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["a tov ANéKo AeBibn

["a tov AAéko AeBibn eixa akoldaoel anod piloug Mou e evolepepe N yvwun toug. lNpw-
10€(da €pyo tou ato onitt ng AAe€avopag T.

‘Otav tov yvwplaa, Kpdtnaa Pévo v evidnwon Ot ival évag agediyaotog epeuvnTG.

To Eexwplatdg dwypdpog dev €pelve Niow, dPWG oTa PAta pou GAviade To «avayevwn-
OlaKOG».

lowg o MAiviog, iowg ta Aatvika 1ou AAéKoU, (0wG To SLlakptd Tou XvApL oTNY MOATOUIKA
evboxwpa; Moldg Epet;

Ta épya tou, autd nou BAEMoupE og auth TNV €kBean, e paysUouy.

Nopidw Nw¢ CUPPETEXW OTN Ao NMou EKTUNCOETAL UNPOCTA OV, KOTWOVTAG ToV KABE
nivaka.

Eivat puothplo n dnpuoupykn dladikaci{a tou AeB{on, 6nwe kaBe dnpoupykn dladt-
kaola, kal ey dlanotwvw, 600 KL av Kotdldw Toug Nivakes, Nwe autd T0 PHUCThPLO
ouvexwg apveltal kat Ba apveitat va pou napadoBbel.

Lwthpng DéAog
About Alecos Levidis

I'd heard about Alecos Levidis from friends whose opinion mattered to me. | first saw
his work at Alexandra T's home.

When I met him, what stayed with me was the impression that he's an unquenchable
researcher.

"Remarkable painter” wasn't lost on me, but in my eyes he had something of the Re-
naissance.

It might have been Pliny, it might have been Alecos’ Latin, it might have been his dis-
tinct mark upon the cultural mainland. Who knows?

His work, what we see in this exhibition, enchants me.

| feel like I'm taking part in the action that's unfolding before me, as | look at each
painting.

It's a mystery, Levidis’ creative process - like every creative process - and I'm com-

ing to understand that, no matter how long | spend looking at these paintings, the
mystery always refuses and will always refuse to give itself up to me.

Sotiris Felios



Lnpewwoelg yla duo épya tou AAéKou AeBibn

«| have always been a literary painter,
thank goodness, like all decent painters».

Walter Richard Sickert'

A" | MovréAa oro areAié

To peydAwy dlaotdoewv €pyo (250 x 240 eK., KT texvikh, 2010-2013) napané-
pnel aneuBeiag og HuTKO EKKANCLAOTIKO Tp(nTuxo. To Ndvw pépog dlatdoostal og
Tpla uAKaTa, katTo KAtw naipvel I popen avayevwnolakng predella, pe névie -
KPOTEPEG OKNVEC VA TPEXOUV NAPATAKTIKA, and Ta aplotepd Npog ta Oe€ld, wg pi-
KPA aMG onuavtika enewaddLa, oav comic strip A Kapé KIVNPatoypapkng tawviag,
Tnv kevipin, deondlouca BEon, katéxel yupvog and i Yeéon Kat Navw VEO,
avTUETWNOG HE Tov Beathn kat, mapoAo nou tov kottddel ansuBeiag, To BAEPpa Tou
napanépneL NepLoodtePo o€ evdookonnon. Ta xépla Tou elval EAaPPUIC avolxtd
Kal aKoupnoUv o€ NapaMnAdypapo KaBpE@t, drou Kat €xet TonoBetnBel éva
@1ePo. To PovIo Niow Tou (MG Kal oTig GMeG duo poppég) elvat éva axpnalpo-
no{nTo, KaTAAEUKO, MPOMAPACKEUATHEVO XaPT, KapPwEvo ag EUAVN Nvakioa,
€T0140 YL GpEDN XpHhon, Kal MEPBAMEL Tov VEO aav AsUKN avdovn. TeAetoup-
YKd napouaotadetat ePnPOg Tou TPOXNAATO UIKPO ENMAO, MOU NEPLEXEL BLdpopa
HIKpd Bdda pe ta noAUTipa UAIKG T {wypdplkng (0 xwpog tou Spduatog eival
10 €pyactplo Tou {wypdpou), doxela, clvepya, cwAnvdpla, kat SinAa Kpépetal
éva Kopudu kaBapd navi yla va okounioel xépta A AvéAQ.

Aplotepd oto £pyo, 6pBlog aANG o MAdyla dyn, veapog avopag e AeUKd Avo
KOOTOUL Ta MddLa Tou yupva Kat ta xépla Babld otig toéneg Tou naviehoviou,
napatpel e éviovn Kat €KdNAN avnouxia v KeVIPIKA Jop@N Kal INg cUpna-
paoteketal ato [1éBog. Anévavti tou kat ota 6e€la Tou €pyou, KaBlopévn o€ Mo
KIVNTIKA néa, mou dnptoupyel €va tplywvo Pe Kopupn To XEPL NAvw aTo yovaro,
VEQPN KOMEAQ, VIUPEVN PE GOMPo MTUXWTO, HOVOKOUWATO POPENA, Kat and péaa
0tnB6deco padpo, He 10 BAEUPA OTUAWEVO OTOV Ve- KEVIpIKf HOP@H
apd avdpa e 1a AeUKA, PJag UnodelkvUeL TNV omtikh Ot-

abpoph Twv BAeppdtwy. O Beathg opeihet, Tn Slabpopn ¢

auTh, va TV aKoAOUBNOEL:

Konéha

Beatng

1. Tpduua otn Virginia Woolf, pvnpovetetat oto: ED.H. Johnson, Paintings of the British
Social Scene, Novbivo 1986, 0. 217. (Metappacn: Eyw npouv ndva, 56€a tw Bew, apnyn-
HaTkog {wypdeog, onwg Aol ot {wypdeol TG MPOoKonng.)



H oUvBeon opyavavetal o€ tpia oplldviia enineda: a) 1oV UNpooTivo Kevo Xwpo
ToU banédou, B) Tov evdilapeoo, énou ae éva vonTo TPlywvo eyypapoval ol TPELC
@lyoUpeg, Katy) T Bapupoptwévn Niow KABET enpaveld - €6 BAEMoUE éva
NANBoG avikelévay (1o peyaho 6pBlo kaBaréto g wypapkig, Ty onioBla
oyn teAdpwy, Kopvileg xwplg nivaka, dMa €pya {wypapkng, ota de€ld akopa
€va Peyaho, apBpwTd KABAAETO e «KOMNEVES» OTO MAVW PEPOG TOU KAMOLEG
EIKOVEC KaL puToypagia ayannuévou Npoocwrou).

H apxikn 1b€a yla 1o €pyo avdyetat o€ XpOvo ApKETA MPOYEVESTEPO TG ONULOUP-
yiag tou. Mipw oto 2005, o {wypdpog Badet ta natdld Tou (oTo TpiNTuXo anelkovi-
{etaL oTNV KEVIPIKN (LyoUpa o PIKPOG yiog tou AeB{on, o véog e ta donpa ivat
0 HEYAAOC TOU YI0C Kal N kaBlopévn konéAa eivat n képn tou), va noldpouy otig
OUYKEKPIEVEG OTACELG KAL TA AMOTUMWVEL PWTOYPAPIKA. LTN ouvéxela npoBai-
Vel otn dnploupyia puolkoU peyéBoug ornoudwv Navw oG TPELG PLyoUPEG, e
NAoTEA NAvw O€ €0IKA NPOETOAaopEVO XapT, onoUdEG e€aLPETIKNG AemTOTNTAG
Kal peydAng euaoBnolag. Yotepa, n YetdBacn oto 0AOKANPWEVO €PY0 NMapa-
HEVeL ev unvaoel pexpt nepinou 1o 2010-2011, ondte 0 CUMEKTNG Zwthpng Dé-
Alog BAENeL TIq onoudEG aUTES Kal éva okapipnua Ing oUvBeong Tou nivaka, Kat
avtdpd we dypoyog napayyeAloddtng: Ba aphoeL Tov {wypd@o va KAveL 0,TL BEAEL
xwplg TV Napapkph NatpwvIkh NapéuBaon (yla autd Kat oL Nivakeg Jéoa atov
nivaka Tou eovIou eival £pya mou avhkouv otn UAoyh Zwthpn Moy, éva
€l60¢ KpuNTIKOU eyKwiou enpavous CUMEKTOU and tn peptd tou {wypdpou).
To €pyo Ba exkteheatel akoAoUBwG Ndvw oe KOVIPA MAAKE e UNGOTPWA gesso,
NEPAOPEVO O€ MOANG XEpLa Kal AemtoAelacpévo pe yuaAdxapto. O AeBidng Ba
€enatikwoel Ndvw oto gesso, e T BonBela avBiBOAwY Kat MoAU GkANpPoU po-
AUBLOU 6H, Tv oploTtikh aUvBean, dNwg autn éxel NPoKUWeL and ta OekAdeg N
NPOoOXEBLa-HENETEG KABE Aentopepelag, [Npwta Opwe Ba PETaTPEWPEL TO NPOoW-
M0 TNC KEVIPIKNG OPPNG and ayévelo g Yevelopdpo (oTo evdldpeoo petalu ap-
XIKNG OUMNYNG KAl EKTEAEONG, 0 PIKPOG YIoG Tou {wypdpou €xel avantuxBel
and €pnBo og glpnva) -n {wn eNBAAELTIC BIKEG TNG ANATNTELC TNV TEXVN- AAAG
Kuplwg Ba NpoocappooEL Kat TG TPELG PryoUpes pe B&on Tov avatouiko kavova
Tou Albrecht Direr? (1o Uyog tou KepaAloU va enavaAauBAaveTal oKW PopEC
oTov Kopud, evd otoug BulavtivoUg kat otoug apxatoug EAnveg ival dAote
OKTW Kal GMOTE €MTd PopéEg).

2. A Durer, Vier Biicher von menschlicher Proportion, NupeuBépyn 1528 (e enthoyikd Tou
oou tou, Willibald Pirckheimer). BA. npdxelpa to W. L. Strauss, The Human Figure by
Albrecht Direr: The Complete ‘Dresden Sketchbook’, Néa Yopkn 1972.

To kahokaipt Tou 2012 ota Kougovhala, érmou o (wypdeog napabepidel kKABe
xpovo, Ba Eexvhoel va SoUAeUEL TIC PLyoUpeg PE aKPUAIKG xpwuata. To €pyo
Ba eival avohokAhpwto akdpa otav, tov NoguBpto tou 2012, Ba 1o beifel o€
€kBeon-aotpann dUo nuepwv (11 Kat 12 Tou unvog) oto Zwypapeio we €pyo ev
npoddw. Xtn ouvéxela, Ba exteBel oto Complesso del Vittoriano thg Pipng ano
1a ©€An NoguBpiou tng Blag xpoviag pexpl g apxEg lavouapiou Ing enduevng,
otnv €kBean Ellenico Plurale - Dipinti dalla Collezione Sotiris Felios®

H teAkh oUvBeon eival NUpapdoeldhg, e Kopupn T0 KEPAAL TNG KEVIPIKNG
HOPPAG- Ta anAwpéva XEpLa NG, 0Ta aplotepd ToU £pyou, MPOeKTeivovTal and
paviBéAa Tou kaBaA£tou yia va KataAn&ouy atnv dkpn TwV YUV NodLiv Tou
veapou avopa, evd Npog Ta 6e€ld npoekTeivovial ano ta yévata Kat TG KVAUEG
NG KaBLOTNG KoMEAaG. Tnv (Bla otyun, oL avTLOTOX{EG TWV YPAUUWV TWV OVTIKEL-
HEVWV KAl TwV OKLWV, Upaivouv oto @évo (1o Tpito eninedo) évav Nukvo cuv-
6eTKd 1010 puBUKWY opllovtiwy Kat kKaBétwy. H kevipkh gryoUpa anodidetat
HE peydAn ekppacTikn dUvaun, Kat Je olaltepn eNYUENEL OL ASMTOUEPELEG TWV
QVIIKEWEVWV E T MOAUTIA UAIKA Toug, dlauyn, kaBapd, Aaunepd, xwplg (xvog
okévng, oav va BAénovtal 6Aa pe peyeBuviikd @axo. (Ztnv Eexwploth dlalyela
TWV POPPUV CUVELOPEPEL MOAU TO oMpo MOVIo 0TNV KaBeLd Toug, yiatl €101 10
XPWHMaA anokté tonikd dlagdvela.)

To €vauaopa ya  dnploupyia Tou TpimtUxou unnEEe yia tov {wypdeo n napd-
otaon g Akpag Taneivwond', ato lepd Kapévng Kat AenAatnuévng eKKAnalag
Twv lMpeonwv. «Evdov tng kéyxng ng MpoBéoewc {wypagidetat o Xplotdg ué-
XPL TOU OTNBOUG, YUUVOG Kat VEKPOG, WE Tag Xelpag ectaupwpévag, pepolioaq
Tov TUnoV Twv AWV, Kat Pe Ty vuyeioav nAeupdv AutoU, kaBhuevog eviog Tou
1é@ou. OnioBev 6e Autou {otatal o Ltaupdg» neplypdpet o Kévioyhou.® O AeBi-
6n¢ akoAouBel 1o unddelypa autd, aAAd Kat To MeLPAdeL TAUTOXPOVA: N KEVIPIKN
Hop@n {otatal yupvn, Pe ta xépla anhwpéva Kat avolxtd, yia va pag Sei€el tnv
Apavin NANYN Twv Kap@LVv. Tov poAo Tou KiBwpiou naidet to tpoxnAato Tpané-
., evd 0 KABPEPTNG OMOU avVIavVAKAWVYTAL Ta aKPodAXTUAA entteivel TNV aiaBnon

3. G. Serafini (enw), Ellenico Plurale. Dipinti dalla Collezione Sotiris Felios, 0o. 96-97, kal ék-
Beon: Complesso del Vittoriano, 27/11/2012 —11/1/2013, Pcoun 2012.

4. H Akpa Taneivwon h o Baokeug g Adéne epgavietat tov 120 awwva oto Buddvtio, kat
petadidetal moAU yphyopa otn Auon. E€aipeta npwa delypata ing napdotaong eivat
elkdveg oto Mouaoeio Kaatopldg, oto Méya Metéwpo kat oto Reliquario di San Gregorio
Magno, ato pouoeio Tou vaou g Santa Croce in Gerusalemme tn¢ POpng, 2t petaBu-
Cavvh enoxh ouvnBwg (wypagiletal oty kdyxn g lepdg MNMpobBéoswd.

5. @. Kévtoyhou, Ekppaaig e OpBoddéou Eikovoypapiag, ABrva 19792, . 140.



ToU Téou. Tov péAo Tou Ltaupou atnv napadootiakn Axpa Tarneivwon, nailel
€6 0 oTaUPAC Tou KaBaA£ToU.

0 NAeBidng «nepdlel» auvolkd nv Axpa Tareivewon, ywatl tn ouvOuadel e pia
aveotpaupevn Aénon. Tov poAo tou lwdvvn Kpatdel 0 pJeydAOG yIog, eV ToV
poAo tn¢ Mavayiag n avBlopévn, epdapa kKépn (Du hast das Wunder der Welt
gesehen). To épyo dpwC BpiBet kat and dA\eg avapopég. H kaBloth otdon g
KOMEAQC, HE T0 apLoTEPD XEPL NAVW OTOV UNPO Kal To aplotepd nédL va akoupnda
T0 NEAPA OTNV KapEKAQ, JE Ta HAXTUAQ JOAG va ayyilouv To NdTwa, Napanépnet
aneuBeiag otov MNdvwn MépaAn kat ato £€pyo 1ou Moperi (1951, EBvikn Mvako-
Brkn — Mouoeio AAe€avbpou Zoutdou). H évBetn aTo TPOXAAATO €MNTAO €IKGVA
elvat ano toxoypagia ing MNounniag. Ta €pya (wypaikhg oto tpito eninedo, €l-
odyouv 1o potiBo tou nivaka péoa atov nivaka n, yia inv akpiBela, to potiBo tou
nivaka péoa otov nivaka kat naAL péoa otov nivaka. MNMicw and 1o 6€El nddL g
konéhag Sev BAénoupe T¢ uvaikeg oty napalia ¢ Dinard (1922) tou Picasso,
oute ™n Aoukiooa tou Oupprivo (1465-1470) tou Piero della Francesca. Miow and
T0V VEO OTa AeUKA Ogv BAénoupe 10 MeydAo etapuoo eowtepikd (1917) tou
De Chirico. Xe 6Aa BA€noupe nivakeg Tou AeB{dn, dnou éxouv evowuatwBel ta
avtiotowxa £pya.

‘OAn N oknvA T NapakoAouBel and wnAd n acnpdpaupn Guwioypagia oto 1pito
eninedo (elval n ouluyog Tou wyPAPoU Kal UNtépd BUO €K TWV TPV NALBLLV)
KaL TO KOKKIVO GAoyo, KoAMNEvo imAa tng. Autd ndAL ival Kopudt and 1o €pyo
Kuvniyt (1986-1987)¢ tou AeBidn. To dAoyo Ba pnopouce va pdoel we persona
Tou {wypApou Kat, o cuvduaoud pe T puwrtoypagia g yuvaikag tou, va Bupi-
00UV oTov Beath 10 YOVEIKS ENONTKO avikaBpéptiopa tou Ginnou A tng lona-
viag kat tng Baovooag Maplag-Awvag, ot dpBacteg Las Meninas.” Av tpa
BaAoupe 6Aa autd ta texvacparta pad, pe kopwvidba ta donpa eévia nicw anod
TG PLyoUpEG, mou dnuoupyouv v WeudaioBnon nwg Ynopel oL JopPESG va unv
unnp&av, Napd pévo wg £pya Kal aUTEG WECA OTO £pY0, TOTE N GUVOAIKN oUvBeon
eyelpel epwthuata yla i eUon NG NPAYUATKOTNTAG KAl TNG OMTIKAG andatng, Kat
dnpoupyel pav aBEBatn oxéon petall Beath Kat anelkovI(OUEVWV HOPPUIV.

