (or anti-American) sentiments and
a European orientation, conspiracy theories and technocracy, cosmopolitanism and narrow-
mindedness—all these were present in the views of a young generation of people who had
come of age during the dictatorship, were indifferent to the events of the recent past and
ready to lay claim to a world ‘cleansed’ of all this.

So the brimming stadiums of the post-dictatorial concerts saw the restitution of the
identity of an entire ‘middling’ nation whose ‘resistance-loving’ nature fused national con-
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evnAiKIwBnKe otn diktatopia, adid@opns yia ta KaBéKkaata Tou NpoaPatou tns NapeABovTos
Kal €toluns va Siekdiknaoel To SiKkaiwud tns oe évav «kaBapd» and 6Aa ta Napandavw KOaouo.

Yta yepdta otddia twv cuvaudiwy tns petanoniteuons anokataotdbnke, Aoindy, n tau-
TOTNTA €VOS 0AOKANPOU «HIKpOoPETaiou» €Bvous, 0 «avIIoTAoIaKOs XapaKktnpas» Tou onoiou
ouvépee tnv €BVIKN ouvéxela Pe Tn papgidouca avtiAnywn tns iotopias. AUTA avuKatéotnoay,
ws ouAAoyIkN NoAITIKA enitéAean, TIS NAPATES PVNHEILOOUS KITS TNS XoUvTas, Ts «[opTés
noAepIKNS apetns twv EAARvwv», orou, Pe tpono KapvaBanikoe, Axaloi, papaBwvopdxol, o
Priyas Kai o Kodokotpwvns Kai Aoinof pouatavefo@dpol upvouoav tThy MoAgpIKA yevvaiotn-
Ta JovadiKwv NpoodwnIKoTATWY tns eAANVIKAS dlaxpovias, pe anokopU@wad t Xouvtd Twy
anpidiavwv. Eneita, dpws, T0 UNOKEIJEVO TNS JAXNS Kal TNs avTiotaons énaye va ival o otpa-
10s, TAKTKOS N Un. Tn B€on tou Nnpe 6Ao0s 0 Aaos, ws Popéas autds Hias Paxkpaiwvns Iotopias
Kal Twv eNBILOEWY TNS, WS KIVATAPIOS duvapn dAwv Twv NEPICTATEWV.

QuUAETIKA UNEPOXN Kal, TAUTOXPOVa, KPATIKA UNoTEAEIT, NPWIKS NVEUHA Kal YEWMNOAITIKA
e€dptnon, cuvéBetav to Sinodo nou otdBnKe IKAVO va ekBpéwel KEBe eidous «uuBooyia» yia
10 NapeABov Kal to wéAdov pias «avadedpns» pev EAAGSas nou, watdaoo, cav dado Baunip,
«noté Sev neBaivel». Kevipikd aitnpa Kai, napdaninda, SieBvés dinAwpatiké epyaneio poiddel
€bw o0 i610s o noAItiopos. O noAitiopds ws Sikalo Kal ws 6rdo enioTpateVetal o€ KABe eBvIKN
avadindwon, aAAd Kal oe KABe ékppacn avtiotoixns unepnedveias. Onws, yia napadeiyua,
4tTav To a@nyNPa tns Petanoiteuons Katéaotn Kal autd e Tn o€lpd Tou EeMePAcEVO Yia va

tinuity with a Marxist-like view of history. These were the collective political performances
that replaced the monumentally kitsch fiestas of the Junta—the “Merit of the Greek Warrior”
celebrations in which a carnival-like agglomeration of fighters from the entire spectrum of
the long Greek history were shown to culminate in the April 21 regime. Afterwards, however,
the agent of fighting and resistance was no longer the army, regular or otherwise: now it was
the entire nation as the bearer of centuries of history and survival—as the motive power at
all junctures.

Racial supremacy together with national subjugation, heroic spirit and geopolitical de-
pendence make up the dipole that managed to nurture all manner of ‘mythologies’ on the
past and the future of Greece which may be “brother-less” but still “never dies”, like another
vampire. What seems to be the main demand as well as an international diplomatic tool is
culture itself. Culture is invoked on every occasion of national downfall but also in all expres-
sions of national pride. One example is when it was the turn of the post-dictatorial narrative
to become obsolete and be replaced by that of “modernisation”, shortly before the national-
continuity parades of the Olympic Games’ opening ceremony; another, more recent one is
when Mikis Theodorakis, not inconsistent with the views he has held all these years, stood
at Syntagma Square and rekindled badly-aged passions before an audience of his former
persecutors, who were also in fancy dress rented from another old national costume shop.

68



avuKataotaBei and eKeivo TOU «EKOUYXPOVIOHOU», Alyo NIV TS NApAtes tns eBVIKAS guvé-
X€las tns tedetns évapéns twv OAupniakwy Aywvwy A ardpa Kal étav npoéopata o Mikns
Be0bwpdKns, dxI acUVENNs Ye Tis ataBepés, 6Aa autd ta xpdvia, BEaels Tou, avakivoloe atnv
MAateia Zuvtdypatos Kakoxpovigpéva néBn Pnpootd oto akpoatnplo twy dAfote SiwKTwy
TOU, HACKAPEHPEVWY Kal QUTWV HE aToAEs Volkiaopéves and €va anno, nanid eBviké Beatidpio.
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HEKAOXH «ENANTIQXH: H TEXNH ZE
ZKOTEINA XPONIA 1967-1974» TYMNQ
OHKE TON AMPIAIO TOY 2018 LE XA
PTI ARCOPRINT 120 I'P. ZE 400 ANTI
TYMA AMO TIZ FPA®IKEL TEXNEX
MHTPOIMOAIZ A.E. TlA TO INZTITOY
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