To tplntuxo unootnpietat and nv predella. Exel, and ta aplotepd npog ta Oe€Ld,
0€ KIVNUATOYPAPIKA Poh, EKTUNOCOVTAL MEVIE OKNVEG. LTNV Mpwn, BAEMoupEe
€0wWTEPIKO Swpatiou (to pdvVIo aTo XoVIPOKOKKIVO TG INMopnniag) ye kKopvBlakd
KLOVOKPQVO Omnacpévou Kiova va otnpidel 1o taBdvi-oupavo, oto Upog evog sotto

6. B\t bnpocieuonh tou oto: A. AeBidng, Eiovoypapieg 1980-1988 ABhva 1988.
7. Akdpa katav n npdBeon tou {wypdgou dev Mtav auth, Tinota dev eunodidet ov Beath va
ouvdéoel ta buo €pya.

in su €pyou Tou Tiepolo. AUo (elyn aBANTWV NG EMNVOPWHAIKNG MAANG €XouV
0av Koo 10 KePAAL evag AeukoU aAdyou.® To opa Tou €pxetal anod t 5eUtepn
oKnvN, 6rou, o NApaBaAdooio XWpPo, £PUINOG OTPATIWTIKOG (elval 0 ek PUNTPAg
nénnog tou {wypd@ou Kal N Yopen tou sival napuévn and ewrtoypapia Tou
1908) aneuBuvel xapetiopd. X1o BABog, o AeBidng éxel anelkovioel éva nAavodlo
€PMNETAPLO, HE N vk Bed twv Opewv otnv npdoowh tou. And T oKNvA
Byaivel popen viupévn pe ABpéa (évag ek natpdg Belog Tou (wypdpou), yia va
UMNELoTNY €NOPEVN, TNV MO OKOTEWVN (e OAN T onpacia tng AéEng).

Apopun yla authv givat pwrtoypapia tpaBnyuévn and tov {wypdgo o Bpn-
OKEUTIKO NavnyUpt ota eMinvoBouAyapikd alvopa. MNpdKettal yia pia eikova Pe
onuacia kaBapmplou, dnou Whvovtal GApKeG: o€ NPOXelPN Kavtiva, evag Gv-
6pag nepugvel va oepBiplotel, vd NapadinAa, o€ aoapn XwWpPo JE KPEPACHEVA
navid, opdda avdbpwv oto pioookdtado napakohouBel pyoUpa pe pdxaipa va
€QOPHA o€ yaidoupdkL [pauvre béte chérie). Auté, yua va Eepuyet, Npoxwpd otnv
enopevn oknvN. Ekel dpwg enikpatel xawdng Bia. Kpavopdpol npocnaBoulv va
oBhoouv nupkaytd, avBpwnot npoonaBouv va dlagUyouv otnv avtiBetn Kateu-
Buvon. 210 npwto eninedo, EPELD e AEUKO XITWOVA UYPWVEL NAVW and T0 KEPAAL
NG TN Jdoka g Tpaywdiag. O AeBidng doveltal, oty eidva aut, and Ta yeyo-
vOTa nou akoAouBnoav i doAopovia Tou AAEEN [pnyopdnouAou, Kal JETaPEPEL
ndvw oto EUA0 puwtoypagia NpwTocéNdou epnuepidag and v nopévn Twv
Tapaxwv g 6ng AekepBpiou 2008.

Ynv teheutala oknvA, yuvaika TpEXEL va YATWOoEL anod Ty TuAn Bia thg nupka-
yiac. H popen tng eivat aneuBelag davelo and tov Louis Janmot (1814-1892) kat
10 épyo Cauchemar, NG oelpdq Le Poéme de ['éme (1835-1880), kat pag elodyet
010 UnaBpo, aAa avtl yaAhvng, Kat edw pag kuvnyd unoBookouoa avnouxia,
apouU o KOoWOG exel £pBet avanoda: £vag yadapog kaBaAdel évav dvBpwno —n
otk pvhun tou AeBidn eivat ndvia uneploxvouaoa, KaBWwG PETAPEPEL TUNUA
TOU Mepipnuou apeionyou xapaktikoU tou Goya, Tu que no puedes («EcU nou
Sev unopei, kouBdAa ue atn pdxn cou»)- eivaito No 42 tng oepdc Los caprichos

8. H ouvBeon anotehel enavdxpnon dANg neptddou tou AeBion, exkeivng Twv MMaAatoty.



(1797-1799). AinAa and 1o napd&evo oUunAeyua, o BapUBupog Alownog (1638
Tou Velasquez (npoowneio, €6w, Tou AeBidn), kat oto BABog Sévipo e Ta KAa-
61d Tou, aM\d Kat og autd n KataMayn Aslnet: eivat 1o 6€vipo 6rnou Kpepouv ata
Koupovhola ta opaxtd. H predella kAeivel pe 1o Ta&o: n untépa tou {wypdpou
METAPEPEL GTOV WO TG Aapndda we avéBnpa, kat kpatd e 1o €l tng xépL Tov
MIKPO {wypdpo. 210 €A, 0 AeBidNg £xel petapoppwBel oto nawdi mou kdanote
Atav.

B’ | Ayopd

To €pyo (87 x 107 ek., PIKTA Texvikn, 2010-2017) éxel ikpotepeg Slaotdoelg and ta
Movteda oto atelie, al\a oxeddv anpoaopetpnto BABog, 1000, tate 0 Beatng xpeL-
adetal Xpdvo yLa va anokpunIoypapnaoel 1a MoAAG atoxela kat Tig avilBEoelg o
OAN TN 6ladpopun Tou BAEPUATOG PEXPL TO YaAAd0 ToU aveépeAoU oupavou, 6rou
awwpeltat n ane\nTikh oKLd evog apnaktikoU MouAwoU.

210 npwrto eninedo, dimAwvetat kat EednAdveTal 1o MAoUCLo GE UPN, OXEDLa Kal
Xpwpatiopoug xaAl, kat Bpiokovtal og dlaywovia napdtaén duo kaBloTES yuvai-
KEG, KaL 0aV OUVEXELA TOUG ia Tpitn, épBla. H patid tou Beath odnyeltal endéCa
and v Pnpootvh kaBlot yuvaika otn dinAavh G, o NAdyla oyn, Kat ano
ekel, péow Ttou BAEuPaTdS TNC, KataAvel otnv onioBla dyn g 6pblag (eupé-
owg, 0 Beatng kaAeftat va anoAaUoel TPELG OLAPOPETIKEG OYELG TOU YUVAIKEOU
KAMOUG - eUpnpa anoAUTwS KAAGIKOS).

H 61dtagn twv JEAWY TOU 0WUaToC TS NPWTING PtyoUpadg JAg ouvoéet (Adyw TN,
NuPAPboelboUC OXNUATOG EVIAENG TNG) E Ta OTOIXE(D TOU MPOG Ta apLOTERT XW-
pou. Ekel, piookpuBovtat and kaBeto napan£tacpa tpla avopikd yupva aydAua-
10, 6U0 6pBla kal éva KaBlotd, dnploupyvIag TG eENG aVIIBETIKES OXETELG:

2 KOBLOTEG yuvalKeleg opPEG — 2 pBLeg avOPIKES OPPES
1 6pBla yuvakeia popph  — 1 kKaBloth avdpikn
{wvTaveg, PUOIKOU PeyéBoug yuvaikeg, — Ayuxa, SlaQopeTkNG KAUaKag
otonapdv  Kat Sldpopwv UAKWY aydAuata
T0U NApeABOvTog

Yndpxouv Kat dMeg aviiBéaelg. To unep@uaolkoU peyeBoug XAAKIvo AyaAua ne-
pBAMeTal and EUAIVO MPOCTATEUTIKO OKEAETO Yl TN PETAPoPd Tou, O€ OXNpa
nupapidag — avtiot€n Npog To avaloyo oxNpa TG NPWING KaBLOTNG yuvalkeiag
Hop®NG. Epnpdg, undpxet lepapxnpevn ta&n ndvw oto xaAl, pwtopévn dnie-
Ta anoé nowileg puwrelveG Nnyeg. MNMiow aplotepd, atagla MOAAWY AVIIKEWEVWV



(pwpdikd avitypapa ENNVIKWY ayaAUdTwy, OKOPMLA APXITEKTOVIKA WEAN, B&Bpa
péoa oto nuipwd). Maptupleg evog €vbogou napeABéviog aviinapatiBeviat eU-
YAWTIQ HE TO MAPAKKLaKO Napdv g pBopdc.

Y1n 6e€1a nAgupd tou €pyou, anévavit and 1o nAoucto xaAl, Bpiokovtat cuvipip-
Ha Aageupéviov oykOABwY, TUNPETWY Tou apxttektovhuatog. MNévw oto nAa-
kooTpwTo 6dnedo, N BpBla yuvalka Natd névw og PIKPO 0wWPO OKOSOUIKAG
OUVOETIKNG UANG, Kal atnpidetal ag €vav anod toug TepAoTioug Necaous NG uno-
0TUANG aiBouoag. AinAa and 1o d&{ tng x€pL kpEpetal Eva pBapuévo AdBapo e
akpwinplacpévn enypaen. Mdtala Ba npokaAéasl 10 BAEupa Tou Beath va
oupnAnpwoel, kavevag KaBagpng o€ Ba BpeBel yia va t daBdoel.

To deUtepo eninedo, mapoho nou omtikd Bpioketal otov (Blo XWPOo HE To NPWTO,
Slapoponoleitat and 10 okAnpd EUAVO otéyaotpo Se€Ld, kat Ty Névivn Tévia o€
XauNAGTEPO UYog aplotepd. O Beathg €xel NPoatd Tou Pla oKNVA Japtupiou:
opdda tecodpwv avopwv AlBoBoAel évav nepnto. Ot BUTEG popolv Kovid Pnie
navtehdvia, évag okUBeL yla va apndgel nétpa and 1o 6énedo. To BUPa (e avol-
X160 Aadl navieAovaki) €xel yovatioel, Kal Pe Ta x€pla avaotpopa oto NPdowro
npocnaBel va anopuyet g Bavatn@opeg NeTpleg. Atdpaxog h avAPnopog NAKL-
wévoc Pe nodld (Mpoaé€te v Koupaapévn NAGTN tou) Byaivel and ta aplotepd
kat odnyel Tov Beath og oKieph NUAN pe Mapactddeg Kat dwpika enikpava. [pv
TEAELWOEL TO OIKOOOUNHA, UNAPXEL akoua €va aiBplo, pwtopévo dnAeta and v
NEOPEVN OTEYN ToU KINP(oU, MoU KataAhyet e GMN NUAN pe Napactddeg — atnv
aploteph Qaivetat oav va owdetal akopa o {wypaPikog g ldkoopog anod
pEoN kat ndvow.

Méaa otnv NUAN pdg nepluével donpo AAoyo: NepLével KapTepIkd (apou Sev
elvat depévo) kat pag koradlet napadoga, (wvtavetoviag v epnuia autol Tou
niow xwpou. MNepav g dedtepng NUANG, BAEMoupEe éva portico Ye KEPAPOOoKE-
nn (UNpootd tou, NAAL otéyaotpo ota 6e€ld Kal Tévia oTa aploTepd) Kal eKel Ka-
TaAAYEL To KTNPLo. To BABog Tou nivaka kAsivel opldviia npdooyn Adikou paya-
QoU, kat Uotepa BuBldpaate otn okid. H oUleugn twv aviiBéoewy ouvexidetat
Kal PETA To Npwoto eninedo:

QPXITEKTOVIKN PEYGAoU peyeBoug  —  onitia Adika
OKANPA UAKG: pdppapa, oykoABol  —  navid, XxaAd: HaAaKa UAKA
YUUVEGC  —  VIUPEVEG LUOPPEC
npsuic  — Bia

H apxnh 16€a yia 1o €pyo Eexiva nepinou to 2010, 6tav o {wypdpog BEANCE va ex-
peTaMeUTel og peyaAUtepn oUvBeon NOCEG YUVALKEIWVY YUVADV €K TOU (PUCLKOU,
and v nahadtepn doukeld twv Aououévawy (1991, AlBouoa Téxvng ABnvav).
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H nptn Tou oKEWN MTav va ta ouvOUAoEL TAaUTOXPOVA HE TO OUMMAEYHA TOU Ai-
BoBoAopoU, Kat autdg htav o onvBnpag.

Badet tov pikpd tou yio va noldpet yia OAEG TiG ptyoUpeg TNG opddag tou AlBoBo-
ALGHOU Kal Tov putoypadidel Je okono TN HEAETN TNG 00TEOAOY{aG Kat puoAoyiag
TwvV owpdtwv. H éviagn kat twv dUo Bepdtwy oe olvBeon avoixtoU xwpou dev
ToV IKavorolel, kat anogacidel va evBéael ta SUo BEUATA OTOV OUYKEKPIUEVO Te-
AKO XWPO ToU £pyou.

AkoAouBoUv apETPNTa MPOOXEDLa KAl PEAETEC, UEXPL MOU N oUVBEDN Kal Ta ou-
vodeuTkA NG Bépata va oplotikonoinBouv. H wypagikh dev Ba Eexivhoel, napd
povo otav 0 Xwthpng MEAog Ba dwaoet ev Asukw napayyeAia otov AeBidn 10
2016. To €pyo Ba exkteleotel Kal NAALoe KOVTpa NAAKE e AeMTOSOUAEPEVO gesso,
AN\ xwpiG petapopd npooxediwv pEow avBilBoAou.

H oUvBeon (wypapiletal kat apxdg oe povoxpwia, éva €idog sinopia. Ta gpoévia
€ytvav oAOKANPa o€ HUO TOVOUG, PG-OKLE, EVOEXOUEVLIC KaL OE £vav akdOua, yLa
10 NUIPWG. H sinopia KaAUPBNKE pie SLlapavele aKPUAKWV (ot SLlapAveleg, eKTdg
and 1o pdAo tou NponAacpou, xpwpatilouv Kat ot {BLEG: To UNEPKEIEVO XpWpa
naipvel €101 SUvapn, xtiCetal otyd otyd, Kat kepdiletl oe BABoG) Kat and Navw 1o
TEAKO OTPWA ToU Aadlou. To €pyo oAokANpveTal atig apxeg tou 2017.

To évauapa Atav ol NoAadTeEPEG NOEC YUVAIKEWY YURVDV yld TN OEpa TV
/ouopgvwy. XNV KAt eVANIoV 0Tdon Kat Ty nAdya éyn BAENoupe T yuvaika
ToU {wypdapou v ato 6pBlo yupvd o (wypdapog Xxpnaoonolnoe enayyeAuatia-
povteAo. Ta oteatonuylkd XapaknPLoTKA TNG 6pBlag yuvalkag Kat n atdon g,
Hag aghvouy TV acagn eviunwaon nwg NPOKeLal yla pa ein nou «ayopade-
Ta. Ta kaBlotd yupva dev €xouv Tov (810 poAo, aMG napapévouy og katdataon
avnouxiag, o€ Pla anpoaddpLoTn MPOCKoVA.

To B€pa tou ABoBoAopoU eivat daveto and to ennpLo tou Ayiou Xtepdvou ot
Tagn tou kauntoc OpyxdB (1586-1588) Tou Beotokdroulou. O Xwpog Tou dpdua-
10G £ival 10 €0WTEPIKO TS AnPoTiKNG Ayopdc Tou MUpyou HAglag (ohuepa oteyd-
Cetat ekel, petd v avakaivion tou Ktnpiou, 1o Apxatohoyikd Mouaeio Tng ndANg),
€pyo (teAeutaio tétapto tou 19ou awbva) Tou Emst Ziller. O AeBidng xpnodonoi-
noe pwrtoypapia dnpooteupévn oto YWwotd BIBAlo tou lwavvn TpauAoul ya
VEOKAQOIKA OPXITEKTOVIKN,” KAl O€ OpLopéva onpela Ty PETEPEPE AUTOAEEEL: GA0
T0 oUOTNHA E T OTEYAOTPA KAl TIG TEVIEG, TO KOAWVAKI-NACOAAOG OTO KEVTPO, N
anékooun PyoUpa Tou NAKIWUEVOU, aKOUA Kal N AGuUna Tou dnPotikoU putl-
opoU (oo €pyo bivel otov Beath Ny eviUnwaon aneANTikoU apraktikoU NouAoU).

9. . Tpauhdg, NeokAaowkn apxitetovikn oty EAAGSa, ABhva 1967, elk. 116, 0. 129.

H oknvh, oto npwto eninedo, pe ta aydAuata, eivat avapvnon piag niokeywng tou
{wypdpou otig anobhkeg 1ou Museo Archeologico Nazionale thg NanoAng.™® To
@hoyo oto BaBog ival éva and ta £€L dAoya Tou AoUka Ing Mdvtouag Federico |
Gonzaga, 6nwc 1a {wypdoloe (1532-1535) otn Salla dei Cavalli Tou Palazzo del
Te o Giulio Romano. Ta Adikd payadld tou anwrtepou BaBoug Bupidouv ato kAiua
KalL ToV XpwaTopd 1o Het straatje (1657-1658), 10 dikpd dpopdkL Tou Vermeer.

To teheutaio {wypaplopévo Tunpa tou nivaka sivat ekeivo nou BAEmoupe Npw-
T0: T0 XAAL otnv npaypatkotnta, dev ivat xaAl aAd kouptiva oto ateAte Tou Ae-
Bibn, kat ta epeima ota 6€€1d sivat napuéva anoé ewtoypagpia g Anduelag eni
Tou Opdvrou otn Xupla.

I | Coda

«Je n'ai jamais évité linfluence des autres. [...] Jaurais considéré cela comme
une lacheté et un manque de sincérité vis-a-vis de moi-méme. Je crois que la
personnalité de lartiste se développe, saffirme par les luttes qu'elle a a subir
contre dautres personnalités. Si le combat lui est fatal, si elle succombe, c'est
que tel devait étre son sort.»

Henri Matisse’’

0 AeBidng eival {wypdpog dlavonTkdg: 6ooL EXOUV JIKPH OXECN [E TNV TEXVN,
Ba xpnoonolodoay aotdxacta Tov 0po «(wyPAPOG EYKEPAAKOS». To £pyo Tou
elval onappévo pe avapopéG ato NapeABov, aAd Kal e autoavapopeEg,

Y1ov AeBidn, dixwg BaBua pvhun, dev paivetal va undpxel KAATEXVIKN Aeltoup-
yia. Miow and toug nivakeg tou dev kpUBeTal anapatta kdnota wtopia, hla apn-
ynon (authv Ba i guaget pdvog tou o Beathg, ave€dptnta and Tig NpoBEoeLg Tou
{wypdpou): oL elkdveg apxiouv and eIKOVEC TNG PVAKNG, Kal JEOW NG MVAKNG

10. To 6pBlo xaAkwvo ((paiveral and v nativa) dyaAua, rmou Kpatd avaueoa ota Séxtula xapTtt
(Av 6¢ n auia autou yeypauuévn), (owg va eivat avopldviag Tou autokpdtopa AuyoUctou
(49-50 p.X] oto {6lo pouaceio (AE. 5595).

11 H. Matisse, Ecrits et propos sur lart, emy. D. Fourcade, Mapiot 1972, 0. 56 (Matisse
interrogé par Guillaume Apollinaire, 1907. MNpwtn 6npocieuon: "Henri Matisse”, nep. La
Phalange, 1€Ux. 2, 15-18/12/1907. (Metdppaon: «[oté pou 6ev npoonddnaoad va ano@uyw
NV enppon Twv AMwv. [..] Av v anépeuya, Ba APouv HENGG Kal avEVTILOG anévavl
otov €autd pou. Motelw Nwg N NPOCWIKATNTA TOU KAATEXVN, €EENOCETAL, OTEPEWVETAL
pEoa and TG PAXEG MOU EXEL VA BWOEL HE TIC MPOCWMIKOTNTES TwV AMwV. Av n 6UyKpPoU-
on anoBel potpaia, av unokUyel, Ba net Nwg €101 ToU ATave ypagto»).



yivetat n {wypapn epunveia Ing npayuatkéttag. O {wypdeog aoBavetat ot
Tov agopd n enpdvela Tou kdopou (n enpdvela propel va dlaBaotel Kat pe ke-
paAaio E), aMé 1o 6doog autoU tou kdapou dev eival napBévo, éxet nponynBel 1o
napeABov.

«Kal 1o onpepa;» Ba pwrtoloe €vag Kowog Pag GAOG Kat GUYYEVIKG Tou MveUpa.
H orjugpov w¢ avpiov kat we xBsg, Ba anavioloe o {wypdod. To ohpepa, ya
ekelvov, elvat n npdtach tou: N eppovh otn {wypagkh. Tou apeael va avaBupa-
TalL e PETploppoouvn I phon tou Chardin: «La peinture est une ile dont je n‘ai
fait que cotoyer les bords» («n {wypaekn eivat oAdKANPo vnal, KL eyw anAwg
NEPMAEW TG AKTEG TNG»), KAl va SNAWVEL Pe XapnAN uwvn: «H {wypagikn ival
KATL Mou UNNPEE (xpOvog adpLoTog), Kal Twpa Pelc NpoonaBoUue va Kpatnoou-
HE TO KAVINAAKL avappévo», yiatl ywwpilel kaAd ot to Balua dev dnpoupyel v
niotn, aMd n niotn (ot {wypaikh o altra cosa) ivat éva Badua and pévn g,
["la autdv 10 AGy0, oL KaAUTEpPOL NivaKeg Tou pdg petadibouv navia éva Aapnepo
puoTpLO:

«ll est extraordinaire qu'on puisse mettre tant de mysteére dans tant d'éclat »'?

N.IM. Matolog

12. Andkpuga Adyla Tou Mallarmé yia tov Gauguin: Ta JETapépel o {Bl0G o€ ypdua Tou oTov
André Fontainas (Mdptog 1899). BA. P. Gauguin, Lettres a sa femme et a ses amis, IMNapi-
012003, 0. 170. (Metdppacn: Eivat anioteuto nwg Unopel Kave(g va XxwpéEael 1000 PUoT-
plo péoa og on Aduyn.).
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LKEYELG

Meyahdvovtag (eupnpopog Tou yepvaoviag) {wypagidw nio apyd. Avadnt t du-
OKOAa kdtw anod v enpavela, nepapatidopat pe véoug Tpdmnoug n Eavadwviave-
pévoug noAoUg. KovioAoy(c, enunkUvw T BLdpKela TG €NWacng. Xav va yavidw-
VOHQL OTIG EIKOVEG, Va BEAW va TI¢ kpathow, akdpa KL aUTEG Mou ival Tayuéveg va
okenaotoUv and AMeg. Mia dadiacia naAipynaotou, otaBepd, GAo Kat Mo cuveldn-
¢, xtiCetal ota €pya pou Ta TeAeutaia eikoaot, TOUAAXLoTov, xpdvia. 000 0 YPaUUIKOG
Hou Xpdvog e aneel, 1doo tov Eopkidw avalpwviag Tov Jéoa otn SoUAELd pou.

To ‘50 kat 1o ‘60, U0 Kploweg dekaetieg mou v MoANo(G £pria&av autd mou eluat,
otn Aton Atav duo dekagtieg nou npyoddtnoay, owotdtepa novidploav, atnv
€IKOVA KAL OTNV AUETPN EKUETAMEUON TNG.

«H AUon éxel TauTioTel e Tov Xpdvo Kat 1o idvo aUyxpovo €ival To UTIKS.»'

Twpa, Yiod awdva PeTd, oto YneLakd pag neptBaAov, Uéoa ota Kowwvika &i-
Ktua, oUpE TNV MAPOEUCHIKN EKOVA.

«XTNV TEXVN MOU KPEWETAL OTO NAPOV 0 XPOVoC Blaypd@el TNV €lkdva. X ekelvn Ty
TéxvN nou dlaxep{letat I pvApn cuvnBwg N elKOVa CAAEIPEL TOV XPOVO.»?

AwaBddovtag tuxaia napanounég anod onpelwpataptd pou tou 2015: «To 1918, o
Klee pe ehappd elpwveia autoxapaktnpidetal ato NUEPOAGYLS TOU 0av “apaPETKOG
(abstractionist) nou kouBaAdel pvpeg »*

Kat napakdrtw:

«Tn dekaetia tou 70 n evwolohoykn €xvn k€POLZe £5apog kat o Auerbach napatpnoe
Ot oL vEoL KaMEXveG “dpxioav va Byddouv dlaknpuEeLg kat va daktuloypapoUlv ava-
KOWWOELG YLa Va TG kpePdoouy atov Toixo”. ‘Etot ot pdvol dvBpwnol mou wypdplav
napactatkoUg Nivakeg Atav autol Nou Npaypatikd 6ev unopoUaoav va KAvouv aAMG.
Eixe otapathoel va eivat n 1péxouca Npaktkn. An” autiv v anoyn n Katdotaon
Atav OvIwg KaAUTepn “ylati autd onpaive Ot pévo ekelvol mou Npayuatikd nBeAav va
(wypapioouv 10 €kavav Kl autd KatéAn&e va eival pia ekkevipikn dpactnplotnta [.. ]
arnAd To €KaVEG Katd KAMoLo TPAMo 0av anoouvaAywyog Kat autd ntav NoAU, Ja noAd
UYELEG »*

1. Zav KAawp, JKEWES yia v Katdotaon twV eKaotikwy texvaov, ABhAva 1993, 0.58. H petd-
@Paon ota EMNVIKG GAwV Twv NapaBepdtwy nou akoAouBouv eivat Sikn pou.

2. Gaétan Picon, Admirable tremblement du temps, eveln, 1970, . 102.

Patrick Walberg, Surrealism, Mapiot, 1962, 0. 53.

Catherina Lampert, Frank Auerbach: Speaking and Painting, Aovdivo, 2015, 0. 139.

~ow

Y10V PECOMOAERO OpUoVIal Ta MPWTA PoUsEia HovTEpvVag TExvNg, Eéxwpa and
1a Ndn unapxovta pouaceia, unoypapuidoviag €10t I PIUKA PHEN NG VEWTEPL-
KNG {wypaPikng an’ éAn v mponyoupevn €xvn. Miod awva apyotepa npw-
Toeppavidovtal Ta gouoela oUyxpovng TEXVNG, OE XWPOUG EexwpLotous ano ta
HOUCE(a povTIEPVAG TEXVNG YLa VA OTEYAooUV [ia vEa Téxvn PLUKA OLapOpPETIKN,
«aoUpBatn» Pe n Poviépva: Tn aUyxpovn (contemporary). Uyxpovn e 1 Mia
TéXVN Nou €xeL hdn Lotopia oapdvta, nevivia, e€hvia xpdvwy N PANWG ekatd h
KaBoAou.

«H otopla €ival 1o Kakod GveLPo TG TEXVNG, 0 EPLAATNG and Tov omnoio NPEMEL
Va anePnAaKel »°

Mg eivat va {wypapielg oTo NPwTo TETAPTO Tou 210U aldva; XTeG évag KOMLTE-
XVNG 00pavidpng €Aeye oTNV TNAEOPAON OTL N YEVLA TOU NEPAOE and TV «avalo-
YIKA aloBntikh» oty «wn@lakn texvoloyia». Korrddopat otov KaBpe@tn: ipat h
ev elpat oyxpovog; lNoldg 8" anopaoioet;

«Efvat n {wypapn eva napwxnpévo naBog; Mmopel va eivat napwxnuévo eva na-
Bog nou anoBaivel 1o anokAeloTikd NéBog Hag oAdKANPNE {whc; Ttonpalvel auth n
aioBnaon Tou “‘mapwxnpévou’ Mou oTn OKEMN TN avantuoaetal éva nddog dixwg dpla
kal Bpiokel eAelBepn 616000 TV (Bla oty nou 1o avikelpevo Tou Bewpeltal ot
bev €xel na népaon; MANwG elval pla MAGyLa TaKTKN MouU eNTPENEL aTov dnpoupyd
V' ano@uUyeL ToV XpOVo, ToV XPOVO Mou Tov NMEPIBANEL TNV €MOXN TOU, TOV XPGVO Orou
Ta NPAypata napgpxovial, tbevial EKTOg cuppoU, Mponyouvtal h kaBuatepouv, oVo-
pédovtal "petd” A 'npo” og oUyKpLon WE €va aslBaAéG MPOTayua, yla va EXEL Unpootd
ToU va SlaBgast GAov Tov XpAvo, auTOV Tov GAAOV, TOV XPGVo Tou NaBoucg, mou dlapeu-
YELTOV Xpdvo yiat ivat xpdvog avaktnuévog,»®

«EANiCw n dwypagikh pou v aviéEel xwplg pnypatwaoelg. Ba Bela va @ié-
0w HNpoaotd atoug vEoug {wypdpoug Tou £toug 2000 ue ptepd netahoudag.»’
(Bonnard 1946. 0 Bonnard é{nae uéxptto 1947).

Kk

0 1pénog Mou ot eOVEC yewlouvTal, SlaoTtaupuvovTal Kat QVapopQUIVOVTaL €A
oToV Vou Tou {wypdpou (aivetat va Hotdlel e Tov Tpdro nou yevwviouvial ta Ovel-
pa. Ovelpeuetal ev eypnydpaoel 0 (wypdPog N ONwGE T0 EXEL MEL MO EPPAVTIKE O

5. Gaétan Picon, Admirable tremblement du temps, "eveun, 1970, 6. 120.

6. Jean Clair, Bonnard, Mapiat, 2006, 0. 17.
7. Bonnard, Katdhoyog €kBeong, Maplol, 1984, 0. 203.
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Giorgio de Chirico: «H téxvn dpola pe éva wpaio npopntko GVeLpo, ovelpeUsTal
e pata opBavouxta, ev nAnpeL peonpBpia, avikkpioviag tv aducwnntn npay-
Hatkotnta.»

‘Evag kpukdg Eypaye ya tov Max Ermnst: «Aev {wypagidel 6,1 éxel ovelpeutel,

ovelpevetal (wypagidovtag.»
Kdnowg GANOG ouyypapEQg ONUELDVEL:

«Eva €pyo téxvng pnopel va Aoyiletal oav €va €l6og dvelpo yUpLopEVO Ta UEDa-
£€w» B evwowvtag ot n avéAuon evég oveipou eival 1o aviiotpoPo TG KAMITEXVL-
kNG dladikaoiag. Otav €va dvelpo avaAdetal, N KpuPh Tou Soun anokaAUnTeTal
kal anodopeital, evid 10 €pyo TEXVNG CUVBETEL, ouvapuoAoyel, Sopel TG EwAeg
EIKOVEG-QVANAPACTACELS MOU TO YEVWOUV.

Y€ MOAAG OU €pYa OUVAVTWOVIAL EIKOVEG TNG IVARING Kal EIKOVEC TNG (pavtaciag,
EIKOVEC QVANAPACTATIKESG KAl EIKOVEG APAIPETIKES, EIKOVEG OIKEG ou N AAwV,
EIKOVEG MOU Eylvav OIKEG Pou, BLdKoaopog Kat BEpa, enwpavela kat BéBog, dlakpt-
TEC {WYPAPIKES AVINNYELG KaL NAPacTatkol TpdmoL. Zuveupiokovtal, aAANAOCU-
MAAnpvovtal, cuykpouovial. M ogpd, éva aUuvolo and KNABES anAwvovtat
oTov N{vaka TPwyovVTag Ta Keva £€we 0Tou va KAtaAayldoel N €pLG, va kopeoBolv
Ol aVTIVOUIEG TV XPWHATWY, va NPooeyyLoTel éva onpeio oopponiag €0tw Kat
aotaBoug, eviote b Kat pua 1Betunn téen. To UPog autd xapv anAoUoTeuong
T0 ovopAdw «aaBntikn Tou KoAAd». X authy Tn dladikaacia n dleyepuévn pavia-
ola ouvundpxet pe pa AavBavouoa kpLikn ouvednon, 6nwg étav o AvBpwnog
Bploketal pet€wpog petatu eypryopaong kat Unvou. Ot eikOveg Mou MPoKUMTouV
elval pUoEL apNYNPATIKEG, ONWG Kal Ta Gvelpa, Kat EMGEXOVIaL Uia avayvwon o€
NoAAG enineda, dixwg évav KeVIpKO apnynuatikd GEova Kat pe BoAwpéva ta
Opla PeTaU Tou NBeAnpévou Kat Tou tuxaiou. Ixvn autoU tou Upoug unapxouv
otov nivaka MovieAa oto areli€, Kuplwg otV MPEVIEAT Kat 0To POV, Nicw and
TG TPELG MOPPEC. ZTov aviinoda Tng «aoBnTKAG Tou KOAAS» Bpilokovtat pia oglpd
€pywv U€aa ota onoia ouykataAéyetal kat n Ayopd.

ESW tnpouvtat ot oupBECELS Hlag PUOLOKPATIKAG avanapdotaong, Und€ e€atlpou-
MEVNG Kal TNG eVOTNTAG XWPEOU Kal Xpdvou, TOUAAXIOTOV 0To npwrto eninedo. Kl
autd yiatl n WeudaoBnTkA avanapdaotacn Tou XWPOoU, N MPOOMTKA Kat 10 BE-
Bo¢ nediou, divouv T duvatdtnta, 6GNwC otnv apxaia {wyPAPIKA Kal otnv NPw-
(UN avayeVWNOLOKN yla pla avanapdotacn SlaQopETIKWY OTyHWV TNG aprynong
o€ dlapopeTikd enineda Tou xwpou UnoBAovIag Pla ouvBnkn cuyxpoviag-

8. Laurie Schneider, Art and Psychoanalysis, Néa Yopkn, 1993, 0. 8.

dlaxpoviag, ev TéAeL a-xpoviag, ouyyevikn Pe autiv Twv ovelpwy. MNpdkettat Aot-
MOV yla avanapaoctdoelg «aAnBopavay ovelpwy», oav autd nou o ApLoTOTEANG
anokaAel «euBuovelp{eg». To napakdtw andonaopa and 1o [lepl tng kal' dnvou
pavaikng [464b, 5-16] Tou AploTotéAN elkovoypael e Tov kaAUtepo duvatd 1pd-
Mo Toug 6Uo avTliBEpEVOUG TPOMOUG APryNoNG MOU XPNGOLUOMNOLWW yid V' avana-
PACTNOW Ta EVTOG-EKTOG N TAVANAAY

«Texvikawtatog &’ éati Kpitng évunviwy éotig duvatai tag 6poidtnrag Bewpeiv: tag
ydp euBuoveipiag Kpivelv mavidg €otiv. Aéyw O€ tdg opoidtntag, 6t mapamfoia
ouppaivel ta pavtdopata toi v toig Goaaiv eidwAois. [...] Exel 6&, dv moAAn
yivtar 1) kivnoig, oUd&v duoia yivetar ) upacis kai ta gidwAa toig dAnbivorg.
Agivog 6N tag éuedoeis kpivel €in dv 6 duvduevog taxu diaiocBdveadar kai
ouvopdv ta biareopnuéva kai dicotpaupéva Tdv idwAwy, 6t otiv dvBpwmou
fj frmou /} otoudnmote. Kdkei 8r) opoiwg T duvatar to évdmviov: 1 ydp Kivnoig
EkKOmTel Ty eubuovelpiavy.’

Kokk

Eikdveg yupvolv oto puald pou, EKOVEG TNG UVARNG, EIKOVEG TG Paviaciag:
OUXVA YLa XPOVLa. XKEWELG, ouvaloBhuaTa, cuvaloBNPata Nou YewoUv OKEWELG
ylvovtat €lkéveg Kat yupvolv oto JUAAS pou. KpuBovtal Kat énera pavepw-
vovial yat pla kawvoupla €ikova «avayvapietar kat TG tpaBdet and m Anen.
["atl ot {wypdpol ouvexwg ava-{wypap{ovial — av yivopat katavontdg. MNati ta
pata twv {wypdewy dev Koydouvtat Mote, oUte dtav ol (Blol Koyouvtal, onwg
aMwote oupBaivel g Ghoug Toug avBpwnouc. Kat ta {wa. Mévo nou ot {wypa-
oot {wypagidouv TG elkOVEG 0To PUaAd Toug. Ewdveg yupvolv ato puald pou,
yewvouv, dev yepvouv. Katl eikdveg Mou Xpovia PEVOUV YUPLOPEVESG OTOV TOIXO,
{wypapLopEveg, aAa avoAoKANPWTEG. Qpuddouv akdpa ayevwneg,

9. Metdppaon: O no €unepog eppnveutng ovelpwv elval autdég nou pnopsl Kat
katoAaBaivel TG opoldTNTeS: yiatt o kaBévag unopel va epunveloel Ta aAknBopavh
ovelpa. Kat Aéw T¢ opoldtnteg, ylatl ol ovelplkég elkdveg elval oav 1a eidwAa
aviKeévwy nou kaBpeptidoviat ato vepd. [...] Av kivnBel éviova 10 vepd, n
avtavdkAaon dev Ba eival opola kat ta eidwAa bev Ba polddouv pe ta aAnBwvé
avikelueva. Ikavog Aondv va epunveloel TG aviavakAdoelg Ba htav autdg nou e
TaxUtnta Ba pnopouce va dlakplvel Kat va KataAdBel cUVOAIKG e pla patd av ta
dlaokopniopéva Kat avanodoyuplopéva eidwAa avhkouv oe dvBpwno N oe dAoyo
h oe oudbnnote dMo. Kat oto évelpo Kkt napodpolo cupBaiver ddtl N KvnkOTNTa
dlakdntel tnv aAnBogdvela.
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Eutuxddg BAENw dvelpa. Kaptd gopd ta Bupduat, naAL énwg éAot. Ta (wa {owg
OXL Aev £xw OWG MOTE ovelpeuTe( T0 epyactnpld pou. Qotdoo, ivat Evag Xwpog
napaywyng oveipwv. Etol Ba €npene va anokaAoUpe Ta £pya pag. lowg yu auto
T0 Xpnolonoinoa oav NePBANOV yia To £pY0 Mou PEPEL TOV KaBOAOU eupava-
oto ttho Movteda ato ateli€ KL akdua ato €pyo O rAog tou anoyeduarog. lowg
V@ EMETAL KAl GUVEXELD.

0 lNopyog Zepepng, otg 7 Auyouotou 1943, onpelwve oto NPEPOAGYLS TOU:

«Enévo: yatl pua oplopévn eviinwon “Asttoupyel” nointikd, Neplocdtepo and Tg
xINEG AMEG kaBNPEPIVES evTuNwoEelg; MNpdoete nwg Sev elval n Mo éviovn rnou -
vaL N Mo anoteAeopatikn- MoAU ouxvd sival n no eAa@pld. Nopidw kaveig dev 10
EépeL.. »10

210 veavikd pou xpovia eixa ogl pia puwtoypapia Tou E0WTEPIKOU TNG ayopdg
Tou [MUpyou mou pou apnaoe pia BaBid eviunwon. MNMoAAG xpdvia apydtepa, ne-
PAoTIKAG and v NOAN, BEANCA va ENOKEPTW To KINPLo. H epnelpla hrav ano-
yonteutikn. To Bpnka eyKataAeAepevo, 6ixwg {wh, BeBnAwuévo and KAMOLEG
npdxelpeg avaotnAWaelg. TpdaBn&a pePIKES pwToypapieg EEpoviag Ot KAnote
Ba pou xpelaotolyv. Otav 1o KAMOTE €ylve TWPa Kat dboUAeua Ta NPooxédla TG
Ayopdc, yUpioa otnv naAwd acnpépaupn guwrtoypagia tou Anpnten Manadhpou
yla va &avaBpw ekelvn v Npwdtn cuykivnon.

Ewdveg nou yevvioUvtar and aMeg eikovec, Iatl o {wypdgog eival napaAnmng
kal dlavopéag ewdvav. IMatl o {wypdeog eivat pa vonth nvakoBnkn.

«0L {wypdpol xpnalponololy napadéuata oo ouxvd 600 Kal ol GUyypape(g»"!

H oUvBeon tou tpImtUxou MovigAa oto ateAi€ eival, tpoénov vd, napdBepa and
v Axpa Tarieivwon. H oknvh tou AlBoBoAopoU oto deltepo NAGvo g Ayopdc
elvalt napdBepa and tov AlBoBoAloud Tou MPWTOPAPTUPa XTEPAVOU MoU ava-
naptotdrat ndvw ota BapUtua auela nou opdet o Aylog 2TEQavog 0To NPWTOo
nAavo ng Tapng tou Kountog OpyxdBtou I'kpéko. Kal atoug dUo autoug niva-
KEG undpxouv deutepeliovia Napabsuata nou dev Xpelddetal va UvnpoveuTouv.

Fokok

10. Twpyog Zepépng, Mépec A" 1 [evdpn 1941 - 31 AexéulBon 1944, ABhAva, 1977, 0. 301.
11. Claude Roy, Balthus, Néa Yopkn, 1996, 6. 256.

«Aut6 nou ndvta pou NpokaAel EKNANEN ival ot ot GAoL dvBpwnot eknAnooovTal
HE T0 MOC0 XPAVO oU Na{pveL va TEAELWowW évay nivaka. (GAo Kat NepLoooTeEPO VOLWD-
Bw ot tinota dev tehelwvel noté). Ot avBpwnol dev EEpouv Nla NW¢ va naipvouv tov
xpdvo TouC. H Twpia Toug ival 61t o Xxpdvog Toug Naipvel Kal Toug eyKataAeineL»'?

«Me 1a €pya pou otnv €kBeon “Tloptpéta” ing ykaAepi tou Claude Bernard npoond-
Bnoa va katayyeihw Tov kivbuvo and tov BépuBo Kat tnv taxdtnta. H unopovh evog
(wypdpou va Eeonkael £va Poviého [.. ] lval pla gop@h AokNong mou N €Moxn
Hag éxel PeyaAUtepn avaykn ano ta avilBlotkd »'

«YnapxeL KpuPog ouvduaouog PeTagu Bpadutntag Kat Pvhpng kat petalu taxdtntag

katAnBng. [...] 0 BaBuadg tng Bpadutntag eival euBEwg avdAoyog Pe TNy éviaon g
HVAUNG, 0 BaBuog g TaxUtntag elvat euBéwg avaloyog pe Ty éviaon tng AnBng»'

ANékog BA. AeBibng

12. Claude Roy, Balthus, 6.n., 0. 254.

13. Tiavvng Toapouxng, énwg avagépetal oto Wuppdkng «H aypdtng elval twpa 10
BaVIKO TNG cuyxpOVouU TEXVNG», MeanuBpuwn, 17.4.1967.

14. Milan Kundera, H Bpabutnta, ABrva, 1996, o. 44.



Ano 6inAa...

Tplavtanévie xpovia 1wpa {w and Kovtd v «koudva» Twv Epywv Tou ANEKOU
AeBdN. Lav olwnnAdg pdptupag aAd ouxva Kat oav CUVOUIANTAG, OVTEAO, OU-
viagldotng. E¢w and toug nivakeg aMd kat péoa ¢° autoug,

Hnétnta, evbookdnnan, aywvia avadhtnong, pdta nou kottdlouv kat BAEmouv
HE TpdMo OIKo Toug, kaBnuepvd oxedlo kat {wypapkn. lNeplocdtepo and kabn-
HepWo, Ba éheya. Av unnpxe ékppaon yia n dladikacia nou yepilet oxeddv OAeg
TG WPEG Kal Ta Aemtd G Pépag, Ba taiplade edbw. H okewn, ta ouvaleBnparta, 1o
owPa, N patd KaLTo XEPLKIVOUVTaL OUVEXELD e onpeio avagopdg BiBAla kat dla-
Bdopata, elkdveg Nou dlapoppuvovtal YUpw Hag, eIKOVES {wypapLopEvES and
Tp{toug oe dGMUG TOMOUC Kal GANOUG XPOVOUG, EIKOVEG KaPWHEVEG and Tov {OLo,
EIKOVEC MoU eNwAdovTal Xpovia PECa Tou, OVELPA Tou UMvou Kal Tou EUnviou, av-
Bpwniveg pop@EG Kal Lotopleg, onuewwpatdpla/npepoAdyLa, xaptd, pildxapta,
navid, teAdpa, EUAvoug nivakeg. Autdg elvat o Eexwplotdg, UNEPoxXog —waTtdoo
HLOOG— HIKPOKOOWOG TNG KOWNG pag {wng,

«Ma €101 kavouv ol {wypdeol». Nat, pnopel. By dpwg yia autév pévo tov {w-
YPAPO PNopw va JANowW Katva ypdyw. Mati 1o Kavw wg oUvipoPog Kat OXL wg
«gldNpwv». Kat n npdBeon pou dev elval va ypayw Kpttkd, aAd va aphow 1o
ouvaioBnua va napeloPpnaeL.

Mou Aéet Aoinév cuxvd: «6oUAeUw OTo JUAAS Hou éva €pyo Mou Ba elval €10t Kat
€101, aMG akOpa eV UNoPW va 0ou Nw NEPLOoOTEPa». LUVNBWG dev avapEpeTal
noAU otnv (bla tnv ekova. H «oknvoBeaia» Tg polddel va tov anaoxoAel. 't au-
TAV JoU PAGEL XT0 OIKO Tou UaAS OuwG N elkOva undpxel kat eivat kupiapxn.H,
€otw, dnpoupyeltal atya-otyd. Kat v exet avaykn. Tnv anoAapBavet. To Epw.
Kat napdMnAa tov Baoavicel. Na dooug tpitoug BENoUV va T Souv Kal va
Holpactouv —avapeoa o autoug KL eyw— auth napouctddetal, étav apxioet va
aMNoKTd UAKOTNTA e Ta MIVEAT KAl Ta XPWKATa Kat evoow XtieL TNV Motk TG
oknvoBeaiag. H buadikacia yéveong Ing elkovag otn {wypapikn eNpavela GAAo-
Te netuxaivel kat AMOoTe pnopel va npodwoet In paviacia katva yivel éva ateAel-
wrto naidepa. MoMol and toug nivakeg 1ou AAEkoU «payelpedoviar xpovia JEoa
0 authv v Koud{va. Onwg oupBaivel yia dANoUC e Ta Keipeva. Yndpxouy €pya
070 EPYACTAPLO MOU aKOUKMOUY GToUG Toixoug and Ty KaAn 1 tnv avdnodn kat
okovidovtal, koouvtal, wpddouv. Yndpxouv ekBETeG mou etoyuadoviat Xpo-
vLa Kat nou noté dev uhononBnkay, dnwg UNAPXoUV Kal Ta UNoAs{upata GAwY
ekBEaewv Mou ylvav, ouvopiAnoav e 6o0UG TIG EMOKEPTNKAV KAl TWOPa Napa-
MEVOUV oNPAdLa ptag NoAU MPoownkhg apnynong nou Bupidouv kaBnuepva
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KoppdTa ano 1o NapeABov. Agv éxel onpacia eEdMou. Ot ekBEoelg entteholvial
KABE UEPa eKel, HEOO OTO OKOVIOUEVO Kal —{E TNV KovA aviiAnyn— «akatdota-
TO» EQYACTNPLO MOU, avAUEDa O€ TO0A Kal TO0Q MOU £XEL UEDA ToU, PNOEEVE( Kal
NAPNOAAD VIOGOLE KAl KOUTLA [IE TO «MPWTOYEVES» UNKO MIVAKWY nou enwadovat
N nou nhpav popen. Qwrtoypapieg, CNPEWDCELS, ANOKOPUATa ePNUEPBWY Kat
neplodikav. Agv €xw Moté Tv aioBnon &t Ta avtikeipeva Tou epyactnpiou Tou
AAEkou Eunvouv T vUXTa Kal xopeUouv onwg ta EUAva nawxvidla tou Tleneto.
AvtiBeta, moteUw 6t autd (wvtavelouy, étav ekelvog Bpioketat avapead Toug,
‘Otav 1a (eotaivel ye I patd tou.

Tuylvetat Aowndv érav kénotog tpitog, GAog, ywwotdg, £Evog, unowhlog ayopa-
0TNG, OUMEKTNG {nTNoEL va €pBet oTo epyaotnplo; Mg avoiyelg v ndpta Kat
béxeoal atov andkpu@d cou xwEo dUo AAa pdta;

Nopidw nwg ya tov AAéko dev eival eUkoAo. Aev 1o npdtiet eUkoAa. lMNpwta an’
OA\a—akdUa KLav auto bev €xel kat MoOAN onpacia— 6ev BéAeL va nelpdEet Ty ne-
plpnun «akataotacia» nou ya ekeivov aviaTtoxel og pLa oAU SN Tou «téEn».
E€GM\ou onavidtata agrivel KAnolov Tpito va CUPPETAoXEL aTov KaBaplopod Tou
XWPOU TOU- 0T0 MAUGLUO, £0TW, TWV TLAPLV MOU EMNTPENOUV GTO (PG Va NMEPVAEL
pEaa avepnéddiota. YRndpxouy avikelueva nou o (6log E€pel KaAd kat ava ndoa
oTtyun nmou Bplokovrat. Kuplwg ta epyaieia tou. Ot xdpakeg, Ta JoAUBLa, Ta €61-
Ka xaptd, Ta pUAa xpuaoou, Ta Konidla, ta pEtpa, Ta katoaBibla Kat ta opuptd.
Kat B€Bata, Ta xpwpatd Tou, Ta YONTEUTIKA YUGAva Slagavh PMOUKAAJKLa Kat
Bada pe TG NOAUXPWHEG OKOVES (XPWOTIKEC ouaiec) Mou ival napatetayuéva
0€ OUYKEKPWEVA Navta pdgla Bupidoviag epyactnplo XNKou A akopa Kat Jd-
you. Kat ta nwvéAa nou note dev elvat apketd katl mou ndvia Ba ABEAE va ExeL KL
M, aM\a. ... kootiCouv. KootiCouv moAU kat ndvia npénel kavelg va ta Yetpd-
€L, VO Ta MPOCEXeL, va Ta gpovidel. Opoloy nwg Baupddw tov TPoMo e Tov
orolo 1o KAvel autd Oto TEAOG KABe PakpLdg pepag. Exel mou exel kabioet mua
oTNV KApEKAQ apnuévog, XaAapdg Kal KoupaopEvog Ba onkwBel kat Ba ndet va
Ta XaBEWEL JOAAKA PE To MpAotvo oanouvy, va ta EeMAUVeEL KaAd-KaAd kAtw and
N Bpuon, va Tvdgel enueAd o vepd and ndvw Toug, va ta okounioel. AMa
xpetadoUpeva, onwg pia pwrtoypapia nou eixe ota xépla Alyo npLv, £va 6akou-
AQKL pe apdnika QLotikia ayopacpéva katd Ty enatpoPn and 1o puIoTuneio, 1o
0ak(dlo, To KvNTo, €va cd €tolo va TonoBetnBel aTo Pnxavnua NP XTUMNOEL TO
NAéQWVO, N BoUptoa nou SLxvel Ta Tpippata g yopag and 1o oxédlo e€apa-
viCovtal npoowpvd peoa otn BaAacoa tou epyactnpiou. H akewn nou oxedov
navia tagldevel aMoU, OUXVA ENTPENEL O KATL VA «KpuPTel». ETat, dtav €pBetn
OTlyUN auto To KAt va xpnoldonoinBel, Asinel. «Ma nou ato 6ldoAo nhye NAAL
[oU 10 akouunnoa; Tt Ba yivel pe pévar; Z€pel OpwG 0 AAEKOG KaAG OTL Tinota
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6ev Ba yivel Natl akpBdg, péoa oto epyactnplo, o (Blog aphvetal as vav KOO0
AN\, nou dev unakoUeL o€ CUPBATELG «KavoviKOTNTag». AnAd, kdnola otypn, e
Tov atdpaxo puBud Mou unayopeUel O UMOKELEVIKOG XpOVOG, To avilke(uevo Ba
€avaBpeBetl.

AUoKoAo, Ee-6U0KOAO, £pX0VTAL OTLYUEG MOU OL EMOKEMTES PNaivouv 0 autdv Tov
1600 BIWTIKO XWpPo. Kdnolot pdAiota pnatvouv ouxva Kat dev 1oV avnouxouv
na. Exel xtotel 0 1pénog evog POYPACHATOC, PLAg CUMKETOXNG. XUxvd oL napay-
YeNEQ yla kanolo €pyo divovral ekel, €10l Kat autd anoteAel pta ungpoxn npo-
kAnon.Eva €pyo nou undpxet P€oa oTo HUAAS Tou AAEKOU Kal yia TO 0rolo €xouv
dnpoupyNBel MOAAEG MPOMAPACKEUAOTIKEG MEAETEG MaipVel TO MPACIVO PwC YLd
va ulonotnBel iowg nptv akdpa tou 1o dwaoel o (Blog. Elvat noAU duopen auth n
gunwotoouvn. Kat avaykala.

‘Etol akpiBwg yevwhBnkav ta €pya Movtéda ato ateli€ kat Ayopd. O ¢ilog oUA-

AEKTNG ouvavinBnke e tov {wypdpo atov XWPo yla va St SoUAeLd ev eECeAIEeL
nou €{xe hoN Niow TG apKeToug PNVES A Kal xpdvia. MoAEG ano TG JEAETEG Mou
ektBevtal ohpepa ot Quwkiwvog Néypn 16 padl pe toug dUo nivakeg kaBwg kat
KAnoLa oKapLPNPATA Twv £pywV nou Bpiokoviav «ata okapld». Tov evolEpepav
Kal €6woe Ty napayyeAia.

Kat otg dUo nepimwoelg 1a €pya Eekivnoav va kataokeuadovial JEoa g auto
10 gpyactnplo. Opwg dev uhononBnkav povov ekel. Taglbewav, TuAypeva og
KATAMNAQ «poUxa», 0€ TONOUC ayannUEVOUG MOU UaG €XOUV MPOCPEPEL —Kal
ouvexi{Couv va 10 KAvouv— ANAETN Xapd Kat EUnveucn. L1o KateCoxnv BaAaoovo
Kdatw Koupovnol kat otn Bouvnala 0&a ing MNMpgonag. Kat ta duo onpela eivat
yla pag epnNTAPLa aAAG Kat opunTApLa yia aveEAvVIANTEG Kat {woyoveg e€epeu-
VAOELC.

To noptunaykad tou autokivhtou dev ta xawpaye. Ondte, 1o NapdBupd tou avol-
€€, autd KaAUEBNKav Pe MOAANAEG OTPWOELG MAAOTIKOU NAvw and 1o XApTvo
aunaAad toug kat TonoBeThBnKayv €101, WOTE TO €va NEUMTO NEP{MOU TOU NKOUG
Touq va e€éxel €€w and 1o autokivnto. AéBnkav KaAd Kat akivntononBnkav. Af-
MAQ ToUG, anod KAtw Toug Kat yUpw TouG WMNKAV KOUTEG Kal BaAtadkia pe 6An
T {wypagikn okeun. Kavovikn ekotpateia. Katw and auteg 1ig ouvBnKeg tagl-
6éwape yia v Mpgona tov ZemépBpn tou 2012, oxtw wpeg Tagidy, e Tov aépa
va pnaivel péoa oto autokivnto Kat va pag Naywvel 1o 6BEPKO Kal e TV YIxd-
Aa va notiCet Ta KaAd oxupwpéva €pya. KéBe 1600 otapatoUoape yia EAgyxo.
Na BeBawwBoUpe 61 6Aa eivat kaAd. Otdvoviag, 6Aa nhpav BEon o éva LodyeLo
SwdTo-£pyacTNPLO ToU METPIVOU dLopoPou onttoU Kat SouAeUtnkav pe €€al-
PETKN Npepia Kat nouxia, navia e Texvnto pwtopd. Aev éprave pe Tinota 1o

| 20



QWG NG KéPAG va nepdoel Péoa and ta OXeTkA oteva napdBupa kat Toug na-
X10UG NETPIVOUG Toixoug Tou onttou. Mia EuAdoopna éxkatye 6inAa toug Kat 6inAa
otov ANéko yiatl o eBvonwpo eixe NdN pTdoel ekel kKal 10 kpUO eixe EeKIVAOEL
lNou kat novy, kKanolog yeftovag xtunaye v e€WNoPTa Kat €pxotav va Jag ent-
oke@tel pe Tnv NpddnAn neplEpyeta va det 1o «Badpa» TG avanapdotaong va
ouvteheltal en{ tonou. KapedakL, kouBEvta kat éva «aAo» NapeAdov, pia «aAn»
HaTld otov KGopo EeOMAWVOTAV PNPOaTd Jag TPOPOd0TWVTAG TIG OKEWELG OAWY
pag.Yotepa o pidog anoxwpouoe Kat o {wypapog, pavepd eNNPEACHEVOG anod
TN ouvavinon, Eavaniave 1a NvéAa npoonaBviag (owg va evidgel dlakpuikd
otov nivaka nou 6oUAeue kdanota ixvn dowv eixe POAG akoUOEL

Me Tov {610 TpbéM0 eixape pnet Alyoug pnveg vapltepa —tov loUAo tou {Blou xpd-
VOU— OTO0 KapdBLyta 1o Kougpovnal, naAL oxtw wpeg Ta&idL, kKat Uatepa otn Advida
nou EepOPTwWOE Ta £pya OTO PIKPG POAO Tou anévavit Katw vnoloU an’ énou
€MElS Ta peETaPEPaUE OTo ONTL OTA XEPLA PECA AMO TO XEPOO KAl YEUATO METPES
xwpdpt. Ekel ydUBnKav pe npoooxh Kat, e UNoAOYLoHO TG KaBe Kivnong —mou
unayopeudtav and v EMeWn xwpou—, TonoBetBnkav o €va 1laitepa ote-
VOXWPO «EQYACTNPLO», OUCLAOTIKA £va UIKPO KOUQVAKL MaAaloU TUMoU €VOLKL-
alopevwv dwpatiwy, nepinou 2 x 2.5 pétpa, apketd xapnAd, pe napdBupo oto
votd Kat pikpd napaBupdkt ato Boptd yua i dpootd. To Katw Kougovhot dev
EXEL NAEKTPIKG peUa oUTe biktuo Udpeuong, ondte, and eniyovn enhoyn pag,
K&Be Kaokalpt nepvape apketég BOopAdeg povol h e ta nadld kat eidoug o
€va Pikpd onitt dUo dwpatiwy nou dev BLABETEL AUTEC TG QUTOVONTEG «AVEDELG.
Ekel, 0" auto To 1b16tuno €pyacTthplo, MOU OUCLACTIKA aMOTEAE! UIKph MPOEKTacn
Tou bwpatiou pag, o0 AAEkoG nepvaye kABe Mpwi, vapig, MoAU vwplg, yla va npo-
AABEL £va OUYKEKPIEVO (PG MOU TOU ENETPENE VA HOUAEWEL {0WG KaL PEXPL TIG
MPWTEG AMOYEUHATIVEG WPEG. KL ey, petd and pia npwivi Boutd otn BaAacoa
Kal PnoAko dlaBaopa dinAa oto KUPa, ENECTPEPA OTO HWHATIO Kal KaBououv
Alyo nio népa, 0” éva tpan£dl NAACTIKO yia va ypdyw ta 8iIkd pou. H dlagpopd pag;
Ekelvog xpeladdtav T ouvtpo@Ld tou pikpou tpavdiotop mou pnopel kat naidet
Houaolkh pe pnatapia avapetadidoviag eknopnég and v ABhAva, tn Nago kat
Yavtopivn nou dlakdntoviat actapdtnta and SlagnicEeLg yia KOKOPA KOKKIVIOTO,
VIONia upLd, kpaot, 1oinoupo kat BaAacovoug PelEdeg oe ELOUAMIOKEG TonoBe-
oleg, evw ey xpetaldpouy Ty NoAUTIN nouxia nou ondet pévo and ta BeAd-
OUATA TWV KATOKLWVY Kat TG PWVES TwV Yaldapwy Kat Twv {wviavay —0” autiv
TNV Nepimwon— KokOpwV nou BoAtdpouv oto SinAavo xwpdgl, and To Bpdioua
TWV KAAQULWV, TO oUXVA GuvaTd PEATERL KAL TOV NX0 ToU KUPaTtoq. “Yotepa, Olako-
ntape kat ot U0 ™ GOUAELG Pag avayKAOoTIKG HLa KaL TO PG PTLOXALVE, AEMTALVE,
HaAdkwve Kal bev enapkouoe — Kupiwg yia T {wypa@kh. O AAékog, dikaiwg,
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nBeAe Alyo va xaléwel 1o €pyo otnv oAdTNTd Tou. Opwg, 10 €pyactplo-KeAl e
kavévav 1pomno dev tou To enétpene. Apx{ape hondv padl pla akoua Petakdpion
HE OTOX0 Va YnopEoouv £0Tw kat dUo and Tta tpia navod Tou €pYou va Pnouv 10
éva 6{mAa ot dA\\o Kat PeTd va QUYEL To MPWTO yia va avikataotaBel and To tpito.
Mua «€kBeon» avaykaopEvn va UNakoUoEL OTIG MEPLOPLOTIKEG OUVBNKEG Tou vN-
0l0U €KQVE TO £pY0 VA DEXETAL OAOEVA KAl HLAPOPETIKOUG PWTIOHOUC. Mepikd Bn-
pata niow, aMayn ywviag, didoxion tou kKatw@AoU Tou unvodwyatiou, yla va
kataktnBe( n anapaimtn andéotacn anéd 1o avikeipevo g Béaong. Kauwd popd
1a E0Ava navo €Byavav kat €€w ato xwpedeL yla va ta doupe Kat Ta tpia padl.
Ekel €énpene va aopaliotolv evaviia otov Avepo Mou PNopoUce PEoa O KAG-
opata 6eutePOAEMTOU va Ta avanodoyuploel Kat va ta tpaupatiost. Apa enotpa-
Teloviav NETPEC, oKowLd, yavtdol, avinpideg. Xudhtnon, OKEYELG, NapatNPNOELS,
Slotaypol. 'Yotepa, unépoxo cUPNANPWA NG PEPAG KAG Ke KOAUPNL, BaAaool-
VEG KaL xepoaleg BOATeG, wépepa, dpaypa otnv napaAia, no avaiappo didBacua
ekel, paynto, cuvtpo@ld. Mavia o” autd To NAVELOPPO Yia Pag nepUBAANoV.

Ytnv ABrva, otnv lMNpéona kat oto Kédtw Kougovhaot Aondv othBnkav Jeoa aToug
nivakeg xwpoL, npéowna kat 6pdon Mou UETAPoPPWBNKaV OE «TOMoUG» Kal
«XPOVOUG» EVIEAWG OIKoUG. ZTOUG TOMOUC Kal Xpovoug Tou ANéKou. Méaa Opwg
and n patd Kat t oknvoBeaia tou {wypd@ou, Mou NoAU cuveldntd, enipova Kat
Baoaviotkd avadntd kat eMdLdKeL Névia v unépBacn Tou «poPavoUs», autol
OUVOPNOUV EekaBapa e T Blwpévn otopia, e Ta kowva, pe 1o dnudaoto. Me 6Aa
60a apopoUv 6AOUG pag Kat dAoL pag unopoUpe va kataAdBoupe. MNpdowna aya-
nnpéva —ta nadld pag, epeic—, npéowna-poviéAa, npdowna Alydtepo yvwotd
N Kal eViEAWC Gyvwaorta, deapol, cuvaloBhuarta, epwtkd Blwpata, BAEPuata Kat
otdoelg, dnpdola ktlpla, aydAuata, peinia, updoparta, KaBAAETa kat GAa avTKel-
peva —To (610 10 pyactnplo Tou {wypAPou v TEAE- UNAEXTNKAV HE TNV unaiBpla
eykataotaon AoUva napk otnv npoBAnTta g MovepBaoldg nou €tuxe va doUpe
og Kdnola anddpaon ekel- Ye 10 NavtaxoU napdv GAoyo Mou Napanéunel otov
NPOWPA XAPEVO NATEPA- UE TIG TOKVIOUEVEG KavTiveG TG AGPTOag Mou TO00 Yo-
Ateuoav Tov AAéko 600 ey NapakoAouBouaoa to Napddo&o navnyUpl NG oToL-
XEWPEVNG EMNVOBOUAYapIKAG eBopiou: pe TG AABEG Twv aAEPEVWV PE AAOL
nexABAvNOwY otnv KaAokatpvn (Eotn Ing Poddnng oe éva dA\o ndAL mavnyupt,
MNopdkiko authv ™ Qopd: e TN veapn KoMéAa pe aomnpn xAauUda Kat mpoow-
nefo mou eixe kanote noldpel yla pia Toxoypagia os onitt NG Knplowde: pe 1o
Tdpa otnv TAVO Kal To ONPALdKL oTo XEPLTOU HKpoU ayoploU &{nAa otn pdva, mou,
kouBaAwvtag v anapaitntn Aaundda, enxelpoUoe udtala va 1o JUNGCEL OE Jid
niotn nou ekdnAwvoTtav péaa and éva aAOKOTo MPOoKUVNUa oTov vaod NG «Me-
YaAOXapng» ota yovata- e Tov EEPIKO KEOPO Tou MIXGAN aTo XWPAPL NG KUPA

Mapiag, opayeio aA\G kat okadt yua toug yaiddpoug I'kaoBikn, Zapnd kat, vat,
«ANEKO» MPOG TNV ToU BIkoU pag ANEKOU- e TOUG Tapaypévous dpdpoug I
ABAvVag Toug POPTWHEVOUG 0pYh, ayavaKINon Kal UNOCXEDELG Mou OAoL (hoape
Alya xpoévia npv anod chuepa- Je v ayopd tou [MUpyou, autév tov nuwnaiBplo
Kal JaylKO XWPOo aUVAVINONG KAl CUVAANaYAG: JE la aAdva énou cupBatvouv
NpAyUata TPoUERQ, apxeyova aMd Kat MoAU enikalpa- e AEUKEG KAt UNOAEUKEG
KABETEC eNMIPAVELEC, aKivNTOUG To{xoug N anAwEva Navid nou HEXovIaL 10 pweg
ToU hALoU Kal mpoatatevouy and autd: We Ty entypagn «Aa. .. Xa...», AEEelg nou
dayvAtioav Tov {wypdpo otV KeVIPIKN ayopd Thg ABhvag, aAd rnou dev anoka-
AUntel atov Beath: pe n {wvtavia, I oPPLynAGTNTa Kat Th aaynvn ToU VEAVIKOU
KopHLoU- e TN pBopd Tou XpOvoU- e TNV Opop@La aAAG Kat pe T Bia. To napeA-
B6v, 10 Napodv Kat 1o PEAOV —Tou {wypd@ou aAd Kat Twv Beatv Tou KABe €p-
you—, 6Aa pad{ ouvapBpwvovial oTig 6Uo dlactdoelg NG {wyPaPIKNG ENPAVELAG,
pEoa oto nawxv{dL g avanapdotaong o€ TPELG HLaoTAOEL, MOU OPWC OUXVE —av
KaL OXL TO00 MOAU OTa CUYKEKPLEVA BUO £pya— eMUEVEL VA KAENVEL TO PdTLKAL OTO
6lodldotato. Ma néoog NAoUTog Kat eutuxia yia péva kat néco Bdoavo kat xapd
yla ekelvov KAEWopEva oe Alya TETpaywVIKA PJETPA EUAOU, XPWHATWY, PuTOG Kal
okac!

0 AMékog 6Ao Kal NpdoBete KT kawvouplo ata épya. Etol kavel ndvia. Kanola
oTlyun 6éxtnke &1l teheiwaoav. Onwg, unoBEtw, TeAelovouy N dev TEAEIOVOUV
OAa 6oa Qraxvoupe. Maviwg ol Nivakeg wg aviikeiueva puyave and 1a Sikd tou
X€PLa kaL and 1o BAEUPa Kat Twv SUO Pag Kat NEPacav eKel GrMou UAKAG avhKouv.
0 €vag, 1a MoviéAa oto areli, exktEBnke Blaotkd otnv ABrva, oto Zwypagelo.
YN ouvexela, Nhpe Th BEon tou o€ pia peydAn opadikn ékBeon otn Pwpn. Ekel,
pnatvovtag oto Poucelo, pag eEENANEE BeTkd 0 TPOMNOG e TOV 0ro{o avadekvuo-
Tav n {wypapikh e TNV ANAd KAl Tov pwTopd Mou napeixe o xwpog. Mnépeae o
(wypapog va del autd nou eixe opauatiate! étav oxediadle Tov Nivaka oto HUAAS
Tou. MeydAn ikavoroinon! O aAog nivakag, n Ayopd, extiBetat npwtn popd €6w.
Eivat avtiotoxa peyadhn n xapd nou aviAel ekelvog and 1o yeyovog ot pnopel va
6eL1a épya NAaLoLwpEVa ano TG MPOPEAETEG Kat Ta 0xEDLd Toug. Tn popadlopat.

Qotéoo, yua tov AAéKo oL dUo nivakeg —uad( Y évav Tpito, Tov HAw tou anoyeuua-
T0G, MOU €YWVE [E aPOopPn To OpVUpo noinpa tou KaBagn kat anoteAe! pépog
ToU {8lou KUKAOU BouAeldc— bev TEAelwaav note. KaBe 16oo pou dnAdovel 6t Ba
nBeAe va toug Eavalwypapiosl GAoug anod TNy apxn N, £0TwW, va Toug EavantdoeL.
OLAdyol nou NpoBAaMel dAoTe cuvEEovTal e AEMTOPEPELEG TEXVIKNG PUONG Kal
AGMOTE MANL €XOUV va KAVOUV HE TO «XWVEHPA» Kal Th ouvexh eneepyaoia anod
MAEUPAG TOU TV VONUETWY Kat Twv onpactv nou nepikAeiovv. Evag avaoto-
XaopoOG nou dev epnouxddlel. Me kivbuvo va yivaw Kovetonn onPeova Kat naAL

33



34

o1, NpoPavag, Npoketal yla aicBnon yvapn o€ MoAoUG. Agv eknAnocopal
Aolnév e autiv TN otdon Tou (wypdpou NapdAo nou, énwg npoondbnoa va
e€nynow bW, yla exkelvov, n napackeunh evag nivaka eivat pia iaitepa pakpd-
xpovn Kat anatntikn dladikaocia. Tnv katahaBatvw BaBld kat ouyxpovwg yvw-
pidw 61 0 KaPOG —0 XPAVOC, dNAAdN, yia GAAN pa popd— Oev Uag GTavel yla 6Aa
060a BeNoupe va netuxoupe. Aywvilopaacte evaviia o autov. O ANEKOG TO €Aeye
navia autd- and véog. Oxt Jévo Twpa nMou «heyaAwaoe», 0nwe Pag Bupidel pe
NV NP AEEN Twv «XkEWeWV» Tou. Otav ey Kapd eopd éleya —ylat dev 10
Aéw nia— «ax va ‘pBouv ot dlakonég tou [doxa h Tou KaAokatploU» yia va Ka-
VOUHE ToUTO N ekelvo Sev d@nve NOTE TNy MPATaon va NeoeL KAtw. EvoxAnpevog
anavioUoe «Ma Tt AeG; Aev BAENELG OTL €101 PEPVELG TO TEAOG MO KovTa»; Eixe
bikio BeBata. H «Apkadia» tou pihou Tou Poussin bev Tov apnve va ByaAel anod
OKEWN KAL TNV MPAKTIKA ToU TNV evatévion g Bvntotntag, [Motelw 6T, o€ Jeydho
BaBud n €yvola auth evundpxel ota duo épya nou Bplokovtal otn cUAOYH NG
«dMng Apkadiag».

[Nepvaovtag yia €va teheutaio oxOAo and 1o «EEw» KaL 10 «yUpw» TwWV NIVAKWY
070 «JECQ» TOUG, OKEPTOpaL, OTL 600 NepvoUV Ta xpovia kataAaBaivw 6Ao Kat
NEPLOCOTEPO OTL Ol «OlKeloL TONow —xwpot, dnAadh, nou Eytvav ténot Jéoa ano
NV €NéVOUCH TOUG e avBpwnvn eUMNEPia— Kal 0 «OKEDG XPAVOG» —N VAN, N
ANBN Kat 0 1Pénog nou ta onpeia g BIKNG pag (wng dévouy pe ekeiva ing (wNg
TWV ANV KaL NG JeYAANG apnynong— eival andAuTa pEUCTEG OUVIOTWOEG TOU
k6opou pag. KatkaBdAou dedopévec, Tig (oUpE, TIG Napdyoupe Kal TG avanapd-
youpe KaBnpepvd. AwoBdavopual kaAdtuxn nou PUNOPEaa va CUUKETAoXwW G autd
10 gyxelpnua 1ou AAékou €10, and dinAa.

Mapika Pépnou-AeBidn
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Bloypagika Xtowxeia

["evvhBnke otnv ABhAva 1o 1944. MaBntg akdua napakoAouBnoe
paBnuata dwypaPkng kovtd atov Kaota MaAduo kat atov AAEko
KovténouAo. Xnoubace oknvoBeaia Bedtpou ato Université du
Théatre des Nations oto Mapiot (1963-1964) Kal APXITEKTOVIKN
otnv Ecole d Architecture tou Maveniotnuiou g Mevedng (1964-
1969). Me v entotpogn tou otnv EANGSa cuppeteixe otnv iSpuan,
dletBuvan kat Aettoupyia tou BiBAlonwAeiou «Xtpodh» (ABrva).
And 1o 1971 epyadetat we wypd@og otnv ABhva. Tnv mpwtn tou
atoukn €kBean €kave 1o 1982 atnv ykaAepl Npa. And 16te PEXPL
ohuepa akohouBnaoav GAECG (Kool TPEIC aTOUIKES EKBETELG oTnV
ABnva (AiBouaa Téxvng ABnvav, Lkoupd, ['kaAep( 3, Aatpa,
TexvonoAn, Moppwtikd 16pupa EBvikng Tpanédng), o GAAeG
noAeLC TN EANGSag (Xavid, Mdtpa, Apyog, Mutinvn, P€Bupvo,
Beaoahovikn, Adploa, Ndouoa lNdpou) Kat oto eEWTEPLKO.
Avtiotolxa, €xel GUPIETAOXEL O€ TPLAVTA U0 OABIKES EKBETELG,
avaueoa ot omoleg Kat n €kBean g LUAMoyng Zwtnpn MeAou
«Ellenico Plurale» ato Complesso del Vittoriano i Pwpung. Exet
aoxoAnBe( cuoTNPATIKA PE Tov oxedlaopd eE@UANwWY yla BIBAla
Kal TNV elkaoTtikn ntpélela BIBAIwY (Aypa, MaveniotnakEg
Exbdoelc Kpnting, Méyapo Mouowkng ABnvaov, Mouaogio Mnevaxn,
Eotia, KEGpog, kapog, Bepého, Aatpa, ANe€avbpela). TEAOG, Exel
(QU\OTEXVNOEL OKNVIKA Yyla To BEatpo (N€a Eknvn-B€atpo 0dou
Kukhadwv, MNepapatikh Xknvh EBvikou Bedtpou, DeotiBAA
Apyoud) Kal Tolxoypapieg o€ IBLWTIKES KaTtolkieg (Apta, ZUpog,
Knolowd).

MNapdMnAa e v KaBapad (wypadikn dpactnplotnTd Tou

€XeL aoXoANBEel pe v €pguva og BEpata {wypapKG Kal EXEL
dnpootevoel oxetkd. To 1994 uetéppaoe Kal ENUEANBNKE To

35° BiBAio tng @uoikng lotopiag tou lMAiviou tou MpeoButepou
KaL 1o €EE6WOE 0TI EKDOOELG Aypa E TOV CUVODEUTIKO UMOTITAO
«[Meplng apxaiag eMnvikng (wypapikne». Evav xpdvo apydtepa,
10 BBAl0 TNBnke pe To BpaBeio Akadnpuiag ABnvaov. Exel
ouppeTdoxel og ouvedpla oty EANGBA Kal oTo eEWTEPIKO, E
avtike{uevo v apxaia EMNVIKNA, EMANVIOTIKA, pwaikn Kal
Budavivn {wypadkn TEXVN, Ta XPWHATA KAl TG aVAPELEELS TouG,
To tpiunvo Maptiou-Maiou 2007 enokéPBnke To MNaveniothpto
Tou Princeton pe unotpogia wg Artist in Residence.
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Notes on two paintings by Alecos Levidis

‘I have always been a literary painter,
thank goodness, like all decent painters.”

Walter Richard Sickert
A’ | Models in the studio

This large painting (250 x 240 cm, mixed media, 2010-2013] refers directly to a
western ecclesiastical triptych. The top partis laid out in three sections, while the
lower half takes the form of a Renaissance predella, with five smaller scenes
in procession, running from left to right, as brief but significant episodes, like a
comic strip or frames from a movie.

The central, dominant position is held by a youth, naked from the waist up,
confronting the viewers and, despite looking directly at them, his gaze is more
evocative of introspection. His arms are slightly open and resting upon a rec-
tangular mirror, where a feather has been placed. The background behind him
(as well as the two other figures] is a piece of unused, pure-white, primed pa-
per, nailed onto a wooden sign, ready for immediate use, and it surrounds the
youth like a white sheet. A small wheeled cabinet is featured, ritualistically, in
front of him, containing various small vessels with the precious materials of
painting (the drama unfolds in the painter’s studio), pots, paraphernalia, tubes,
and next to it hangs a clean piece of cloth for wiping his hands or brushes. On
the left hand side of the painting, standing upright but seen from the side, a
young man in a white linen suit, his feet bare and his hands deep in the pockets
of his trousers, is watching the central figure with obvious and intense anxiety,
sharing in its Passion. Across from him and on the right hand side of the paint-
ing. sitting in a more lively pose that creates a triangle with a hand on the knee
as its apex, a young woman, dressed in a white pleated central figure
one-piece dress over a black bra, with her gaze fixed y(ﬁ:g | Joung
on the young man in white, indicates the visual route of ~ man woman
the eyes. The viewer cannot help but follow that route:

viewer

1. Letterto Virginia Woolf, cited in: E.D.H. Johnson, Paintings of the British Social Scene,
London 1986, p. 217.

The composition is staged on three horizontal levels: a) the anterior vacant
space of the floor, b) the space in-between, where the three figures are con-
tained within an imagined triangle, and c] the heavily-loaded vertical surface in
the back - where we see a number of objects (the large, upright painting easel,
the backs of canvases, frames empty of pictures, and other paintings, on the
right yet another large, modular easel with pictures “stuck on” at the top, and a
photograph of a loved one).

The original idea for the painting came long before its creation. Around 2005,
the artist has his children pose in the respective positions (the triptych depicts
Levidis" youngest son, as the central figure, the youth in white is his eldest son,
and the seated young woman is his daughter], and captures them on camera.
He then goes on to create life-size studies of the three figures, in pastels on
specially prepared paper; studies of remarkable finesse and great sensitivi-
ty. The transition to the completed painting remains dormant until 2010-2011,
when the collector Sotiris Felios sees these studies and a rough sketch of the
painting's composition, and responds with the perfect commission: he will let
the artist do exactly as he pleases, without the merest hint of intervention, as
patron, on his part (this is why the paintings within the background painting are
pieces that belong to the Sotiris Felios Collection, a cryptic nod of praise towards
an eminent collector on the artist's part).

The painting is subsequently created upon plywood, primed with several layers
of gesso, finely sanded down. Levidis, with the help of anthivola (working sketch-
es/templates) and a hard 6H pencil, traces the final composition onto the gesso,
as the former has taken shape from dozens, by now, preliminary drawings and
studies of its every detail. Before that, however, he turns the face of the central
figure from beardless to bearded (in the time elapsed between original concep-
tion and execution, the artist's youngest son has developed from an adolescent to
a young man) - life imposes its own demands upon art - but, most importantly,
he adapts all three figures to the anatomical rule of Albrecht Durer? (the height of
the head repeating eight times in the length of the body, while in Byzantine and
Ancient Greek art it is sometimes eight and sometimes seven times).

In the summer of 2012 at Koufonissia, where the artist spends his holidays
every year, he begins to work on the figures in acrylic paint. The piece is still
incomplete when, in November 2012, he shows it in a flash exhibition, lasting

2. A Durer, Vier Biicher von menschlicher Proportion, Nuremberg 1528 (with an after-
word by his friend, Willibald Pirckheimer). See also W.L. Strauss, The Human Figure
by Albrecht Direr: The Complete "Dresden Sketchbook”, New York 1972.
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only two days (the 11" and 12" of the month) at Zografeio, as work in progress.
It is subsequently exhibited at Complesso del Vittoriano in Rome from late No-
vember of that same year until early January of the next, as part of the Ellenico
Plurale — Dipinti dalla Collezione Sotiris Felios® exhibition.

The final composition is pyramidal, its apex the head of the central figure, while
the latter's open arms extend, to the painting’s left, from the handle of the easel
to the edge of the bare feet of the young man: to the right, they extend from the
knees and the calves of the seated young woman. At the same time, the cor-
respondences of the lines of the objects and the shadows weave, in the back-
ground (the third level), a dense connecting tissue of rhythmical horizontals and
verticals. The central figure is conveyed with great expressive force, the details
of the objects, with their precious materials, with particular care: clear, clean,
bright, without a trace of dust, as if they're viewed through a magnifying glass.
(Their remarkable clarity is due, to a large part, to their white background, which
turns the colours, locally, transparent ]

The artist was inspired to create the triptych by the representation of Akra Ta-
peinosis [Extreme Humility)* at the sanctuary of a burnt and ransacked church
in Prespes. "Within the alcove of the Prothesis is a painted image of Christ, from
the waist up, naked and dead, with His hands crossed, bearing the stigmata
and the spear wound on His side, sitting within the tomb. Behind Him is the
Cross”, as Kontoglou describes®. Levidis follows this model, but he also tweaks
it: the central figure is naked, with its arms extended and open, to show us the
absence of wounds from the nails. The role of the ciborium is played by the
wheeled cabinet, while the mirror, where the fingertips are reflected, intensifies
the sense of the tomb. The role played by the Crucifix in the traditional Extreme
Humility is taken up, here, by the cross of the easel.

Levidis “tweaks” the Extreme Humility overall, because he combines it with an
inverted Prayer. The role of John is held by the eldest son, while the role of Mary

3. G. Serdafini (ed.), Ellenico Plurale. Dipinti dalla Collezione Sotiris Felios, p. 96-97, and
exhibition: Complesso del Vittoriano, 27/11/2012 — 11/1/2013, Rome 2012,

4. The Extreme Humility, or the King of Glory, appeared in Byzantium during the 12th
century, and quickly propagated to the West. Excellent early examples are icons in the
Museum of Kastoria, the Great Meteoron and the Reliquario di San Gregorio Magno, at
the museum of the church of Santa Croce in Gerusalemme in Rome. In the post-Byz-
antine period, it was commonly painted in the alcove of the Holy Prothesis.

5. F. Kontoglou, Ekfrasis tis Orthodoxou Eikonografias (Expression of Orthodox lconog-
raphy), Athens 19792 p. 140.

by the blooming, attractive daughter (Du hast das Wunder der Welt gesehen).
The painting, however, is teeming with other references as well. The seated
position of the young girl, with the left hand on her thigh and the sole of the right
foot resting on the chair, with the toes just about touching the floor, refers direct-
ly to Yiannis Moralis and his painting Morfi (1951, National Gallery - Alexandros
Soutzos Museum). The inlaid image on the wheeled cabinet is from a mural in
Pompeii. The paintings in the third level introduce the muotif of a painting within a
painting or, more accurately, of a painting within a painting and within a painting
again. Behind the right leg of the young girl, we don't see Picasso's Two Wom-
en Running on the Beach (1922) or The Duchess of Urbino (1465-1470) by Piero
della Francesca. Behind the youth in white, we do not see De Chirico's Great
Metaphysical Interior (1917). What we see, instead, are paintings by Levidis that
incorporate the respective pieces.

The entire scene is observed from above by the black and white photograph on
the third level (the artist's wife, and mother to two of his three children) and the
red horse, stuck beside her. This, again, is a fragment from Levidis™ painting
Kinigi (Hunt - 1986-1987)°. The horse could function as a persona of the painter
and, in combination with the photograph of his wife, remind the viewer of the
parental supervisory reflection of Philip IV of Spain and Queen Maria Anna, in
the unmatched Las Meninas’. Now, if we were to put all those tricks together,
culminating in the white backgrounds behind the figures, which create the illu-
sion that the forms might not have existed at all except as paintings within the
painting, then the entire composition brings up questions about the nature of
reality and optical illusion, and creates an uncertain relationship between view-
er and depicted forms.

The triptych is supported by the predella. There, from left to right, in cinematic
flow, five scenes unfold. In the first, we see the interior of a room (the back-
ground in Pompeii red) with a Corinthian capital from a broken column holding
up the ceiling-sky, in the style of a sotto in st painting by Tiepolo. Two pairs of
athletes of Greco-Roman wrestling are being watched by the head of a white
horse®. Its body emerges from the second scene where, in a seaside location,
a military officer on horseback (this is the maternal grandfather of the artist,
taken from a photograph from 1908) salutes. In the back, Levidis has depicted

6. See: A Levidis, Eikonografies 1980-1988 Athens 1988.

7. Even if that wasn't the artist's intention, nothing stops the viewer from connecting
the two paintings.

8. The composition reuses an earlier period in Levidis work, that of Palaistes (Wrestlers).
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atravelling herpetarium with the Minoan Goddess of Snakes on its front. From
the scene exits a figure dressed in livery (a paternal uncle of the artist) to enter
the next scene: the darkest (in all senses of the word).

The starting point for this one is a photograph taken by the artist at a religious
festival at the Greek-Bulgarian border. It is an image with the significance of
purgatory, where flesh roasts: at a makeshift canteen, a man waits to be served
while, a little to the side, in an indefinite space hung with fabrics, a group of men
watches a figure with a machete attacking a small donkey (pauvre béte chérie)
The latter, to escape, moves into the following scene, where, however, chaotic
violence prevails. Men in helmets are attempting to put a fire out, people are
running to get away in the opposite direction. On the first level, a priestess in a
white tunic lifts the mask of Tragedy over her head. Levidis is shaken up, in this
image, by the events that followed the murder of Alexis Grigoropoulos and he
transfers onto the wood a photograph of a newspaper front page from the day
after the riots of the 6™ of December 2008.

In the final scene, a woman runs to escape the blind violence of fire. Her form is
adirect loan from Louis Janmot (1814-1892) and his painting Cauchemar, from
the Le Poéme de ['dme series (1835-1880), and it leads us to the countryside
but, even here, instead of finding peace, we are haunted by a lurking anxiety,
since the world has turned upside down: a donkey rides a man - Levidis’ visual
memory always dominates, as it transfers a part of Goya's famous etching Tu
que no puedes ("You who cannot [carry me on your back]’); it is No. 42 from
the Los caprichos series (1797-1799). Next to the strange complex, Velasquez's
grave Aesop (1638) (here, a guise for Levidis), and at the back a tree with its
branches, but even here there is no respite: this is the tree where they hang
slaughtered animals in Koufonissia. The predella closes with the Promise: the
artist's mother carries a votive candle on her shoulder as an offering, and holds
on to the young artist with her right hand. In the end, Levidis has transformed
into the child he once was.

B" | Agora

This painting (87 x 107 cm, mixed media, 2010-2017) may be smaller than Mod-
els in the studlo, but it has such immeasurable depth that that viewer needs
time to decode the many elements and contrasts the gaze encounters all along
its journey up to the blue of the cloudless sky, where the menacing shadow of
abird of pray lingers.

Onthe first level, a carpet of rich textures, designs and colours folds and unfolds,
and two seated women are arranged diagonally, with a third, like an extension
of the other two, standing up. The viewer's eyes are skilfully drawn from the
seated woman at the front to the one beside her, seen from the side, and from
there, guided by her gaze, they settle on the rear view of the one standing up.
(The viewer is indirectly invited to enjoy three different aspects of female beauty
- awholly classic device))

The way the limbs of the first figure are arranged connects us (due to its pyram-
idal shape] with the elements in the space on the left. There, half-hidden by a
vertical curtain, are three nude male statues, two standing up and one seated,
creating the following contradictory relationships:

2 seated female forms — 2 standing male forms
1 standing female form — 1 seated male form

living, life-size women —lifeless statues of various sizes

inthe present  and materials of the past

There are yet more contradictions. The super-sized bronze statue is surround-
ed by a wooden protective frame for transportation, shaped like a pyramid - as
a counterpoint to the shape of the first seated female form. At the front, there is
ahierarchical order on the carpet, brightly lit by a number of light sources. In the
back left, many objects in disarray (Roman copies of Greek statues, scattered
architectural parts, pedestals in dim light). Testimonies of a glorious past are
juxtaposed eloquently with the declining present of decay.

On the right hand side of the painting, opposite the luxurious carpet, are the
ruins of chiselled blocks, parts of the architectural structure. On the paved floor,
the upright woman stands on a small pile of construction materials, and leans
against one of the huge columns that support the ceiling. Next to her right hand
hangs a tatty flag with a mutilated inscription. The viewer's gaze is drawn to
complete itin vain; there will be no Cavafy to read it.

The second level, despite sharing the same visual space as the first, stands
apart due to the hard wooden shelter on the right and the fabric awning lower
down on the left. The viewer is confronted by a torture scene: a group of four
men stones a fifth. The aggressors wear short blue trousers; one is bending
down to grab a stone from the ground. The victim (in pale olive shorts) is on
his knees and, with his hands turned outwards in front of his face, he is trying
to save himself from the lethal blows. Either unperturbed or helpless, an old
man in an apron (notice his stooped back] emerges from the left and leads the
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viewer to a shady gate with pilasters and Doric capitals. The building extends
to another atrium, brightly lit through the building's collapsed roof, that leads to
another gate with pilasters - the left one still bears traces of its painted decora-
tion from the middle upwards.

Through the gate, a white horse awaits; it waits patiently (it is not tied up) and
looks at us strangely, bringing life to the desolation of this rear space. Beyond
the second gate, we see a portico with a ceramic tile roof (in front of it another
shelter on the right and an awning on the left] and there the building ends. Seal-
ing the painting at the far back is the front view of a working-class store, and
then we are immersed in shadow. The coupling of contradictions continues
beyond the first level:

large-scale architecture — working-class homes
hard materials: marble, stone blocks — textiles, carpets: soft materials
nude — dressed forms
peace — violence

The original idea for the painting began around 2010, with the artist's desire to
deploy, in a larger composition, nude women posing au naturel from his earlier
work for Louomenoi (1991, Aithousa Technis Athinon). His first thought was to
combine them with the stoning scene, and that was the spark that started it all.

He had his youngest son pose for all the figures of the stoning group and took
photographs of him in order to study the bone and muscle structure of the bod-
ies. Introducing the two themes within an open-air composition did not satisfy
him, and he decided to insert both in the final space described above.

Countless sketches and studies ensued, until the composition and its support-
ing themes were finalised. The painting itself didn't begin until Sotiris Felios
gave Levidis a carte blanche commission in 2016. The painting was created,
once again, on plywood primed with finely-finished gesso, but without the use
of an anthivoloto trace the drawings this time.

The composition was initially painted in monochrome, a sort of sinopia. The back-
grounds were created entirely in two tones, light-shadow, and possibly one more,
for the half-light. The sinopia was covered with acrylic transparencies (transpar-
encies, in addition to priming the surface, also add colour themselves; the su-
perimposed colour intensifies, builds up gradually, and gains depth) and the final
layer of oil paint was added on top. The painting was completed in early 2017.

The starting point were older poses of female nudes made for the Louomenoi
series. Facing the front and seen from the side is the artist's wife, while for the

upright nude the artist used a professional model. The curvaceous figure of the
standing woman and her posture leave us with the vague impression that she
is a friend "for sale” The seated nudes do not have the same role, but remain in
a state of anxiety, an undefined expectation.

The stoning theme is borrowed from the lower edge of St. Stephen’s vestment
in EL Greco's The Burial of the Count of Orgaz (1586-1588). The venue of the dra-
ma is the interior of the Municipal Market of Pyrgos Ileias (which now, after its
renovation, houses the town’s Archaeological Museum), the work of Ernst Ziller
(last quarter of the 19th century). Levidis used a photograph published in the
well-known book by loannis Travlos on neoclassical architecture’, and, in certain
parts, transferred it literatim: the entire system of shelters and awnings, the post/
peg inthe middle, the other-worldly figure of the old man and even the municipal
lamp (which, in the painting, gives the viewer the impression of a bird of prey).

The scene, on the first level with the statues, is a memory from a visit the art-
ist made to the store rooms of the Museo Archeologico Nazionale in Naples'®.
The horse in the back is one of the six horses of the Duke of Mantua Federico
Il Gonzaga, as Giulio Romano painted them (1532-1535) at the Salla dei Cavalli
of the Palazzo del Te. The working-class shops right at the back evoke the at-
mosphere and colourings of Het straatje (1657-1658), Vermeer's little alleyway.

The part of the painting worked on last is the one we see first: the carpet, in
reality, is not a carpet but a curtain in Levidis” studio, and the ruins on the right
are taken from a photograph of Apamea in Syria.

C | Coda

“Je n'ai jamais évité linfluence des des autres. [...] Jaurais considéré cela
comme une lacheté et un manque de sincérité vis-a-vis de moi-méme. Je
crois que la personnalité de 'artiste se développe, s'affirme par les luttes qu'elle
aa subir avec dautres personnalités. Sile combat lui est fatal, si elle succombe,
c'est que tel devait étre son sort.”

Henri Matisse’’

9. |. Travlos, Neoklassiki Architektoniki stin Ellada (Neoclassical Architecture in Greece),
Athens 1967, fig. 116, p. 129.

10. The upright bronze (as demonstrated by its patina) statue, holding a piece of paper
between its fingers [causam {psius scriptam), may be the effigy of emperor Augus-
tus (49-50 A.D.) in the same museum (A.E. 5595).

11. H. Matisse, Ecrits et propos sur lart, ed. D. Fourcade, Paris 1972, p. 56 [Matisse inter-
rogé par Guillaume Apollinaire, 1907. First published: "Henri Matisse”, La Phalange
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Levidis is an intellectual artist; those sparsely involved with art would flippantly
use the term “cerebral artist”. His work is strewn with references to the past,
but self-references as well.

In Levidis, without deep memory, there doesn't seem to be artistic function.
There isn't necessarily a story, a narrative hiding behind his paintings (that's up
to the viewer to create himself, regardless of the artist's intentions): the images
begin from the images of memory, and it is through memory that painting in-
terprets reality. The artist feels that the surface of the world matters (‘surface”
could equally take a capital S), but the forest of the world isn't virgin; it has had
a past.

“And what about today?” a mutual friend and kindred spirit would ask. Today
like tomorrow like yesterday, the artist would reply. Today, to him, is his offering:
persistence in painting. He likes to humbly recollect Chardin's statement: "La
peinture est une ile dont je n'ai fait que cdtoyer les bords” [«painting is an entire
island, and all | do is circumnavigate its shores»], and to declare, in a low voice:
“Painting is something that existed (abstract time) and now we are trying to
keep the flame burning”, because he knows that miracles don't create faith, but
that faith (in painting o altra cosal is a miracle in itself. And that is why his best
paintings always convey a sparkling mystery:

"l est extraordinaire qu'on puisse mettre tant de mystére dans tant d'éclat.”?

N. P. Paissios

magazine, issue 2, 15-18/12/1907. (| never tried to avoid the influence of others,” Ma-
tisse told me. “If | avoided it, | would be a coward to myself. | believe that the artist's
personality evolves, becomes more solid through the battles it has fought with the
personalities of others. If the conflict turns out to be mortal, if he succumbs, he will
say that it was his destiny.”)

12. Private words by Mallarmé on Gauguin; quoted in a letter to André Fontainas (March
1899). See P. Gauguin, Lettres d sa femme et a ses amis, Paris 2003, p. 170. (It is
incredible how we can fit so much mystery within so much brightness.)

Thoughts

As | grow older (a euphemism for ageing) | paint more slowly. | seek out the
difficulty beneath the surface, | experiment with new ways or old ones, brought
back to life. In short, | lengthen the duration of incubation. It's like 'm hanging
on to the images, wanting to keep them, even those that are destined to be cov-
ered up by other ones. A process of palimpsest has been building up, steadily.
with growing awareness, in my work over the past twenty years at least. The
more my linear time threatens me, the more | exorcise it, by negating it through
my work.

The 50s and 60s, two critical decades that made me, to a large extent, what lam,
were two decades, in the Western world, that sponsored or, more accurately,
placed their bets on the image and its unbounded exploitation.

“The West has identified with time and only the western is contemporary.”

Now, half a century later, in our digital environment, in the social media, we are
living the paroxysm of image.

“Inart that hangs on the present, time erases the image. In the kind of art that man-
ages memory, the image usually eliminates time.™

Reading random references in my notebook from 2015: “In 1918, he [Klee] de-
scribed himself with gentle irony in his diary as ‘abstractionist who has memories'.”

And further along:

“A decade later (1970) conceptual was gaining favour and Auerbach observed that
young artists “started doing demonstrations and typing little notices to put on the
wall. Thus 'the only people who painted figurative pictures were the people who
really had to. It stopped being the current mode’. From this point of view the situa-
tion was actually better ‘because it meant that only those people who really wanted
to paint did so and this became an eccentric activity [...] you just did it in a way as an
outcast, which was very very healthy’."*

Jean Clair, Thoughts on the condition of the visual arts, Athens 1993, p. 58.

Gaétan Picon, Admirable tremblement du temps, Gevena, 1970, p. 102.
Patrick Walberg, Surrealism, Geneva, 1962, p. 53.

Catherina Lampert, Frank Auerbach: Speaking and Painting, London, 2015, p. 139.

rwN -

81



82

The Interwar period saw the foundation of the first museums of modern art,
quite apart from the existing museums, thus highlighting the radical break of
modernist painting from the sum of the art that came before it. Half a centu-
ry later, the first museums of contemporary art appeared, in spaces separate
from the museums of modern art, to house a new art that was radically differ-
ent, “incompatible” with modern art: contemporary art. Contemporary to what?
An art that already had a history of forty, fifty, sixty years, or maybe a hundred
or none at all.

"History is the bad dream of art, the nightmare from which it must disengage.”®

What's it like to paint in the first quarter of the 21st century? An artist in his
forties was saying yesterday on TV that his generation has crossed from “an-
alogue aesthetics” over to “digital technology”. | look in the mirror: am | or am |
not contemporary? Who gets to decide?

“Is painting a preterit passion? Can a passion that becomes the sole passion of a
lifetime be preterit? What does that sense of ‘staleness mean when a boundless
passion develops under its auspices and finds free expression at the same time
as its subject is no longer considered in trend? Is it perhaps a sneaky tactic that al-
lows the creator to avoid time, the time that surrounds him, his era, the time when
things are elapsing, are being taken out of commission, arrive too soon or too late,
are termed ‘post or ‘pre’ in relation to a perpetual imperative, so that he may have
all the time at his disposal, that other time, the time of passion, that eludes time
because it is time reclaimed.”

“I'hope that my painting will survive without cracks. | would like to arrive before the
painters of the year 2000 with the wings of a butterfly.”” (Bonnard, 1946. Bonnard
lived until 1947).

Kk

The way images are born, intersect and regenerate in the artist's mind seems
to resemble the way dreams are born. The artist dreams in wakefulness or, as
Giorgio de Chirico emphatically put it: "Art, like a good prophetic dream, dreams
with its eyes wide open, facing the remorseless reality”

5. Gaeétan Picon, Admirable tremblement du temps, Geneva, 1970, p. 120.
6. Jean Clair, Bonnard, Paris, 2006, p. 17.
7. Bonnard, Exhibition catalogue, Paris, 1984, p. 203.

A critic wrote of Max Ernst: "He doesn't paint what he has dreamt, he dreams
through painting”
Another writer notes:

"Awork of art may be considered as a kind of ‘dream’ turned inside out.”® By that he
means that the analysis of a dream is the reverse of creative art: when a dream
is analyzed, its hidden structure is opened up and deconstructed, whereas a
work of art assembles or constructs the creative material.

In many of my paintings, there is a meeting of images froom memory and im-
ages of the imagination, images figurative and abstract, images that are mine
or that belong to others, images that became my own, decoration and theme,
surface and depth, distinct painting concepts and representational ways. They
come together, they complement each other, they clash. A series, a set of blots
spreads across the painting, eating up the voids until contention subsides, until
the discrepancies of colour are saturated, until a point of balance, even precari-
ous, Is reached, or sometimes a strange kind of order. For the sake of simplifi-
cation, | call this style “collage aesthetics”. In this process, the stimulated imagi-
nation coexists with a latent critical awareness, just like when man is suspended
between wakefulness and sleep. The images that emerge are narrative in na-
ture, just like in dreams, and subject to interpretation on many levels, without
a central narrative axis and with the lines between the deliberate and the acci-
dental blurred. Traces of this style can be found in my painting Models in the stu-
dio, mostly in the predella and the background, behind the three figures. On the
opposite side of “collage aesthetics” is a series of paintings that includes Agora.

Here, the conventions of a naturalistic representation are observed, even in the
realm of space-time, at least on the first level. And that is because the illusory
representation of space, perspective and depth of field creates the opportunity,
like in ancient and early renaissance painting, for a representation of different
moments of the narrative on different levels of space, imposing a condition of
synchrony-diachrony, ultimately a non-time, similar to that in dreams. They
are, therefore, representations of “life-like dreams”, like those Aristotle terms
euthyoneiria. The following excerpt from Aristotle’s On divination in sleep [464b,
5-16]illustrates, in the best possible way, the two contradictory modes of narra-
tive | use to represent the inside-out, or vice-versa.

8. Laurie Schneider Adams, Art and psychoanalysis, New York, 1993, p.8.
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“The more experienced interpreter of dreams is he who can understand the
likenesses; because anyone can interpret life-like dreams. And | say likeness-
es because dream images are like mirror images of objects reflected in water.
[...] If the water is disturbed, the reflection will not be the same and the mirror
images will not resemble the real objects. Capable, therefore, of interpreting the
reflections is he who can quickly discern and understand wholly with a glance
whether the scattered and upturned images belong to a man or a horse or
to anything else. And a similar thing happens in dreams; because movement
interrupts plausibility.”

Images go round and round in my head, images fromm memory, images of the
imagination; often for years. Thoughts, feelings, feelings that create thoughts
turn into images and go round and round in my head. They hide and then re-
veal themselves because a new image comes into its own, and pulls them
out of oblivion. Because painters are always re-painting themselves - if that
makes sense. Because painters’ eyes never sleep, not even when they sleep
themselves; the same applies to all humans. And animals. Except that painters
paint the images in their minds. Images go round and round in my head, they
give birth, they don't age. And images that stay turned against the wall for years,
painted but incomplete. Still maturing, yet unborn.

| dream; I'm fortunate that way. | remember my dreams sometimes, like
everyone else. Maybe not the animals. But | have never dreamed of my studio.
Yet it's a place where dreams are made. That's what we should be calling our
work. Maybe that's why | used it as the setting for the painting that bears the un-
imaginative title Models in the studio and the one entitled Afternoon sun. Maybe
there is more to come.

George Seferis, on August 7, 1943, wrote in his diary:
‘linsist: why does a particular impression ‘function” poetically, more than a thou-

sand other everyday impressions? Notice that it isn't the most intense that is the
most effective; often it is the one that's lightest. | don't think anybody knows...”

In my youth, I'd seen a photograph of the interior of the market of Pyrgos, and
it made a profound impression on me. Many years later, passing through the

9. George Seferis, Meres Vol. 4, January 1, 1941 - December 31, 1944, Athens 1977, p. 301.

city, I went to see the building. It was a disappointing experience. | found it aban-
doned, devoid of life, violated by shabby renovations. | took some photographs,
knowing that | would need them someday. When someday became now and |
was working on the drafts for Agora, | went back to the black and white photo-
graph by Dimitris Padadimos to reconnect with that initial excitement.

Images born of other images. Because the painter is an imaginary gallery.

“Painters have used quotations just as much as writers."1°

The composition of the triptych Models in the studio is, in a sense, a quotation
from the Extreme Humility. The stoning scene in the second level of Agorais a
reference to the stoning of Apostle Stephen the Protomartyr, as illustrated on
the vestments worn by St. Stephen in the first level of El Greco's The Burial of
the Count of Orgaz. Both these paintings contain secondary quotations that do
not need to be cited.

Hokk

“What has always surprised me is that other people are so surprised at the time it
takes me to finish a picture. (| have the feeling, moreover, that nothing is ever really
finished). People no longer know how to take their time. Their punishment is that
time takes them and abandons them.""

“With my work in the "Portraits” exhibition at Claude Bernard's gallery, | tried to de-
nounce the danger from the noise and the speed. An artist's patience to capture a
model [...] is a form of exercise that our era needs more than antibiotics.”'?

“There is a secret bond between slowness and memory, between speed and for-

getting. [...] The degree of slowness is directly proportional to the intensity of mem-
ory: the degree of speed is directly proportional to the intensity of forgetting.”

Alecos VL. Levidis

10. Claude Roy, Balthus, New York, 1996, p. 256.

11. Claude Roy, Balthus, New York, 1996, p. 254.

12. Yiannis Tsarouchis, as cited in Psyrrakis ‘I agriotis ine tora to idaniko tis sygchronou
technis” [Savagery is now the ideal of contemporary art], Mesimvrini 17.4.1967.

13. Milan Kundera, Slowness, London, 1997.
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By his side...

It's been thirty-five years now that I've lived with Alecos Levidis in the "kitchen”
of his paintings. As a silent witness but often, also, as a participant, a model, a
fellow traveller. Outside of the paintings, and within them.

Mildness, introspection, a restless quest, eyes that look and see in their own
way, daily drawing and painting. More than daily, actually. If there were an ex-
pression for a process that fills almost all the hours and the minutes of the day,
it would be the one to use. The thoughts, the emotions, the body, the gaze and
the hand are always in motion, their point of reference books and articles, im-
ages that take shape around us, images painted by others in other places and
at other times, images he creates himself, images that gestate inside him for
years, dreams of sleep and waking dreams, human figures and stories, note-
books/diaries, papers, rice papers, canvases, frames, wooden boards. That's
the special, wonderful - albeit half - microcosm of our shared life.

“But that's what painters are like.” Yes, maybe. But it is only this painter that |
can speak and write about. Because I'm doing it as a partner, not as an “expert”.
And my intention is not to write critically, but to let emotion infiltrate my words.

So, he often tells me “I'm working on this painting in my mind that will be such-
and-such, but | can't tell you more yet”. He doesn't normally talk much about
the image itself. It's its “direction” that seems to occupy him. That's what he
talks to me about. But in his own mind the image exists and it dominates. Or,
at least, it's being created, bit by bit. And he needs it. He enjoys it. | know that.
And, at the same time, it tortures him. For all the third parties who want to see
it and share in it - with me among them - the image appears when it begins
to take on substance through the brushes and the paint and while it constructs
the poetics of directing. The process of the birth of the image on the painting
surface sometimes succeeds and sometimes it may betray the imagination
and become an endless ordeal. Many of Alecos’ paintings “cook” for years in
this kitchen. The same thing happens to others, with writing. There are paint-
ings in the studio leaning against the wall facing out or in and gathering dust,
slumbering, maturing. There are exhibitions in the making for years that never
come to pass, just like there are remnants of other exhibitions that happened,
that spoke with those who visited them and now stand as the marks of a very
personal narrative, that bring to mind pieces of the past daily. Besides, it doesn't
matter. Exhibitions take place every day there, in his dusty and - in the conven-
tional sense - "messy” studio where, among all the things it contains, it hosts

several folders and boxes with “primary” material for paintings, in gestation or
that have already taken shape. Photographs, notes, newspaper and magazine
clippings. I've never had the sense that the objects in Alecos’ studio wake up at
night and dance like Geppetto's wooden toys. On the contrary, | believe that they
come to life when he is among them. When he warms them up with his gaze.

So what happens when someone, a friend, a stranger, a potential buyer, a col-
lector asks to come to the studio? How do you open your door and welcome
into your secret place another pair of eyes?

[ don't think it's easy for Alecos. He doesn't do it easily. First of all - even if it's not
that important - he doesn't want to disturb that famous ‘messiness” that, to him,
equals a very personal “order”. Besides, he very rarely lets anyone else take part
in cleaning his space; even to wash the windows that let the light shine in. There
are objects that he knows exactly where to find, at any given moment. Especially
his tools. The rulers and the pencils, the special papers, the gold leaf, the stan-
ley knives, the measures, the screwdrivers and the hammers. And, of course,
his paints, those charming transparent glass bottles and vials with the colourful
powders (pigments] that are lined up, always on specific shelves, bringing to
mind a chemist's laboratory or a wizard's workshop. And the brushes, of which
there can never be enough, that he'd like more of, but... they cost. They cost a lot
and you must always keep track of them., look after them, take care of them. |
have to say | admire the way he does that, at the end of each long day. Just when
he's finally sat down in his chair, surrendered, relaxed and tired, he will get up
and go over and caress them gently with the olive oil soap. rinse them out well
under the tap. shake the water off them, dry them up. Other necessities, like a
photograph he held in his hands a moment ago, a bag of peanuts he bought
on the way back from the photocopy shop. his rucksack, his mobile phone, a
CD about to go into the player before the phone rang, the brush that sweeps
eraser rubbings off a drawing, temporarily disappear in the sea of the studio. The
thought that almost always travels elsewhere often allows something to “hide".
And when the moment comes for that something to be used, it isn't there. “But
where the hell is it gone this time? Where did | put it? What's to be done with
me?” But Alecos well knows that there is nothing to be done. Precisely because,
in the studio, he gives himself up to another world, which doesn't conform to
conventions of “normality”. At some point, simply, with that unhurried rhythm
dictated by subjective time, the object will be found again.

But, as hard as it may be, there are times when visitors enter this uniquely
personal space. Some, in fact, enter it often and no longer worry him. They have
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established a way to share, a participation. Commissions for paintings are often
given there, that way. And that's a wonderful challenge. A painting that exists in
Alecos” mind and for which he's made dozens of preparatory sketches is given
the green light to come to life, sometimes even before he's given it himself. It's
a beautiful thing, that trust. And necessary.

That's how Models in the studio and Agora were born. Our collector friend met
with the artist in the studio to look at work in progress that had already been
in the making for months or even years. Many of the studies exhibited today at
16 Fokionos Negri, alongside the two paintings, and some sketches for work
“under construction”. He liked what he saw and gave the commmission.

In both cases, the construction of the paintings began in that studio. But that
wasn't the only place they were made. They travelled, wrapped up in appro-
priate “clothes’, to beloved places that have given us - that still give us - much
joy and inspiration. The quintessential seaside destination of Kato Koufonissi
and the alpine Oxia in Prespa. Both spots are, for us, solitary retreats but also
launching pads for endless and invigorating quests.

They wouldn' fit in the trunk of the car. We had to open the window, cover
the paintings in several layers of plastic over their paper wrapping, and place
them so that a fifth, perhaps, of their length stuck out of the window. We tied
them up and secured them. Next to them, underneath and all around them we
fitted boxes and cases full of the paraphernalia of painting. A proper mission.
It was under those conditions that we travelled to Prespa in September 2012,
eight hours on the road with the wind blowing into the car and freezing our
necks and the spluttering rain watering the embattled paintings. Every now and
again, we'd stop to check. To make sure everything was OK. When we reached
our destination, everything found its place in a ground floor room-studio of the
two-storey stone house, and were worked on in profound peace and quiet,
always under artificial light. There was no way for daylight to reach through
the house’s narrow windows and thick stone walls. A wood stove burnt beside
them and next to Alecos because autumn had arrived there already and the
cold had begun. Every so often, a neighbour would knock on the front door and
pay us a visit, with obvious curiosity to see the “miracle” of representation taking
place right there and then. Coffee, chat, and "another” past, “another” look at the
world unfolding before us, giving us all food for thought. Then the friend would
leave and the artist, clearly affected by the meeting, would go back to his brush-
es trying, perhaps, to subtly add to the painting he was working on some trace
of everything he'd just heard.
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In that same fashion we had boarded, a few months previously - in July of that
year - the ferry to Koufonissi, another eight-hour journey, and then the small
boat that unloaded the paintings at the small jetty of Kato Koufonissi, across the
water, from where we carried them through the dry and rock-strewn field all
the way to the house. There, we “undressed” them carefully and, with metic-
ulous attention to every move, as dictated by the lack of space, placed them in
a very narrow “studio” - in essence, the small kitchenette of old-style "rooms
to let”, approximately 2 x 2.5 metres, with quite a low ceiling, a window facing
south and another small window to the north, to let the cool air in. Kato Koufo-
nissi has neither electricity nor running water so, by obstinate choice, we spend
a few weeks every summer, alone or with our children and friends, in a small
house of two rooms that does not offer those implicit conveniences. There, in
that makeshift studio, which was basically an extension of our bedroom, Alecos
would spend each morning - early, very early to catch the particular light that
allowed him to work, perhaps until the early afternoon. And |, after a morn-
ing swim in the sea and lots of reading next to the waves, would return to the
room and sit a little further away, at a plastic table, to write my own stuff. Our
difference? He needed the company of a small battery-operated transistor radio
playing music from radio shows in Athens, Naxos or Santorini, constantly inter-
rupted by adverts for rooster in tomato sauce, local cheeses, wine, tsipouro and
seafood meze at idyllic locations, while | needed the priceless silence that is only
broken by the bleating of goats and the calls of donkeys and the living - in this
case - roosters strolling around in the adjacent field, the rustle of bamboo, the
strong, frequent gusts of the meltemiwind and the sound of the waves. Later,
we'd both have to stop working, out of necessity, as the light became poorer,
thinner, softer and wasn't enough - especially for painting. Alecos, understand-
ably, wanted to look at his work in its entirety, for awhile. But the studio-cell
would not allow such a thing. So we'd start moving things around so we could
place at least two of the three panels of the painting next to each other, and then
take the first away and replace it with the third. An “exhibition” forced to obey
the limiting conditions of the island meant the painting was subjected to more
and more different kinds of light. A few steps back, a change of angle, crossing
the threshold of the bedroom to gain the appropriate distance from the object
on view. Sometimes the wooden panels would be taken outside to the field,
s0 we could look at all three together. There, we had to protect them from the
wind that could, in seconds, flip them over and injure them. So we'd conscribe
rocks, ropes, hooks, braces. Discussion, thoughts, observations, hesitations.
Then, bringing our day to wonderful completion, swimming, walks by the sea
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and across the island, fishing, lounging on the beach and lighter reading, dinner,
companionship. Always in that beautiful, to us, environment.

In Athens, in Prespa and in Koufonissi, then, the paintings gained spaces, faces
and actions that transformed into entirely personal “places” and "times”. The
places and times of Alecos. But through the eyes and the direction of the painter
who, with acute awareness, tenacity and struggle, always seeks and insists
upon transcending the “obvious”, these places and times hold discourse with
lived history, with the shared, with the public. With everything that affects all of
us, that all of us can understand. People we love - our children, ourselves -,
model-people, people less familiar or completely unknown, bonds, emotions,
sensual experiences, expressions and postures, public buildings, statues, ru-
ins, textiles, easels and other objects - ultimately, the artist's studio itself - min-
gle with the open-air funfair at the pier of Movemvasia that we happened to
see on a trip over there; with the ever-present horse that evokes the father
who passed too soon; with the smoky tavernas of Lovtscha that enchanted
Alecos while | watched the peculiar festival of the haunted Greek-Bulgarian
border; with the manoeuvres of the oil-smothered pechlivanides (wrestlers) in
the summer heat of Rodopi at another festival, Pomak this time; with the young
woman with the white tunic and the mask who had once posed for a muralin a
house in Kifissia; with the oblation in Tinos and the flag in the hand of the small
boy next to his mother who, carrying the obligatory votive candle, was trying in
vain to initiate him into a faith that expressed itself through a bizarre pilgrimage
of the faithful on their knees to the church of "Megalochari”; the gnarled cedar
of Michalis in Kyra Maria's field, an abattoir but also a shady spot for the don-
keys named Gasvikis, Zambia and, yes, "Alecos’, after our own Alecos; with the
turbulent streets of Athens, charged with rage, indignation and promises that
we all experienced a few years ago: with the market of Pyrgos, that semi-open
and magical space of meeting and transaction; with an alleyway where terrible
things take place, primordial but so apt; with white and off-white vertical sur-
faces, solid walls or hanging fabrics, basking in sunlight and protecting from it
atthe same time; with the inscription “La... Sa...”, words that captivated the artist
at the central market of Athens, but which he doesn't reveal to the viewer; with
the vitality, the aqility, and the allure of a youthful body; with the corrosion of
time; with the beauty and the violence. The past, the present and the future, of
the painter and the viewers of each painting alike, all of it joins up together in the
two dimensions of the painting surface, in the game of representation on three
dimensions that often, however - though not so much in the two paintings in
question - insists on winking at the two-dimensional. So much wealth and joy

for me, and so much pain and pleasure for him, squeezed into a few square
metres of wood, colour, light and shadow!

Alecos kept adding something new to the paintings. He always does that. At
some point, he accepted that they were finished. Just like, | suppose, anything
we make can be finished or unfinished. In any case the paintings, as objects,
passed from his hands and out of sight for both of us, and made their way to
where they physically belong. One of them, Models in the studio, was hastily
exhibited in Athens, at Zografeio. Next, it joined the line-up of a major group
exhibition in Rome. There, as we entered the museum, we were pleasantly
surprised by the way the painting came into its own, with the space and the
lighting afforded by the venue. The artist was finally able to see what he had
envisioned when he created the painting in his mind. Such gratification! The
other painting, Agora, is shown here for the very first time. And he draws equal
pleasure now from the fact that he can see the paintings framed by their stud-
ies and sketches. It's a pleasure | share.

However, for Alecos, those two paintings - along with a third one, Afternoon
sun, inspired by Cavafy's poem of the same title and part of the same series
- were never finished. Every now and again he tells me that he'd like to paint
them all again from scratch or, at the very least, to work on them some more.
The reasons he gives are sometimes related to technical details and some-
times have to do with his “digesting” and constantly processing the meanings
and significances they contain. A reflective process that won't settle down. At
the risk of sounding banal, | would like to reiterate that this is a sensation famil-
iar to many. I am not surprised, then, by this attitude from the artist although,
as | tried to explain here, to him, the creation of a painting is a uniquely lengthy
and demanding process. | understand it deeply but, at the same time, | know
that our time is not enough for all that we want to achieve. We struggle against
it. Alecos has always said that, even when he was young. Not just now that
he’s "grown older”, as he reminds us with the first words of this "“Thoughts”.
When | used to say - because | do it no more - "Oh, | can't wait for the Easter
holidays or for summer”, so we could do this or that, he would never let it slide.
Irritated, he'd reply: "What are you saying? Can't you see that you're bringing the
end closer that way?” And he was right, of course. The "Arcadia” of his friend
Poussin wouldn't let him rid his thoughts and his actions of the awareness of
mortality. | believe that, to a large extent, that concern is inherent in both the
paintings that now form part of the “other Arcadia” collection.
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Shifting over, for a final remark, from the “outside” and the “around” of paint-
ings to their "within", | keep thinking that as the years go by | understand more
deeply that “familiar places” - spaces, that is, that became places through being
invested with human experience - and “familiar time” - memory, oblivion and
the way the marks of our own lives connect to those of the lives of others and
the grand narrative - are totally fluid parameters of our world. And not to be tak-
en for granted. We live them, we produce them and we reproduce them every
day. | feel lucky to have had the opportunity to take part in Aleco’s undertaking,
just there, by his side.

Marica Rombou-Levidi

Biographical note
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Architecture of the University of Geneva - EAUG (1964-1969).
Upon returning to Greece, he was involved in the founding,
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Since 1971, he has been working as a painter in Athens. He held
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Pliny the Elder, “on ancient Greek painting” (Agra), which, the
following year, was awarded the Academy of Athens Prize. He
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Epyaotiplo, ABrva, 2012 | The studio, Athens, 2012
Epyaotplo, ABrva, 2012 | The studio, Athens, 2012

MeAETn yia 1o €pyo MovigAa ato ateli (epeEhg MEA), uehdvi oe pldbdxapto, 59 x 21ek.
Study for Models in the studio (hereon MIS]. ink on rice paper, 59 x 21cm

Mpevtéha ané 1o épyo MZA, 30x 240 ex. | Predella from MIS, 30 x 240 cm

Y eAbeg onpewpatapiou pe npooxedio Tou €pyou Ayopd. 2015
Pages from a notebook with preparatory drawing for Agora, 2015

Mévw aplotepd: ox€dlo oe xapti 30 x 30 ex.

[avw 6€€1a: Aemmopépetla and v Tagn tou Kountog OpyxaBtou Greco
Kdtw: oehibeg onpeiwpatapiou, 2008

Above left: drawing on paper, 30 x 30 cm

Above right: detail from EL Greco’s The Burial of the Count of Orgaz
Below: notebook pages, 2008

Ayopd, Aeropépela | Agora, detalil

Zwypap{oviag 1o €pyo MIA, Koupovnol, kahokaipt 2012
Painting MIS, Koufonissi, summer 2012

Zwypagioviag 1o €pyo MIA, Mpgana, pBvonwpo 2012
Painting MIS, Prespa, autumn, 2012

Kougpovnoat, 2016 | Koufonissi, 2016

MZEA, 250 x 240 K., Tpimmuxo o€ EUAO, UIKTN TEXVIKN
MIS, 250 x 240 cm, triptych on wooden panels, mixed media

Ae€1d: avBiBoAo yia 1o €pyo MZA, xpwpatiotd poAUBLla og ploxapto, 185 x 70 ex.
Left: preparatory drawing for MIS, coloured pencil and pastel on paper, 180 x 75 cm
Right: pricked cartoon for MIS, coloured pencil on rice paper, 185 x 70 cm

MEA Aentopépela | MIS, detall
Mpooxédlo yia 1o £pyo MZA, Aemmopépela | Preparatory drawing for MIS, detail

LeAibeg onpelwpatapiou, 2011 | Pages from a notebook, 2011
| Mpooxédlo yia 1o €pyo MEA Aemtopépela | Preparatory drawing for MIS, detail
| Xehibeg onpewpatapiou, 2006-2007 | Pages from a notebook, 2006-2007

| Mpooxédlo yia to €pyo MXA, xpwpatiotd HoAUBLa Kat NaotéA oe xaptt, 122 x 65 ex.
Preparatory drawing for MIS, coloured pencil and pastel on paper, 122 x 65 cm

| MZA Aemmopépela | MIS, detail
| MZA Aemmopépela | MIS, detail

Aplotepd: NPOOXEDLO yia 1o €pyo MEA, xpwpatiotd HoAUBLa kat NactéA oe xaptt, 180 x 75 ek.
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MEA hemmopépela | MIS, detall

[Mpoox€dio yia o €pyo MXA, xpwuatotd pJoAUBLa Kat MAcTéA ae XapT,
150 X 75 €K., AEMTOPEPELEG

Preparatory drawing for MIS, coloured pencil and pastel on paper,
150 x 75 cm, details

AvBiBoho yia 1o €pyo MXA, xpwpatiotd poAUBLa og pildxapto,
1485 x 65,5 ek., Aemmopépela

Pricked cartoon for MIS, coloured pencil on rice paper.,

1485 x 65.5 cm, detail

MEA hemmopépela | MIS, detall

ZeAiBeg onpelwpatapiou, 2011 | Pages from a notebook, 2011
MEA, npeviéha | MIS, predella

Ayopd, 87 x 107 ex., JIKTN TEXVIKN O€ EUAO

Agora, 87 x 107 cm, mixed media

[poox€dlo yia 1o €pyo Ayopd, xpwpatiotd HoAUBLa Kat MacTéA o xapt,
1523 x 755 €k.

Preparatory drawing for Agora, coloured pencil and pastel on paper.,
1523 x755¢cm

Ayopd, Aenmmopépela | Agora, detail

[poox€dlo yia 1o €pyo Ayopd, xpwpatiotd HoAUBLa Kat NaotéA o xapt,
119 x 75 €k, Aentopépela

Preparatory drawing for Agora, coloured pencil and pastel on paper.,
119 x 75 cm, detail

Ayopd, Aenmtopépela | Agora, detail

Yx€610 yuvalkeiou yupvou, 1980, uoAUBL kal nactéA o€ xapt,

1705 x 81 eK., Aemmopépela

Female nude, 1980, drawing on paper, pencil and pastel,

170.5 x 81 cm, detail

[Npooxedlo yia 1o €pyo Ayopd, xpwuatiotd HoAUBLa kal NacTéA o€ xapT,
119 x 82 k.

Preparatory drawing for Agora, coloured pencil and pastel on paper.,
119%x82cm

Ayopd, Aentopépela (o0 AlBoBoAwopdg) | Agora, detail (the stoning)
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